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1 Death and Deification

Rajasthani heroic and epic poetry records legends and semi-historical tales regarding
the socio-religious status of the Bhil, Charan and Rajput communities of the Thar
Desert in north-west India bordering present-day Pakistan. This warlike poetry
documents how, even after the gradual establishment of Rajput (warrior) dominion
in the area, non-Rajput groups continued to articulate claims to autonomy. The poets
of cattle rearing communities and tribal peoples like the Bhil, Charan and Rajput
forwarded these claims through heroic and epic poetry, giving voice to distinctive
interpretations of what it means to be a warrior, some times in accord with but at
times also in contradiction to dominant martial ethos. An important aspect of these
medieval identity politics was the deification of warriors, a literary-historical and
religious process which is the subject of the present study. Of particular interest for
my research are the legendary and semi-historical tales that document the
divinization of the Rajasthani warrior-hero Pabuji Dhamdhal Rathaur.

From approximately the fourteenth century onwards, the period when Pabuji
is believed to have distinguished himself by his valour, his worship as a god and
deified forefather by devotees of all kinds of caste backgrounds has inspired the on-
going recollection of Pabuji’s martial deeds and battle death. The hero’s
glorification and deification through oral and written Rajasthani heroic and epic
(henceforth: heroic-epic) poetry continues to inspire a range of different poetic
histories that contain historical fictions and divergent facts which enable us to
imagine what the “lived past” of the inhabitants of the Thar Desert may have looked
like.

Pabuji is first and foremost remembered as an exemplary warrior of the
Dhamdhal Rathaur lineages of the Rajput (warrior) rulers of Marwar, an erstwhile
desert kingdom in north-western India. His tale is part of a more than eight centuries
old tradition of poems and semi-historical prose stories clustered around the
medieval warriors and rulers of this former desert kingdom. The poets of the Pabuji
tradition,! like the poets of heroic-epic poetry worldwide, accorded superlative
praise to their protagonist. From their compositions, we come to know Pabuji as a an
exceptionally valiant wielder of spear and sword, an outstanding brave who was at
all times ready to give battle and protect cattle; a most noble man who always kept
his word; a protector of his clan, family and retainers who gave his life to safeguard
their honour and material interests. In addition, Pabuji is also remembered as a

! Considering the many different genres, performance styles, poets and singers which have been, and still
are, part of the Pabuji tradition, it would be best to speak of “Pabuji traditions”. For the sake of brevity, I
refer to the studied contemporary and medieval genres, performance styles, poets and singers as part of
one all-encompassing “Pabuji tradition”.
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deified forefather (jizmjhar), deva (god) or devata and lok-devata (folk-god).> Till
today, many different social groups continue to revere the Rathaur hero-god.
Pabuji's Charan and Rajput devotees do this by transmitting written and oral
traditions of heroic-epic poetry, prose tales and devotional songs. The hero’s Bhil
devotees and priestly-performers pay homage to Pabuji and his Bhil archers through
the religious performance of drum and story-cloth epics. In the contemporary
versions of his tale, Pabuji is identified as an incarnation of Lakhsman, the brother
of Ram, the exemplary warrior and god of the Ramdayan epic.

Punjab
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State of Rajasthan, INDIA
Approximate location of Kolu, north-west of Jodhpur.

Pabuji’s story

Today, Pabuji's story is narrated throughout Rajasthan, Gujarat, parts of southern
Punjab and Sindh. The heartland of the contemporary story-telling tradition is Kolu,
a sprawling village in the Thar Desert north-west of Jodhpur (Marwar) where

2 An account of academic transliteration standards and an overview of the orthography of Rajasthani and
Hindi words can be found in chapter 2 under the headings Academic transliteration and Historical
orthography.
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Rajasthan’s main Pabuji temple stands. Here, Pabuji’s Bhil devotees orally transmit
his adventures through the performance of the mata (drum) epic commissioned by
the Dhamdhal Rathaur villagers and temple-priests of Kolu. The focal point of most
contemporary and medieval poetry and prose tales about Pabuji is his promise to
protect cattle. This promise, his devotees believe, was made by Pabuji to Charani
Deval, a female cattle herder and horse trader of the Charan caste. When Pabuji
obtained the much-coveted black mare Kalvi (or Kesar Kalmi) from Deval, he made
a promise to protect her cattle against robbers. It is this promise which (in most
versions of Pabuji’s tale) eventually gave rise to the battles between Pabuji and his
brother-in-law and enemy, Jimda Khici (or Khimci). Because of the mare, or more
precisely, Pabuji’s refusal to give her in dowry to Jimda, the negotiations for
Jimda’s marriage to Pabuji’s sister Pema broke down. Upon Pabuji’s denial, Jimda
decided to rob Deval’s cows to revenge himself. Since Pabuji promised Deval to
protect her cattle, he was asked to come to her rescue and attack Jimda. In due
course, Jimda killed Pabuji though (as we shall see) not in all versions of the
selected poems. The way in which Pabuji, Jimda and their respective armies battled
is an important subject of the Pabuji tradition, especially of medieval manuscript
versions of poetry dedicated to Pabuji.

The above summary of the focal point of medieval and contemporary
renderings of Pabuji’s story represents themes which are directly or indirectly part of
most narrative poetry dedicated to him. In some of the poems collected by me,
Pabuji's battle death earns him a place in heaven given that he gained spiritual merit
by laying down his life in battle and thus fulfilling his Rajput dharma or religious
duty. In other medieval poems, the hero has also been accorded supernatural powers
and divinity. Apart from these additional themes, the Pabuji tradition knows many
other plots and episodes, variant story-lines, rich collections of poetic metaphors and
narrative details which expand on his exploits as a robber of camels, tamer of wild
horses or bridegroom at war. The medieval and contemporary tradition also includes
tales about Pabuji’s family: his father Dhamdhal Rathaur, half-brother Buro, half-
sister Pema, and his bride from the Sodhi Rajput lineage of Umarkot. In addition,
contemporary tales link the major protagonists of the Pabuji tradition to classical
hero-gods from the Ramayan and goddesses from different story-telling traditions.
In some versions of contemporary performances of Pabuji’s epic, Deval is now
portrayed as an incarnation of Shakti, and Pabuji’s foe Khici has become the demon-
hero Ravana incarnate. Ravana’s sister Surapamkha has come to embody Pabuji’s
Sodhi bride. His Bhil and Rebari companions Camda, Harmal, Salji and Dhembo are
believed to be the personification of, respectively, the goddesses Caumunda,
Bhaisand, Visot and/or the god Hanuman and his army of monkey warriors (cf.
Smith 1991: 271-72 and Hiltebeitel 2001: 91-92). The literary-historical
investigation of the different story-lines, poetic images and idioms, narrative plots,
poetic forms and functions of the Pabuji tradition is at the heart of the following
study.
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Pabuji ’s Kolu temple.

Approach

My approach to the Pabuji tradition is principally inspired by, and meant as a
contribution to, debates about contemporary historical, literary-historical and
anthropological insights into the development stages that medieval and
contemporary Rajasthani heroic-epic genres may have gone through.® This study
refers to current discussions about the “origins” of Pabuji's story and how its
symbolic content should be read. Important questions raised by these discussions
concern the way in which epic heroes have been deified in South Asian traditions,
and issues regarding the ascription of divinity and its relation to the historical and
literary development of heroic-epic genres. I will ask whether Pabuji’s deification
should indeed be looked at as the outcome of a literary-historical developmental
process which can be documented through the different degrees of narrative
importance that the poets attached to battle-death and the martial and/or religious
role ascribed to warrior-heroes.

To illustrate common developmental approaches to the Pabuji tradition, I will
here consider the present-day discussion about the literary-historical stages that
regional heroic and epic poetry may go through and give an overview of the main
arguments involved and their implications for an understanding of the narrative
development of Pabuji’s story and the process of deification as documented in poetic
sources.* The main question asked is how the Pabuji tradition may have spread from
the local level of storytelling to regional performance traditions like the staging of

3 In particular discussions initiated by (passim) N.S. Bhati (1989), Blackburn (1989b, 1989a, 1986),
Hiltebeitel (2002, 2001, 1989), Kothari (1989), Smith (1999, 1991, 1989a, 1980) and Srivastava (1997,
1994).

* The terms “regional epic” and “vernacular epic” are used interchangeably to refer to regional, martial
and/or ritual, oral or written epics in one of the vernacular languages of South Asia.
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Pabuji’s epic at the Kolu temple. Stuart H. Blackburn (1989: 32) describes this
historical development as the outcome of a process of deification “from the bottom
up”, when the story of the death of a local hero and his subsequent deification
extends beyond the village level to broader, regional audiences and, as a result, goes
through a process of narrative expansion. The outcome of this narrative process is
described as Pabuji’s definitive recognition as an incarnation of Lakshman (Smith
1989a: 182). However, Hiltebeitel (2001: 35) sees no explanatory power in
Blackburn’s “deification-by-death” thesis. He is of the opinion that the development
of Pabuji’s story and his deification should be understood in terms of the narrative
“re-emplotment” (giving a new plot to an existing story) of classical and folk
versions of the Ramayan (Hiltebeitel 2001: 43-47, 88-120). Along these lines,
contemporary avatar-linkage in epic traditions can be regarded as the result of the
creation of additional or complementary plots to the story-lines of the Ramayan and
Mahabharat.

Deification-by-death
In what follows, the above debate shall be discussed further, beginning with
Blackburn’s theory of narrative building that aims to account for South Asian
patterns of storytelling in geographical, socio-political, narrative and functional
terms. Blackburn (1989, 1986) tentatively establishes a connection between “pre-
epic”, decidedly local narratives, and regional, “truly” epic genres. He traces the
narrative development of regional epics (defined as single-story traditions consisting
of long epic poems at times interspersed with prose, covering wide geographical
areas and audiences) from pre-epic “multi-story traditions”. The latter traditions
consist of stories, songs and poems with a limited geographical and social range,
which are restricted in length as well as thematic interests. To explain how local
multi-story traditions develop into supra-regional single-story traditions of epic
proportions, like the present-day oral epics dedicated to Pabuji, Blackburn (1989: 1-
32) connects narrative changes to a story’s geographical and social reach. He
postulates a direct relation between the expansion of traditions of story telling to
sub-regional, regional and supra-regional audiences, on the one hand, and changes in
the narrative structure as well as in the socio-political or ritual purpose of a genre, on
the other. Variant versions of a story are accordingly explained in terms of a
“narrative building process” that advances by means of cumulative sequences of
motifs. In other words, a story accumulates themes, imagery and episodes by
crossing local and regional boundaries as poets and performers refurbish their
narratives in order to hold the attention of new, regional audiences consisting of
people from different social groups who are not necessarily interested in the purely
local history of kinship ties or deified forefathers.

A story can travel along two narrative routes. At the heart of what Blackburn
(1989: 21) terms narrative pattern 1 lies the “twin-theme” of death and deification.
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This pattern is particularly pronounced in stories of the “violation-death-deification-
revenge” type that originate as tales about the violation of proprietary rights and
related themes like revenge, honour, war, and violent (battle) death. At the local
level, it is the story’s death motif that is generally thought to lead to a hero’s
deification. In time, when the transmission of a hero’s story starts to spread from
local to sub-regional and regional planes, the poets appeal to new audiences by
adding supernatural birth stories to their protagonists’ tale. At this stage of narrative
development, the hero is ascribed (semi) divine origins to mask his distinctly local
and human history, usually through the addition of stories about his miraculous
birth. This process is believed, in due course, to give rise to the birth of new gods,
cults and ritual contexts; a narrative means of “giving birth” to gods that may
ultimately lead to the connection between deified local heroes and ‘“pan-Indian”
gods or the deified heroes of classical epics. The “mythification” of local history to
appeal to a wider audience is fully accomplished when a hero comes to be seen as an
avatar (reincarnation) of Vishnu, Shiva and Devi, or (like in Pabuji’s case) as an
incarnation of Lakshman.

Narrative development according to pattern 2 as proposed by Blackburn
(1989: 27-32) concerns hero tales that do not have a death-motif and as a result do
not speak of the deification of their protagonist. A story that develops according to
this pattern may, nonetheless, proliferate from the local to the supra-regional level as
well, but it does not attain a cultic or ritual context like it does in pattern 1 because
its hero is not deified. Heroic-epic narratives that accord with pattern 2 most
commonly develop into romantic epics, whereupon local warriors become romantic
heroes. It seems that such stories mainly serve the purpose of entertainment, as
opposed to ritual objectives. As one would expect, and Blackburn (1989: 27) also
spells out, exceptions to both patterns do abound. An essentially martial hero’s story
may, for example, include tales of the hero’s supernatural birth or his identification
with pan-Indian gods or heroes. Blackburn explains this by the fact that the latter
motifs are crucial for the spread of a tale to a larger area. In addition, avatar-linkage
in pattern 1 does not always lead to the expansion of a hero’s tale beyond a few
villages.’

Blackburn describes the current, expanded epic of Pabuji as a highly
developed form of narrative pattern 1.5 Though the medieval Pabuji tradition is not
part of his analysis, Blackburn nevertheless proposes that the “historical nucleus” of
the contemporary par epic of Pabuji should be traced to a local bhomio or jiamjhar

3 Like, for example, in the tale of the hero Muttu Kutti, who is held to be an incarnation of Vishnu and
Karl Marx, but whose story has not spread beyond the village-level (Blackburn 1989: 27, n.21)

¢ Blackburn (1989: 25): “(A)II three motifs of Pattern I are found in the epics of Pabuji and Devnarayan,
which represent highly developed forms of that pattern (...) The Pabuji tradition clearly demonstrates the
historical development from local to regional tradition. Underneath the accretions of supernatural birth
and identification with Lakshmana lies evidence of growth from a local tradition called bhomiya”.
Blackburn’s concluding remark (ibid.) is more provisional: “Although further evidence is needed for a
conclusive statement, the modern epic of Pabuji is quite possibly an extension of a local bhomiya cult”.
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cult.” In Marwar, the Jumjhar (jiamjhar) is generally defined as a village hero who
died in the defence of cattle against raids, and who afterwards comes to be revered
as a deified forefather or local god. Devotees feel that it is essential to appease the
roving spirit of a dead warrior to help him retrieve the peace that his unnatural death
prevents him from finding. Through worship people hope to stop the wandering soul
from developing into a malevolent ghost intent on haunting the living. Thus the
beginning of divine or godlike status is conferred to ancestral heroes. Following Kothari
(1989: 102) and Smith (1991: 90-91), Blackburn suggests a supernatural birth story
was added to the tale of the Bhomio Pabuji as it spread to a wider geographical and
social base and that it is this process of narrative expansion that eventually led to
Pabuji’s identification with Lakhsman.

Avatar-linkage connecting the heroes of vernacular epics like Pabuji with the
heroes of the Ramayan and Mahabharat has given rise to a debate about the cultural
primacy of the Sanskrit epics with reference to regional story-telling traditions. In
this context, Blackburn (1989: 8) explains Pabuji’s identification with Lakshman in
the contemporary tradition as the result of the upwardly mobile aspirations of the
hero-god’s devotees. By linking their heritage to the canonical tradition of Sanskrit
epic, middle- and low caste devotees are thought to aim at validating their own
stories and in the process improve their socio-political standing. According to
Blackburn (1989:25, 32), perhaps as part of his explicit effort to counter
“devolutionary” assumptions that represent regional epics as nothing more than
fragments of classical traditions, the former narrative development remains a mostly
superficial connection. Devolutionary notions are obviously not helpful in
describing the narrative development of heroic-epic and devotional genres, but it
does seem to me that Blackburn (1989: 25) subsequently relates the dependence of
the oral Pabuji tradition on the classical tradition in a comparable manner by
describing the contemporary par-epic as “a sequel” to the Ramayan. The implications
of the pre-eminence attributed to classical epic will be discussed in more detail in
the following chapters. First, let me discuss Hiltebeitel’s literary study of vernacular
“re-emplotments” of Sanskrit sources and consider its implications for an appraisal
of the narrative poetry dedicated to Pabuiji.

Classical signifiers

Hiltebeitel’s wide-ranging study of South-Asian traditions of martial epic in part
opposes the developmental view of Pabuji’s contemporary epic tradition as
projected by Blackburn for, according to Hiltebeitel (2001: 19), this approach
“disesteems” the connections between classical and regional epics. Hiltebeitel

" Bhomiya, bhomio or ksetrapal (guardians of village-boundaries) and jiimjhar (“struggler”) denote local
variations. From my fieldwork, it appears that jizmjhar refers to deified dead in Jaisalmer, while bhomio

and jimjhar are used interchangeably in Jodhpur and bordering areas. I refer to Pabuji as a “jiumjhar”
because this is the term used for him in medieval texts. See also Srivastava (1997: 73, 1994: 612).
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(2001: 96) holds that Pabuji’s divinization did not progress from slain hero to
Bhomio (Jumjhar) and folk-god and thus resulted in his contemporary identification
as Lakshman’s avatar. According to him, the Bhomio was at no point commensurate
with Pabuji. In Hiltebeitel’s view, the hero could equally well represent ““a residual
Vratya”, a Vedic cattle-rustler.?

Hiltebeitel (2001: 43-45) explains contemporary avatar-linkage in terms of
“re-emplotments” or “disemplotments” and “dislocations” of classical epic
signifiers. He distinguishes between the narrative content of regional martial oral
epics, on the one hand, and classical epics or their “folk versions”, on the other, to
define classical signifiers as narrative frames, images, wordings, themes and plots of
the Ramayan and Mahabharat. From this angle, medieval and contemporary folk re-
tellings of classical epics are based on classical narrative material, together forming
“regional pools of classical epic signifiers”. The narrative features of Sanskrit epics
and of other classical sources are presented as primary process material or images
which, according to Hiltebeitel (2001: 45), have been there “von Anfang an” and
should be thought of as the indestructible and immortal constituents of South-Asian
heroic-epic traditions.

In terms of narrative development, this means that the Ramayan and
Mahabharat are not only primary in a chronological sense but should be accorded a
cultural and creative precedence as well.” The latter kind of primacy is understood in
terms of the re-emplotment (as opposed to a straightforward re-telling) of classical
narratives. Hiltebeitel (2001: 46) argues that Sanskrit epics should be seen as
“totalizing texts” that add force to the same narrative realities over and again.
Regional epics, on the other hand, re-examine the soundness of the ‘“classical
realities” reflected by the Sanskrit epics. Also, regional story-telling traditions are
consequently thought of as re-emplotments of the “original”, classical versions of
the Ramdayan and Mahabharat or of their folk version, that is, versions of the classical
epic told in vernacular traditions. By giving a new plot to classical story-lines,
regional poets apparently aim to wrap up the unfinished business of classical epic
and in the process render classical narrative material interesting for contemporary
audiences. Thus Lakshman’s incarnation as Pabuji may be seen as a narrative twist
to a tale in the Ramdayan; for in some contemporary interpretation of the story,
Lakshman incarnates as Pabuji to fulfill the wedding promise he made to Ravana’s
sister Surapamkha in some versions of the Sanskrit epic. In contemporary versions
of Pabuji’s tale, Surapamkha is thought to be embodied by the hero’s Sodhi bride
(Hiltebeitel 2001: 92 quoting Smith 1991: 93).

8 Hiltebeitel postulates that the Vratya collapses the distinction between Kshatriya and Brahmin and is a
precursor of Rajput warrior-ascetics as described by Dirk Kolff (1990: passim) quoted in Hiltebeitel
(2001: 92, n.15). See also Smith (1980: 53-55, 76, n.10).

° I take Hiltebeitel’s (2001: 44-45) primary process or “poetic and cultural work” that frames stories and
produces regional martial oral epic to refer to the creative, imaginative process of composition.
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Hiltebeitel further underlines the creative primacy of classical signifiers by
illustrating how these pervade the imaginary universe of contemporary epic
traditions like Pabuji’s par-epic, an approach that results in a view of the latter
tradition’s use of the Ramayan frame story as an artful “bardic handling of primary
process folklore” (Hiltebeitel 2001: 92). Of immediate interest for the present
discussion of the medieval Pabuji tradition is Hiltebeitel’s (2001: 29-37) outspoken
dismissal of Blackburn’s “deification-by-death” theory. According to Hiltebeitel,
deification does not (as Blackburn proposes) cover the relation between divine and
human beings, ranging from local worship of a deceased hero to divine birth-stories,
and linkage with pan-Indian gods. By using the term “deification” in this manner,
writes Hiltebeitel (2001:22), gods are presented as “mere” deified mortals and their
deeds as “nothing more” than an elaboration upon or glorification of human acts.!®
As an alternative, Hiltebeitel proposes that we think of the death of a hero as a
primarily narrative theme that captures an audience’s attention because of the
“fatality, cyclicity, and divinity” accorded to death, and the way in which an
audience is able to relate a hero’s death to “so many memorable characters”, i.e. the
protagonists of classical traditions.

Local death-stories are too fragmented to spread to a wider regional level,
writes Hiltebeitel (2001: 22), since these tales are linked with heroes of lineage cults
that are confined to small territories and to exclusive and disparate family groups
within caste communities which claim a hero as their ancestor. Different castes tell
different stories about the heroes from their own ranks, and such local stories cannot
take on the character of a regional epic because they do not appeal to the narrative
preferences of regional caste groups. Thus the development of a hero’s story from
local multi-story traditions into a single-story narrative corpus should not be
explained in terms of a hero’s death and deification. Rather, it should be explained
by studying the socio-political composition of a story’s audience. What does happen
(Hiltebeitel 2001: 30) is that stories centred on the martial heroes and traditions of
dominant landed castes are transmitted from one region to another without the story
changing appreciably as long as the caste identity of the hero remains the same. In
this view, the narrative process at work in regional epics should not be described in
terms of a “vertical movement” or the portrayal of deification as an “upward”
movement that begins with the worship of an earthly hero and ends in heaven with

10 Instead, Hiltebeitel (2001: 22) proposes to distinguish between “primary, secondary and tertiary
features of extended deification”. The force of Hiltebeitel’s argument rests on the fact that Blackburn
employs a “western” (i.e. Euhemerist) notion of god to formulate his theory of deification (Hiltebeitel
2001: 23). A problematic line of reasoning since the above-quoted phrasing about what gods are not
appears to imply that gods or God are “in reality” more than deified mortals. This argument amounts to a
theological argument and as such does not add to a better understanding of the literary-historical
argument at hand. No definition is forwarded to clarify how western ways of thinking about deification
differ from non-western views. The few studies of early-Christian traditions of deification known to me
highlight the literary-historical similarities and not the differences between South-Asian, biblical and
other narrative traditions centring on deification (see, for instance, Beissinger 2002: 236-258 and Norman
1975: 15-19).
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the hero’s deification. By presenting the narrative process of deification in terms of a
horizontal vector, Hiltebeitel (2001: 34-35) proposes a lateral (as opposed to direct)
connection between epic protagonists and deities: on a narrative plane, deities are
considered to move horizontally into flanking stories rather than descending
“vertically” into a hero’s death story.

The above argument can perhaps best be summed up by understanding
Hiltebeitel’s view of deification as a narrative technique to connect heaven and earth
through avatar-linkage when God, so to speak, descends into a text and becomes
human when he is reborn as a story’s protagonist. Blackburn, on the other hand,
makes a case for an opposite movement, one that can be traced from earth to heaven
or from human to godly spheres through the deification of human beings. As I hope
to show in a later stage of this study, these narrative movements are not as
contradictory as they may seem.

To finish this introduction to theories about the developmental stages that
poetry dedicated to Pabuji may have gone through, let me remark that both
Blackburn and Hiltebeitel hold that an epic tradition may develop from a
geographically circumscribed “multi-story” tradition into a single-story epic
tradition with a much larger supra-regional range, albeit following different routes.
As the above tentative formulations of narrative development stages suggest, it is
difficult to imagine how the transition from supposedly pre-epic poetry to today’s
vernacular epics may have come about.!! T feel that this difficulty arises first and
foremost from the fact that above discussion is based upon a comparison between
Smith’s 1991 version of Pabuji par-epic performances, on the one hand, and
classical as well as vernacular versions of classical Ramdayan traditions, on the other.
The missing link in the above discussion is of course the tradition of medieval
poetry dedicated to Pabuji. To better see how the medieval and contemporary
tradition can be related from a literary-historical point of view, it is moreover
important to know not just one but many of the different genres contained in the
medieval Pabuji tradition. This becomes apparent when we consider the fact that the
inclusion in the on-going debate of one version of a medieval poem dedicated to
Pabuji (the seventeenth-century Pabiiji ri vata) does not help in accounting for the
literary history of the contemporary par-epic of Pabuji. On the contrary, its inclusion
raises more questions than it can provide adequate answers for.'? For example, does
the vat, a semi-historical prose-text, stand for an intermediary stage between local
Bhomio or Jumjhar narratives and today’s par-epic (Blackburn 1989: 25)? Or is it a
mythic story, as Hiltebeitel (2001: 13-14) argues, and is it “virtually certain” that its
subject matter is based on an epical primary source?

! Blackburn (1989: 1-37) defines “pre-epic” genres as a literature of songs of praise, satire, death laments
and war songs. See also Hiltebeitel (2001: 25).
12 Pabiji rt vata translated by Smith (1991: 481-96). See also Tessitori (1916: 110-114).



Death and Deification 21

Embedded history

Smith (1991: 82) has argued that we will never know what precisely led to Pabuji’s
deification: “It is tempting to wish that more sources were available on Pabiji and
his contemporaries, but even if they were it is not likely that they would prove to be
of any great assistance: like the sources we have used, they would consist of an
indistinguishable mixture of facts and fictions. Traditional history is not concerned
with facts as such; it is concerned not with the right story but with the best story”.
From the point of view of literary history, one may ask whether it is at all possible to
write a “right” history based solely on facts uncoloured by the interpretations of
traditional or modern historians. It seems to me that the production of historically
“right stories” is most often based on the conscious or unconscious piecing together
of “best stories”. The following literary-historical examination of medieval poetry
sources that are part of the Pabuji tradition is intended to throw some light on the
way in which Pabuji’s devotees, priests and poets constructed several to their mind
“right” and “best” versions of his history. This I aim to do with a study of the
historical background against which the Pabuji tradition took shape, with special
reference to the history of socio-religious and martial identities of medieval Marwari
Rajput, Bhil and Charan communities. By studying the regional martial traditions of
the aforementioned communities as part of the medieval martial or military labour
market of Marwar, I try to see whether the poetic concerns reflected by the poets of
the Pabuji tradition represent themes typical of medieval history, in particular the
history of the archetypal early-medieval Rajput warrior, the geographically and
socially mobile young man who travelled Hindustan and, as I hope to show, the
north-western desert regions, in search of livelihood and employment (cf. Kolff
1990: passim). This part of my study also draws upon Harald Tambs-Lyche’s (1996,
1997, 2004a-d) analysis of Rajput-Charan relations in Kathiawar (Gujarat).

In addition, my approach to the selected manuscript and contemporary poetry
sources has also been inspired by literary-historical, anthropological and literary
approaches to heroic-epic genres. No up to date linguistic studies exist of the style
and language of medieval poetry composed in Dimgal, the specialized poetic idiom
used by the poets of the Pabuji tradition. I have therefore come to depend heavily on
Luigi Pio Tessitori’s Bardic and Historical Survey of Rajputana (1915-21) and
grammatical notes in the Indian Antiquary (1914-16). Though outmoded, these
works remain the most meticulous study in English of Dimgal till today. For my
description of the history of the different Dimgal genres part of the Pabuji tradition,
I have found particularly helpful the approaches of literary historians like Narayan
Singh Bhati (1973, 1989a, 1989b, 1991), Linda Hutcheon (2002), Mario Valdes
(2002) and Sheldon Pollock (2003). My assessment of the performance context of
oral and written heroic-epic poetry and oral and written transmission techniques is
mainly inspired by the work of the anthropologist Ruth Finnegan (1977, 1988, and
1992), Hirsch and Stewart (2005) and historians among anthropologists like Shyal
Mayaram (2004) and Jan Vansina (1965, 1971, 1997).
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Following Vansina (1997: 196), I have come to think of the oral and written poetry
dedicated to Pabuji as “historiologies” in their own right, i.e. as the outcome of on-
going reflections of people about their “lived past” that become part of collective
representations of what communities hold to be factually or potentially true. This
process of remembering and forgetting serves to establish which past experiences or
events retain relevance for the present. In addition, my analysis of the function of
poems dedicated to Pabuji is informed by Finnegan’s (1992: 137) approach to oral
narratives that brings to the fore how their content is commonly shaped by their
performance context, audience-performer interaction and the weight attributed to
different historical and contemporary worldviews.!? Finnegan makes clear how, in
contemporary settings, the form, content, meaning and function of heroic-epic texts
can best be studied as emergent, variable categories that come into being during a
performance. In other words, the meaning attributed to oral narrative is “realized” in
performance, not just through words but also by means of its delivery, for example,
through ritualisation, dramatisation and/or audience-performer interaction (Finnegan
1992: 92f).

In studying the medieval and contemporary sources selected by me, I do not
(like Vansina (1997: 49) does) aim to establish whether the poetic sources are in the
conventional sense of the word “factual” versions of Pabuji’s history by trying to
ascertain which poetic evidence may represent “hard” historical facts. Rather, I am
inspired by Kolff’s (1990: 74-85) description of the Rajput warrior-ascetic in song,
ballad, and legend. My main sources are poetic “historiologies” or literary and/or
mythical forms of historical consciousness. In seeing poetic sources as a form of
historical knowledge that enables people to give voice to their past, present and
future as mutually implicated categories, I adhere to the historian Romilla Thapar’s
(1999, 1979) definition of “embedded history”: “Historians tend to view historical
writing as conforming almost entirely to the format and pattern familiar from the last
couple of centuries, or from models borrowed from particular societies such as
ancient Greece and China. The more important but neglected aspect is the search for
historical consciousness, irrespective of how immediately recognizable or evident it
may be, in its literary from. This (...) requires a distinction between what might be
termed “embedded history” forms in which historical consciousness has to be prised
out - and its opposite, ‘externalized history’-which tends to bring embedded
consciousness into the open, as it were (...)” (Thapar 1999: 137f).

By studying the selected oral and written poems about Pabuji as records that
are historically accurate (in that they “factually” represent the outcome of “acts of
telling” or “narrative deeds”) I am able to document medieval and present-day
historical, literary and mythical interpretations of the past and present by Bhil,
Charan and Rajput communities. In other words, this study of the different meanings

13 “Narrative” and “narration” are here used in their widest sense to include all verbal forms where
temporal sequence is implied and to include scribal and oral transmissions as part of the process of
narration (cf. Finnegan 1992: 14).
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that may have been (and presently are) conferred to medieval heroic-epic poetry
aims to offer insights into the historical consciousness or the “lived past” of some of
the communities that inhabited the Thar Desert in different periods of time. Of
particular interest for the study of literary forms of historical consciousness are the
changing perceptions of socio-political status, power relations and religious
worldviews for, as Thapar argues, “[e]ach version of the past which has been
deliberately transmitted has a significance for the present, and this accounts for its
legitimacy and continuity. The record may be one in which historical consciousness
is embedded: as in myth, epic and genealogy; or alternatively it may refer to the
more externalized forms: chronicles of families, institutions and regions, and
biographies of persons in authority” (Thapar 1999: 138).

Both embedded and externalized history can be seen as narrative ways to
sanction contemporary power relations, in present as well as medieval times. These
two ways of interpreting the past do not necessarily represent an evolutionary
continuum or development from one form to another. Embedded history can be part
of externalized history like in chronicles which refer to a community’s mythical
beginnings to legitimize its claims to status “by tracing links with established
lineages through embedded history in genealogical connections or stories of epic
heroes” (Thapar 1999: 138f).

The different ways of looking at heroic-epic traditions come together in
Hutcheon’s literary-historical approach to poetry and prose texts as ‘“historical
events of production and reception” that may result in “fictions of power” created by
social groups with different histories and political interests (Hutcheon 2002: 6, 67).
By asking how the poets may have viewed their world and by looking at the way in
which their views can be thought of as “mediated configurations” of their medieval
world, I intend to arrive at a better understanding of the historical contexts in which
poetry dedicated to Pabuji was composed.

Outline

In the next chapter (2), the written and oral sources selected for this study will be
introduced with a discussion of their language, academic transliteration, dating and
authorship. My interpretation of the poems’ narrative content will be summarized in
chapter 3, where I introduce the story-lines and images contained by the selected
poems. Chapter 4 is a discussion of the distinctive prosodic features of medieval
poetry dedicated to Pabuji, followed by a description of some aspects of the poems’
symbolic content in chapter 5.4 From this I go on to describe “Pabuji’s world” in
chapter 6, offering a sketch of the history of Marwar from the fourteenth century till
the beginning of the nineteenth century. In this chapter, the focus lies on the
historical role accorded to Rajput warriors like Pabuji in the context of regional

14 Earlier versions of parts of chapter 4 and 5 have appeared as articles. See Kamphorst 2003, 2004 and
2006.
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kingdom-formation. Chapter 7 offers an outline of what is known of the history of
Pabuji’s fellow protagonists, his Bhil companions and Bhopas (priestly performers).
Literary and historical Charan identities will be discussed in chapter 8 in which I
also deal with the relationship between Pabuji’s cult and the worship of Charani
Sagatis, the past and present living goddesses of Charan traditions. Other religious
and devotional narrative themes are studied in chapter 9, including classical,
medieval and contemporary strands of religious ideals that converge in heroic-epic
genres, prose tales and devotional rites, which are part of the tradition of worship at
Pabuji’s Kolu temple today. Chapter 9 also offers a brief survey of epigraphic data
read from hero stones and commemorative pillars preserved at Pabuji’s Kolu
temple. By way of conclusion (chapter 10), I deal with the manner in which the
study of Pabuji’s deification relates history, poetry and religion to each other.

The full academic transliteration of all the medieval manuscript poems and the
contemporary oral compositions that are part of this inquiry has been provided in the
appendix to this study titled: Academic Transliterations.






Pabijr dildr_ndhala asthamnauta ra diha (Ms. 14458).



2  Introduction to the Sources

In the course of three consecutive periods of fieldwork (1998-2001) in western
Rajasthan, I collected medieval and contemporary poetry which is part of the
regional tradition about Pabuji and other protagonists of his story, in particular his
Bhil companions, Charani Deval and Charan goddesses related to her. For this
research, I worked in the archives of former princely states that were at one time or
another ruled by Rathaur Rajputs, like the archives of Bikaner and Jodhpur
(Rajasthan) and of Sitamau (Madhya Pradesh). The majority of medieval manuscript
versions of poetry dedicated to Pabuji is now preserved in the archives of Rajasthan.
Most of the medieval poems selected for this study were collected in the course of
archival research at the Rajasthani Research Institute (RRI) in Chaupasni, the
Rajasthan Oriental Research Institute (RORI) in Bikaner, Jaipur and Jodhpur and
private collections housed in Jaisalmer, Badriya and the Sri Natnagar Sodh
Samsthan (SNSS) in Sitamau.

An overwhelming number of written and printed manuscript versions of
poems dedicated to Pabuji is housed at the listed archives. The amount of medieval
manuscripts, containing handwritten versions of heroic-epic poems dedicated to
Pabuji proved to be daunting, especially since I had set myself the task of collecting
as many versions of Pabuji’s adventures as possible at the onset of my research. It
soon became apparent that there exist more manuscripts versions of Pabuji’s story
than I could hope to collect during one lifetime. As will be discussed in more detail
below, upon introducing questions of chronology, authorship, orthography and
academic transliteration of the medieval sources, I have strived for a qualitative
selection that represents the common themes, storylines, images and poetic forms of
the medieval Pabuji tradition.

Medieval manuscript sources

The centre and reach of the medieval Pabuji story-telling tradition can no longer be
established but it seems probable that the Pabuji temple at Kolu fulfilled as
important a role for Pabuji’s medieval devotees as it does for his contemporary
worshippers. Judging from my archival research, and from the catalogues published
by different archives and research institutes in Rajasthan and Madhya Pradesh, only
a few seventeenth-century manuscripts recording poems dedicated to Pabuji have
been preserved while several more manuscripts can be dated to the eighteenth
century. As one might expect, nineteenth and twentieth century manuscript versions
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of Pabuji’s story abound. In addition, numerous shorter and longer poems dedicated
to Pabuji have been available in print since the nineteenth century.” The pabut ra
chamda is the earliest medieval composition that is part of my selection. This poem
was composed in praise of the Rathaur hero’s martial deeds and can be traced to the
second half of the sixteenth century. It is ascribed to the Charan poet Meha Vithu.
This chamd knows dozens of manuscript versions preserved in the main archives of
Rajasthan.'®
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Pabuji ra chamda (Ms. 5470).

For the present study, I examine two versions of the chamd ascribed to Vithu. First,
an undated manuscript titled atha meha vithii ra kahiya shri pabwt ra chamda'

!5 For example, the probably nineteenth-century Pabii kamadha in the Shakti-suyash edited by Bai (n.d.),
the twentieth-century Kavi pamjoji barahata haravecam virti chamd pabiji rathaur rau edited by
Girdardan Ratnu (1997: 25-29) and Pabiiji ri veli by Vidhadhar Shasthri (1997: 30). Tessitori (1916: 68f)
purchased two versions of Pabuji’s chamd and one version of the duha in 1915 and dated the oldest of
these manuscripts to the end of the sixteenth century. More recent works include several poems titled
Pabi prakasa by twentieth century poets like Bhaktavar Motisar, Khanuji Barhat and Moraji Ashiya. The
later work has been edited by N.S. Bhati in 1983. The most recent works to be inspired by Pabuji’s tale
include Chamd Dharana’s 1992 poem Laukik siiktiyam, a devotional poem dedicated to Pabuji and Deval
by the Charan poetess Nanhi Bai Samaur (1999) tiled Deval bat dyo naim pabi naim dasis, and the
nationalist play Pranavir pabiji by Nirmohi Vyas (1999).

16 Like nineteenth-century versions of Vithu’s chamd preserved in the archives of Jodhpur and Chaupasni,
for example: RORI Ms. 17777-8, titled gita samgraha, including a poem titled pabujt ro chamda, and
RORI Ms. 25149, titled etihasika kavitta samgraha (including a composition named pabuji ra chamda,
ascribed to a Motisar poet) and an undated, anonymous composition (RRI Ms. 3632) also titled pabuji ra
chamda.

17 “Verses (dedicated to) Pabuji (and) recited (by) Meha Vithu”.
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referred to throughout this study as “chamd I”.'® Second is chamd 1I, an undated
manuscript titled atha pabujhi ro chamda mehaijht ra kahya.”” As will become
apparent in the next chapter, the narrative content and prosodic form of chamd 1 and
II differs considereably, so much so that we may think of both chamds as very
different outcomes of processes of transmission which may have (or may not have)
commenced with a poem ascribed to Vithu in the sixteenth century.

The earliest dated manuscript at my disposal is gita pabiji rau®® a short late
seventeenth-century poem in praise of the Rathaur hero, which is referred to as “git
I” in this study.? This anonymous work (noted down in 1689) is part of a collection
of praise poems dedicated to historical Rathaur rulers, titled: rathaura gunagana.”
The longest poem studied here is titled pabiji ra duha composed around 1650.
Most manuscript versions of this poem seem to include a shorter poem titled pabii ra
pravara®* appended to the last verse of the duha. Both poems know numerous
manuscript versions dated, as far as I could see, from 1770 onwards up to the
beginning of the twentieth century.”® My source manuscript, RRT Ms. 402, is an
eighteenth-century manuscript attributed (by its scribe) to Ladhraj, the minister of
the seventeenth century Rathaur king of Marwar, Jaswant Singh, and to the
unknown poet Mohandas.?® From the last verse-lines of the parvaro, it can be read
that duha 1 and parvaro were noted down or copied from an older manuscript by a
man named Pamdit Khusyal of village Cariasra in 1827 VS (1769 CE) while they
were recited in 1778 VS (1720 CE).?” Both the pabijt ra duha and the pabi ra
pravara are part of Ms. 402 and will be referred to respectively as duha 1 and
parvaro throughout this study. As shall become apparent in chapter 3, when I
discuss the narrative content of the selected sources, the pabiiji ra duha and the pabi
ra pravara document how Pabuji has been worshipped at his temple in Kolu as one

18 Ms. 5470 is described in Catalogue 4-1027 of the Rajasthani Research Institute (RRI) (B. Sharma
1976). Neither manuscript nor catalogue contains any data about this poem’s scribe or its place and date
of copying.

19 “Verses (dedicated to) Pabuji (and) recited (by) Meha Vithu”. (RRI) Ms. 9727(17) is described in RRI
catalogue 8-164 (1989). Neither the manuscript nor the catalogue provides information about its scribe or
place and date of copying.

20 “Pabuji's song”.

21 (RRI Ms. 15009) “Pabuji’s song”, listed in a handwritten, unpublished register of the Rajasthani
Research Institute, dating this two-page long manuscript to 1689.

22 A praise poem composed in honour of the Rathaur rulers Raja Surya Singh, by an anonymous poet,
Raja Gaj Singh, recited by Josi Gangadas and Rav Maldev, a poem written by Barath Harsur.

2 “Couplets (dedicated to) Pabuji”.

24 “Pabuji’s divine miracles” (or: “Pabuji’s heroic deeds™).

25 For example: (RRI) Mss. 2271, 3271, 6499, all titled pabijt ra duha, and (RRI) Ms. 8216-262, duha
pabiji dhamdhalot ra soratha. Nineteenth-century manuscripts preserved at RORI include Ms. 3550
(pabuji ri nisani) that contains a short composition titled pabiiji ra duha, and Mss. 11013-27, 8823, two
eighteenth-century versions of Ladhraj's composition.

% (RRI) Ms. 402 described in RRI catalogue 1-717 (N.S. Bhati: 1967).

" Parvaro (v. 80-81): “pabil krita puniha, satrau(m) sai arharo tarai. cavadasa camda raniha, caitra masi
citrana ksatra”, and parvaro (v. 85) “sam 1827 vi sai ra vaisakha vada 10 dine likhatu pam khusyala carl
asaramadhye”.
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of the numerous folk-gods of Rajasthan from the seventeenth century onwards, and
probably even earlier.”

To my knowledge, one published edition of the pabiijt ra duha (including the
pabii ra pravara) is available: a critical text edition of three manuscript versions
edited by N.S. Bhati (1973). This version is based on [a] RRI Ms. 634 (dated 1687),
[b] RRI Ms. 402 (the manuscript studied by me), and [c] an unnumbered manuscript
from the private collection of one Deva Karanji (dated to 1731). I have consulted
this 1973 transliteration and Hindi rendition by N.S. Bhati for my own academic
transliteration and interpretation of RRI Ms. 402. However, my approach to the
manuscript rather differs from N.S. Bhati’s reading in that I (unlike Bhati, who
aimed at a philological reconstruction of the manuscript text) transliterate the actual
scribal form of the duha and pravara and note the manuscript’s actual spelling,
orthography and punctuation to present a historical transliteration of Ms. 402. Below
(under the heading Oral-cum-scribal culture) my approach to the historical
transliterations of the selected manuscripts will be further explained.

Of the many short compositions dedicated to Pabuji and kept in the Rajasthani
archives or published in Rajasthani anthologies, I selected five gits and one short
duha. As mentioned just now, Ms. 15009 (gita pabiji rau) is referred to as git 1
throughout this study. Git Il refers to the untitled Ms. 8234, a poem about Pabuji’s
wedding.” Gir 11, titled gita pabijt rai vivaha samai rau samdi cainaji rau kahiyo®
and ascribed to the poet Samdu Cainaji is a printed version of a poem very similar to
git 1I. Though the manuscript version (git II) and the printed text (gir III) of this
Dimgal git do not vary greatly, except for the different titles and apart from the use
of a few different words and distinct spellings, I do treat gir I and II as different
“versions” of a same or similar poem, and offer a historical transliteration of both
the scribal and printed form of the poem as one of many possible outcomes or
products of the historical process of oral and scribal transmission (see my definition
of oral-cum-scribal cultures below).

Git 111, IV and V were all published by N.S. Bhati (1973: 83). Git IV is the
gita pabigji rathaura bharahata amaradasaji rau kahiyauw’' and was also published
in 1973 by N.S. Bhati (1973: 78) just like git V, titled gita pabujt rau dasiya
bamkidasa rau kahyau’? (N.S. Bhati 1973: 85). Last is the nineteenth-century

8 The Rajasthani chronicler Nainsi mentions the worship of Pabuji by sixteenth-century Bhopas (Smith
1991: 72). A seventeenth century chronicle of Marwar’s history furthermore refers to the grant of Kolu to
Pabu’s Bhopas by Gamga, a sixteenth-century ruler of Jodhpur (Tessitori 1916: 109).

% Ms. 8234, RRI catalogue 6-390 (V.S. Rathaur: 1991). This manuscript gives no information about its
scribe nor about its place and date of copying.

3 “Poem (about) Pabuji’s wedding recited by Samdu Caina”.

3! “Poem (about) Pabuji Rathaur recited by Amardas Bharahat”.

32 “Poem (about) Pabuji Rathaur recited by Asiya Bamkidas”.
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manuscript duha 11 (RORI Ms. 14458) titled pabiji dhamdhala asthamnauta ra
ditha >

Compared with the amount of manuscript sources available, the presented
selection of poetic sources for this study is limited, especially from a quantative
point of view. However, the above-listed selection does represent the commonest
storylines and plots of those compositions most regularly preserved in the archives
of Rajasthan and Madhya Pradesh visited by me. My selection is also representative
of the most customary poetic forms of poems dedicated to Pabuji, in particular the
chamdas, duhds, pravaros and gitas. This selection was in the first place intended to
give an evocative, though evidently partial, impression of the historical background
against which the medieval Pabuji tradition may have grown by documenting which
narrative themes the selected poems have in common, and by giving an idea of the
historical and contemporary functions that can be ascribed to them. The poets’
evocation of Pabuji’s warrior status and his elevation to divine status through their
compositions has proved to be of particular interest for a description of the poems’
historical context and function.

The customary poetic forms that are part of the medieval Pabuji tradition
illustrate the use of chamd, duha and git metrical structures by the poets of this
tradition while the word pravaro may be translated as “battle”, “heroic deed” or
“divine miracle” and is a genre that is most commonly defined by its heroic and
devotional content, comprising heroic battle deeds and divine miracle tales.** The
pravaro’s metrical structure (as shall be argued further in chapter 4) somewhat
resembles the structure of duha 1. In chapter 4, I shall discuss the prosodic rules that
govern the form of all the selected poems and illustrate how a discussion of Dimgal
prosody assists in documenting the politico-military function of the selected poems.
The above selection has (lastly) also been inspired by the wish to better understand
the socio-religious background of the tradition with a study of the different sectarian
interpolations in the poems that help in documenting the different worship practices
that have been (and in most instances still are) part of the Pabuji tradition.

Dimgal

All selected poems are part of the medieval tradition of Dimgal heroic-epic poetry,
also referred to as the Charan tradition after the poets of the Charan communities. Of
Charan poets, coined “The Homers of the Rajput bravery” by Tessitori (1915: 375),
it is said that they stood at the cradle of Dimgal, the poetic language, dialect or style
of the region. The medieval chamdas, duhds, pravaros and gitas dedicated to Pabuji

3 “Couplets (dedicated to) Pabuji (the son of) Asthan’s son Dhamdhal”. (RORI) Ms. 14458 is described
in the RORI catalogue number 128-4 dating the manuscript to the nineteenth century. The manuscript
itself contains no information about its scribe or the place and date of copying.

* In the medieval prose-tradition, pravara refers to descriptions of battles, like in “Manoharadasara

Pt

pravara”, a list of battles between the Rajput Manoharadas and his adversaries (Sakariya 1984: 103).
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can also be thought of as part of Rajasthan’s Dimgal virakavy tradition, a genre
classification that defines the tradition according to its main subject matter: martial
heroism.

Dimgal is a New Indo-Aryan (NIA) poetic language or style. The linguistic
status of Dimgal and its origins at present gives rise to heated debates: the main
questions relating to the origins of Dimgal and whether it should be seen as a proper
language or as a poetic style, a counterpart of the prose language of the region
coined “Pimgal”. There exists no consensus on this subject among linguists. In what
follows, I therefore limit my description of the debates about Dimgal to an overview
of secondary studies of Dimgal poetry (i.e. studies not based on primary sources),
Dimgal grammar and prosody, and published manuscript annotations in Hindi. It
should be kept in mind that the partial overview of historical data available thus far
is not intended as an up-to-date or authentic linguistic analysis of Dimgal or its
literary forms, since this kind of analysis has yet to be undertaken and modern
studies of Dimgal manuscripts inspired by manuscriptology or epigraphy lack.

In Prabhakar’s (1976: 64) oft-cited study of the Charan tradition (to a great
extend based on Tessitori’s fieldwork) one reads that Dimgal existed from the late
fourteenth century onwards. Kaviya (1997:1-7), on the other hand, opines that
Dimgal has been in evidence from circa the ninth century onwards when it
developed from the local language of Marwar, Marubhasha, which is believed to
have replaced Apabhramsa as one of the literary languages of the region and became
known as Dimgal, a name first mentioned in the eighth-century Kuvalayamal
composed by Udhyotanasuri. As further proof for the early existence of Dimgal,
Kaviya (1997: 4f) also cites thirteenth-century Dimgal poems about Rava Sihaji of
Marwar and the (to me unknown) Lakh Phulavani of Gujarat. The implications of
this standpoint are unclear since I have no access to Kaviya’s sources and his argument
has yet to be confirmed. The same can be said of Tessitori’s (1915: 375-76, 1917a:
229-231) dating of Dimgal to the early-medieval period, from approximately the
thirteenth century onwards, as he does little to document his suggestion that Dimgal
gits may have existed in oral form from the thirteenth century onwards. Since earlier
primary Dimgal sources have not been the subject of serious study as yet, it is also
difficult to judge the likelihood of Tessitori’s distinction between early-medieval
“Old Dimgal” and, from approximately the sixteenth-century onwards, ‘Later
Dimgal” (1914-1916: 21-25).

Smith’s limited but up-to-date study of Dimgal seems the most reliable in this
respect since his findings are based on primary research of original Dimgal poetry.
On the basis of this research, Smith dates the coming into existence of Dimgal as a
poetic language to a later period, defining it as vernacular “Old Rajasthani”, which
began to supersede “Old Gujarati” as the poetical language of Rajasthan in the fifteenth
century (Smith 1975: 434). According to Smith (1975: 434f), Dimgal distinguishes
itself from other NIA languages since it contains older language forms and also
incorporates novel grammatical and lexical constructs, adding that “a grammar of



Introduction to the Sources 33

Dimgal would consist less of a set of forms than a set of possibilities”. If further
linguistic research would prove this thought to be true then it is easy to see why an
in-depth study of Dimgal remains lacking till date.

Another question, which none of the studies consulted by me answers, is
whether Dimgal is a language or a “dialect”. Tessitori (1915: 376-77, 1914-1916: 24) is
most outspoken on this subject, defining Old Dimgal as a “dead language” that
originated with “Old Western Rajasthani” or “the old local speech of Western
Rajputana”. Smith (1975: 437) also defines Dimgal as a language, i.e. a stylized literary
language, the characteristics of which were drawn from several dialect-areas and
embedded in a “Marwari under-structure”. One of the main distinctive features of
Dimgal vocabulary apparently is that it consists of words derived from languages
like Sindhi, Persian and Sanskrit and from various regional languages or dialects of
Rajasthan, including Marwari, Marubhasha and Jaisalmeri.’> Another distinctive
feature attributed to Dimgal is that it preserves archaic words that are not contained
by Pimgal, the prose language of medieval Rajasthani chronicles and semi-historic
tales. As Smith proposes: Dimgal (like Pimgal) is a form of Western Rajasthani or
“Middle Marwari” that “does not answer to any single geographically definable form of
speech, but is rather a compilation of features drawn from several distinct dialect-
areas”, (Smith 1975: 436).%

The third question asked about Dimgal is whether it should be seen as a
proper language or as a poetic style. Tessitori (1915: 375) held that Dimgal and
Pimgal, as used by Charan poets, were not “mere” poetic styles but “two distinct
languages, the former being the local bhdsa of Rajputana, and the latter the Braja
bhasa, more or less vitiated under the influence of the former”. It does seem to me,
however, that Sohan Dan Charan’s argument that Dimgal is not so much a language
as it is a poetic style with its own poetic idiom does deserve some serious linguistic
study (personal communication S. D. Charan, Jodhpur 2000). All the more so when
one takes into account the existence of a Gujarati tradition of Dimgal poetry
composed in Gujarati and according to Dimgal prosodic rules, a fact which perhaps

3 Tessitori (1917¢c: v-vi) explains the archaic vocabulary of Dimgal poets as follows: “The bards have
been more conservative in the matter of lexicon than in the matter of grammar, and most of the poetical
and archaic words which were used by them five hundred years ago, can still be used by the bards of the
present day, though their meaning may be no longer intelligible to any of his hearers or readers, but the
initiated. This fact of the preservation of archaic words in Dingala is easily explained by the existence of
the poetical glossaries such as the Hamiranamamala and the Manamarnjarinamamala, etc., and the large
part they have been playing in the curriculum of the studies of the bards for the last three centuries or
more. A great part of these obsolete words are borrowed from the vocabulary of the Sanskrit poetry, and
it is chiefly to these that the extraordinary richness in synonyms of Dingala is ultimately due”.

3 Compare Grierson’s survey of South-Asian languages defining Marwari as a language that is a mixture of a
number of forms of speech, especially Marwari and the Dardic subfamily of the Aryan languages as spoken in
Sindh. Grierson (Varma 1973: 980) holds that Marwari, Mewari, Jaisalmeri, and so forth, form a group
amongst themselves and are entitled to being classed as a separate language and adds that if the Rajasthani
languages are dialects, then they are dialects of Gujarati. See also Shapiro’s (2003: 254f) description of
Dimgal as one of five “pre-modern Hindi literary dialects”, listed together with Braj, Avadhi, Sadhu
Bhasa and Maithili.
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signifies that Dimgal is best seen as a style employed by the speakers of different
regional tongues. As a historian, I am clearly not equipped to settle such linguistic
issue. For the purpose of this study, suffice it to note that, Dimgal, like other
specialized language-registers, has been used by Charan poets to voice the heroic-
epic heritage of different communities in various periods of time, employing a
distinctive vocabulary and prosodic style.”’

Socio-linguistic data indicate that Dimgal and Pimgal have been most
commonly portrayed along communal lines. Late-medieval sources, like a
nineteenth-century poem by Udairam Bharath, stress that Charans were proficient in
Dimgal while Bhat genealogists and chroniclers (who asserted Brahminical status)
laid claim to Pimgal (Kaviya 1997: 15). However, in the first decade of the twentieth
century, Tessitori got the impression that “by far the most influential class of bards
in Rajputana (...) are the Carana (...) In the Marwar State, where their influence is
most felt, they continue to enjoy not less than about 350 villages, whilst the villages
of the Bhatas are only seven or eight. And their superiority is not less in literary
achievements. Whilst the Bhatas are nowadays generally confined to keeping
genealogies and possess no literary education, Caranas are still found who are good
composers, and besides having command of Dingala and Pingala, have also some
knowledge of Sanskrit language and literature” (Tessitori 1915: 378).

The differences attributed to Dimgal and Pimgal in the eighteenth century can
be read from a heroic poem dedicated to Rathaur Ratan Singh by the Charan
Khidiya Jaga and edited by K. Sharma and S. Singh (1982). In this poem Jaga sheds
light on the different services performed by Charan, Bhat and Brahmin protégés of
Rajput warriors in late-medieval Rajasthan. The poet describes how, at the
beginning of the battle between Rathaur Ratan Singh and the joined forces of
Mughal princes Aurangzeb and Murad, Charan and Bhat poets, and Brahmin
Pamdits come to “brighten the war-scene” at Ujjain. The Brahmins are portrayed
while performing a ritual to invoke the gods’ blessings for the battle, while the
Charan poet Jasraj is shown to recite heroic verses to praise his patron and fire up
the assembled warriors, and the assembled Bhat poets offer the combatants
encouragement by praising the deeds of the heroes of the Mahabharat and by
reciting befitting Vedic verses (Sharma & Singh 1982: 28-31, 37-39, 65).

I have not yet located sources that document the aforementioned division in
earlier times (i.e. before the eighteenth century) but it is clear that Dimgal poetry
traditions, when portrayed as the “solid”, “strong”, “rustic”, “authentic” tradition of
Charan poets, have commonly been considered as inferior to Pimgal, the “refined,
literary language” of the Bhat at Rajput courts (Prabhakar 1976: 45f) or, as Tessitori

37 On specialized bardic languages in general, see Blackburn (1989: 79), Ong (1999: 23, 1982: 92-120).
With regard to the unique status ascribed to the prosodic features of Dimgal, see Kaviya (1997: 1-6). For
a description of the distinctiveness of Dimgal grammatical and lexical constructs see Smith (1975: 434)
and Tessitori (1914-1916: passim, 1915: 374-379, 1917c: iv-vii).
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(1919b:xiii) coined it: “emasculated” Pimgal.®® Along these lines, brawny Dimgal is
the language most suitable for the versification of the battle deeds of valiant Rajput
heroes, while Pimgal prose works, in particular late-medieval chronicles, are seen as
works of true literary and historical qualities (Banerjee 1962: 17). Vaudeville (1996:
274), on the other hand, is of the opinion that Dimgal was a literary language, an
archaic form of “old Marwari” that never had a “popular” character.*

The idea that Dimgal was considered inferior to Pimgal can also be read from
Motilal Menariya’s contention, as quoted in Kaviya (1997: 17), that Pimgal was the
learned language of Pamdits who considered Dimgal an ignoble language, its
poetical style too flowery and its content rather farfetched. Accordingly, the word
Dimgal is thought to derive of Rajasthani dimga (“exaggeration”) while Dimgal
poetry is described as “fakelore” full of hyperbole.* Tessitori (1917a: 228)
commented on this aspect of Dimgal poems by writing that “(...) generally
speaking, there is probably no bardic literature in any part of the world, in which
truth is so masked by fiction and disfigured by hyperboles, as in the bardic language
of Rajputana. In the magniloquent strains of a Carana, everything takes a gigantic
form, as if he was seeing the world through a magnifying glass; every skirmish
becomes a Mahabharata, every little hamlet a Lanka, every warrior a giant who with
his arms upholds the sky”. Tessitori (1919b: xii) did however endorse the historical
value of Charan “bardic literature” written in the “literary bhasa” of Marwar. He
believed that a “kernel of truth” was “lurking” inside Dimgal poems, in particular
those composed during or immediately after the event that they record (Tessitori
1917a: 229). All one needs to do is tone down the poetical, “magnified” view of
events by “reducing things to their natural size, and at the same time denude the
facts of all the fiction with which they are coated” and thus glean the poems’
historical “truth” (Tessitori 1917a: 228). As I have argued in the introduction to this
study, and hope to show in the chapters ahead, the literary-historical value of Charan
Dimgal poetry should not be limited to the factual data that may or may not be at the
heart of this kind of compositions.

At the root of the conflicting evaluations of Dimgal and Pimgal is the rigid
distinction between oral folk-traditions and written classical traditions, or oral (or
orally derived) “little traditions” and “folk-art” on the one hand, and classical
written legacies of “High Culture” or “Great Tradition” on the other. From this

3 In contrast to his opinion of the early-medieval Charan tradition as the craft of mere “parasites”,
Prabhakar (1976: 45) describes the Charan heritage of later medieval times as a “classical tradition”,
when the medieval vernacular of the desert, influenced by Persian historiography, was “elevated to the
dignity of a literary language”, the aristocratic court language Dimgal.

¥ Vaudeville (1996: 247) supports this contention by rendering the meaning of Dimgal (from “dimga”) as
“arrogance”, which, it seems, is thought to connote “unpopular” and by implication “not folk”.

40 Tessitori rather condescendingly spurns such and other “fantastic etymologies proposed by the bards
and pamdits of Rajputana” and thinks of “dimgala” as a “mere adjective meaning probably “irregular”,
i.e. “not in accordance with the standard poetry”, or possibly “vulgar” was applied to it when the use of
Braja Bhasa (Pingala) as a polite language of the poets was in general vogue” (Tessitori 1915: 376).
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angle, Rajput “Great Tradition” is thought of as a heritage of classical, written texts,
elaborating on elite Rajput dharma, while oral traditions are understood to mirror the
“folk reality” of marginalized communities. As I hope to show in the course of this
study, it is not very constructive to contrast Dimgal oral and written poetry in this
manner.

Chronology

Here, and in the next chapters and in the appendix, the selected poems will be
presented in a (to a very limited extent) chronological manner, based on the selected
poems’ hypothetical date of composition and not on their assumed date of notation.
This means that I will first look at the different story-lines, episodes, themes and
images of the two selected versions of Vithu’s chamd, probably composed at the end
of the first half of the sixteenth century and written down in the eighteenth-century
(chamd 1). Next is the undated chamd 11, followed by the late-sixteenth century git I
(gita pabajt rau). Subsequently, I study the eighteenth-century manuscript version of
Ladhraj’s seventeenth-century composition, duha 1, followed by the parvaro, a
version which appears to have been recited (and perhaps composed) in the early
eighteenth century. Next, the undated manuscript poem gir II will be discussed
together with a printed version of this poem as represented by gir III, followed by a
study of the undated poems published by N.S. Bhati (1973: 78-85): git IV and git V.
Last of all, duha II will be considered. This duha (together with git V) is the most
recent composition at my disposal, in all probability composed in the late eighteenth
century and/or beginning of the nineteenth century.

By presenting the selected poems in a, to some extent, chronological manner,
I hope to give some idea of the sequence of Pabuji’s deification as represented by
the selected poems. The study of Pabuji’s deification as a chronological process
helps in imagining what the initial stages of Pabuji’s medieval tradition may have
been like, even if the dating of the selected poems remains rather uncertain. As shall
become clear in the course of this thesis, this kind of study raises several new
questions regarding the development of the Pabuji tradition that assist in broadening
our understanding of the way in which the tradition may have grown. I will ask
whether a developmental view of regional manuscript traditions like Pabuji’s
(including poetry that was composed orally or in writing) is the best way to evaluate
the different genres that are part of the medieval and contemporary tradition.

Since the poems do not represent a body of texts linked to each other through
an unbroken “chain of transmissions” or the sequential transmission of written texts,
matters of dating and authorship have proved difficult to resolve. The best way to
appraise the transmission of the selected poems is by thinking of them as fairly
loose collection of texts transmitted in different or concurrent periods of time. This
view can be documented, if only in a rather indirect way, by quoting the Italian
linguist Tessitori who published wide-ranging reports of his fieldwork in Rajasthan
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in the Journal & Proceedings of the Asiatic Society of Bengal, the Bibliotheca
Indica and the Indian Antiquary between 1914 and 1920.*' In his still often quoted
“Bardic and historical surveys of Rajputana” (1917b, 1917¢, 1918a, 1918b, 1919b,
1920), Tessitori attempted to piece together the chronology of heroic-epic poetry
composed in Dimgal, by describing the manuscript tradition according to what he
understood as “the elementary canon in philology” of his time. The Italian scholar
soon discovered that his efforts to trace different versions of a Dimgal poem to one
archetype were in vain, for he wrote: “I have tried hard to trace the pedigree of each
of these (...) manuscripts and ascertain the degree of their dependency on the
archetype and on one another, but have been unsuccessful. The reason of the failure
is to be sought partly in the great number of manuscripts in existence, and partly in
the peculiar conditions under which bardic works are handed down, subject to every
sort of alterations by the copyist who are generally bards themselves, and often think
themselves authorized to modify or, as they would say, improve, any text they copy,
to suit their tastes or ignorance, as the case may be” (Tessitori 1917c: ix).

Though contemporary studies of traditional poetry make clear that questions
about the origins and poetic originality of chirographic sources are of little
importance when discussing poetic genres that were composed and transmitted
orally and in writing, it does even so seem important to stress the indefinite
character of the time of composition of most Dimgal poetry here, bearing in mind
that relatively recent contemporary studies of the Rajasthani heroic-epic tradition
continue to be inspired by Tessitori’s remarks and quests for early beginnings and
original material.*> Tessitori (1915: 377, 382-87, 1916: 82, 1919b: xiii) felt that there
ought to exist original versions of the Dimgal poems collected by him and he
continued his attempts to trace medieval “versions” of such poems to original, older
texts. Disregarding the many manuscript-versions and oral versions of poems, the
confusion about composers, and the differing opinions about dates, Tessitori
continued to believe in textual archetypes even though he was well aware of the fact
that this undertaking held little interest for the Charan poets and scholars who were
his contemporaries and who, instead, strived to “update” the content and form of the
transmitted texts to the tastes of their audiences. Tessitori, troubled by the many
different forms a composition could take, charged the poets of Rajasthan with
“barefaced plagiarism”, “lack of common sense”, “absurd interpretations”, and so on
(Tessitori 1915: 376-377, 1917c: vii, 1919a: 48, 1919b: 92, 107-111). Tessitori
(1919b: 1, 1921: x) did, even so, also acclaim the “poetical ingenuity” of the bards in

4 Tessitori’s report of his work done during 1918 was published in 1921, after his death (Journal &
Proceedings of the Asiatic Society of Bengal Vol. XVI/6 (n.s.): 251-279).

“2 For contemporary discussions of questions about the origins and originality of heroic-epic and other
oral and written literary sources see: Beissinger (2002: 236-258), Colm Hogan (1995a: 14), Ebbesen
(1995: 47-62), Finnegan (1992: 27-32, 1977: 30f, 266), Nagler (1979: 451-59), Pollock (2003: 76), Todorov
(2000 193-210) and Yashachandra (2003: 568). For discussions about the origins of medieval Rajasthani
heroic-epic poetry see, for example, Kaviya (1997:1-7) and Prabhakar (1976: 45f).
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many other instances and he also recorded that he considered “minor poetical
inaccuracies and exaggerations” excusable.

Tessitori’s at times censorious judgment of Rajasthan’s “bards” is plainly
beside the point today. His remarks do, however, help in further illustrating the
shared character of the Dimgal tradition and will for this reason be quoted below at
some length to document the “peculiar conditions” (Tessitori) of Dimgal manuscript
poetry transmission. Tessitori’s views help understand why a Dimgal composition
attributed to a certain poet or period does not inevitably refer to an “original” work
composed by only one author, or to one particular point in time. This can, for
example, be understood from Tessitori’s (1917c: viii) observation that “[I]mitations
and plagiarisms have always played an important part in the bardic literature since
the earliest times, a fact that is not at all surprising in the case of hereditary poets
who transmit their literary profession from father to son”. Clearly, the observed
“plagiarism” as well as variations in content and form between different manuscript
versions of what appears to be one poem, attributed to one poet, should be, as Smith
(1979: 353f) notes, attributed to the fact that Rajasthani manuscript texts contain orally-
derived literature. As we shall see in the next section, the poems dedicated to Pabuji are
best seen in this light as well, that is, as texts that have been composed orally and
written down later by their poets, by subsequent generations of scribes and/or poets who
felt free to add their own verse-lines to a composition.

Oral-cum-scribal culture

Medieval Charan heroic-epic compositions are best thought of as orally-composed
or orally-derived scribal texts that used to be part of a culture where literate and
illiterate forms of transmission exist simultaneously (cf. Finnegan 1992: passim,
Ong 1999: 11f, Reynolds 1999: 155-168 and Schipper 1989: 11). Different elements
of authorship are explicit in oral-cum-scribal traditions informed by performance,
which result in “mixed forms”, including texts composed orally or in writing by a
poet individually or as the result of “corporate authorship” in the context of a
performance when a received poem may be improvized upon with the active input of
audiences (Novetzske 2003: 221f). The fact that medieval oral-cum-scribal
vernacular traditions were created and preserved by various agents (including poets,
scribes, audiences and patrons) and transmitted in oral and written forms throughout
different periods of time means that the approach to the academic transliteration of
manuscript versions of vernacular poetry dedicated to Pabuji is different from
classical philological reconstructions of scribal texts. It should therefore be stressed
that I do not aim to address what classical philologist see as “corrupting processes of
transmission” that lead to textual “contaminations” like incongruent orthography
and punctuation or anachronistic additions (cf. McGann 1983: 40-42). Rather, the
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transliterations® of the selected poems offered in the following chapters and in the
appendix should be seen as an attempt at a historical transliteration of the
manuscript texts, representing the actual scribal form of the selected poems by
departing as little as possible from the written text.

My historical approach to scribal texts is inspired by the idea that each of the
selected manuscripts represents one of many authoritative and possible versions of a
poem (or several poems), the result of varying historical purposes, intentions and
contexts. To preserve the historicity of the selected compositions, the actual
medieval spelling practices and orthographic and punctuation usages are
transliterated, including the mistakes or slips of the tongue (and pen) made by poets
and scribes in the process of noting down an oral poem or copying a scribal
manuscript version of a poem.* As a result, the transliterations offered in this study
document the poets’ and/or scribes’ actual spelling practices, historical orthographic
and punctuation habits. And I also note scribal additions in the manuscript margins
and blotched letters and words or letters which were crossed out. By offering such a
factual (as opposed to reconstructed) transliteration of the manuscript texts, I aim to
underline that the scribal forms of the poems are one of many possible outcomes or
products of historical processes of oral and scribal transmissions and that the
selected scribal forms exist side-by-side with other (scribal, oral and/or oral-cum-
scribal) outcomes of the same transmission processes (cf. McGann 1983: 62, 103f).

Academic transliteration

Now, let me introduce the standards employed for the academic transliteration of
Rajasthani manuscript sources and contemporary oral poetry. As shall become clear,
a straightforward reading or even interpretation of the selected sources is
encumbered by the deliberate ambiguity inherent in the special use of poetical
vocabulary, the occurrence of metrically derived forms and by unintentional
ambiguities that result from unclear handwriting or blotched and/or faded letters and
words. If the gist of a word or verse-line remains unclear, because the writing is
blotched, or because a letter is hard to decipher or could be read in different ways,
alternative possibilities have been listed in the footnotes. The deliberate ambiguities
that result from Dimgal and contemporary Rajasthani poetic use of words and/or
exceptionally conflicting interpretations of verse-lines that impede an appropriate
assessment of a text’s gist, are also commented upon in the main text or through

“ In writing “transliterate” and “transliteration”, I refer to the standard academic transliteration of
Rajasthani and Hindi as proposed by (respectively) Sita Ram Lalas (1962-1988) and McGregor (1993)
and further discussed below under the heading Academic Transliteration.

4 Textual critics apply this approach to reproduce scribal or printed texts with as much fidelity as
possible to arrive at a historical edition or “Uberlieferungskritische Edition” as Kraft (1990: 40) terms it
or the reconstruction of the historical form and transmission of a text including its historical orthography
and punctuation.
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footnotes. When in doubt, I most often follow Subh Karan Deval’s interpretations of
a word, at least when his interpretation assists a logical interpretation of the verse-
line as a whole. For the same reason I also at times refer to Shekavat’s (1968: 25)
publication of a version of gita pabi dhamdhalauta rathaura rau and N.S. Bhati’s
(1973: 78-85) Hindi translation of manuscript versions of duha 1, the parvaro and to
the poems published by N.S. Bhati (giz III, git IV and git V).

When divergent spellings cause confusion, I adhere to the alternative forms of
Rajasthani spelling for one word as documented by Sita Ram Lalas throughout his
dictionary and in his introduction to Rajasthani notations in part one of the reprint of
his unabridged Rajasthani-Hindi dictionary (1988: 61-62). I transliterate words
according to Hindi spelling standards as recorded by McGregor (1993) when this
spelling is in fact used in Dimgal manuscripts or modern Rajasthani oral texts and/or
secondary literature, or by referents in the field (or, obviously, when I quote Hindi
sources). Not transliterated are anglicized Hindi, Urdu, Persian or Sanskrit words
that have become part of common English usage like dharma, guru, raja, sadhu or
saree. Nor do I transliterate proper names, geographic names, caste names and/or
occupational titles in the aforementioned languages. I transliterate Rajasthani and
Hindi titles of poems, books and articles but not Rajasthani, Hindi, Urdu, Persian or
Sanskrit words that are part of the English titles of books or other texts. And in
references to the selected sources, I quote their short title in italics but without
diacritics throughout the subsequent chapters (chamd 1, duha 1, paravaro, and so
forth).

I do not quote the mute or inherent “a” at the end of words, except in the
transliteration of primary sources and in the chapters when I cite words or verse-
lines from primary written and oral sources. Thus direct quotes from primary
sources are represented through transliteration and italics, including their inherent
“a”, while this usage is not followed for transliterations from secondary sources.
This usage may now and then lead to puzzling usage, for example, when I refer to
chamda trotaka (as written in the chamd 1 and II) and chamd trotak (as written in
medieval poetry manuals) in one sentence. On the whole, however, the retention of
the mute “a” at the end of words in quotes from manuscript sources alone does assist
in distinguishing these quotes from secondary Dimgal, Rajasthani and Hindi
sources. Within all transliterated words, whether from primary or secondary sources,
the mute “a” is retained throughout.

In Dimgal and contemporary Rajasthani verse-quotes and in the
transliterations in the appendix, I do not employ capital letters at the beginnings of
verse-lines nor for the names of people or gods, place names, and so forth, thus
reflecting the nonexistence of capital letters in the studied texts. I also do not follow
the scribes’ numbering of the manuscript poems since most poets employed
irregular or nonexistent numbering. Instead, all manuscript poetry has been
numbered per verse-line and will be referred to thus: chamd 1 (v. 33), duha 1 (v. 34),
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and so forth, to allow easy reference between cited verse-lines and their
transliteration in the appendix.

Spelling

In trying to keep my transliteration of the selected manuscripts as factual as possible,
I remark on words and letters which the poets inserted or crossed out and note
blotched letters or words in the footnotes to my transliterations. I transliterate
Dimgal and contemporary Rajasthani texts according to their spelling as
documented by the studied manuscript and oral sources. Variant spelling practices in
different manuscripts are noted as are the different notations and spellings
encountered within one manuscript. Apart from difficulties arising from different
and/or unclear notations or blotched handwritings, complications also surface
because of the different spellings that the scribes employed for one word, at times in
one sentence; like the scribe and/or poet of chamd II (v. 5-6), who spelled:
jhagajhethi, jhagajaithi amd jagajhethi and jagajethi. 1 have tried to keep to the
spelling as noted down in the medieval sources and to represent “inconsistencies” or
non-standardized notations and spellings inspired by different chirographic practices
and metrical needs to reflect the fact that the poets and/or scribes of the manuscripts
did not know (or feel the need to employ) one standardized form of written
language. The variant spellings also illustrate that the metrical needs of the verse-
lines dictated the spelling of words to a great extent. Dimgal poets often shortened
vowels for prosodic value or added an anusvar for prosodic value to metrically
determined forms (cf. Smith 1992: 268 n.11, Tessitori 1916: 77, 1917¢: 87f).

The fact that more than a few manuscripts are rather blotched and that some
manuscripts appear to have been written over an older text, perhaps in order to save
paper, and that the anusvars of older texts still shine through subsequent texts,
makes it difficult to establish whether a dot should be read as an anusvar. At times,
it also proved difficult to establish whether, if a dot does indeed represent an
anusvar, it has been added for grammatical or prosodic reasons. When in doubt, I
have bracketed indistinct notations of anusvars thus: ka(m)la. 1 bracket blotched or
faded letters or unknown notations in the same way: “amgi(da)”. These unclear
notations are remarked upon through footnotes. Whole words or sentences between
angle-brackets refer to words or sentences that have been inserted when insert signs
were added by the scribes in the manuscript margins to indicate that a word or
sentence needs to be incorporated. For example (duha 1 v. 50): “kava[la]*de tata
ka(m)la, vikham bhari core viramga”.

45 An insert-sign follows kava, indicating “1a” in the manuscript margin.
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Historical orthography

The orthography of the Rajasthani alphabet differs from Hindi in a few respects (see
Lalas 1988: 21-36 and Metzger 2003: 17-22). Specific Rajasthani usage includes
“la”, “ja”, “4ja” and “jjha”, and “cca”, “ccha”. The latter are at times used
interchangeably.*® However, neither the orthography described by Lalas, nor
Metzger’s rendition of different Rajasthani scripts, is at all times reflected by the
scripts of the manuscripts under review. Hindi “sa” and “Sa”, according to Lalas
(1988: 31), are represented by “sa” in Rajasthani, are indeed hardly ever employed
in the manuscripts under review but they are not entirely unknown either. In the first
verse-lines of chamd 1 (ms. 5470), “Sa” appears four times.*’ In this instance, this
usage can be explained as inspired by the use of a Sanskritic grammatical form
(gurabhyau), but this explanation does not shed light on the usage of “Sa” in chamd
II (v. 47) “niksatra” or in chamd I (v. 23: “sihasam”).

The notation of “da” and “dha”, “ra” and “rha” is ambiguous in most
manuscripts since these are not always distinguished from each other by a dot next
to or underneath the letter (cf. Metzger 2003: 20). See, for example, git I in which
the scribe differentiated between “ra” and “da” in a variable manner, spelling
“camels” as samdhadiya (v.2) and samdhiriya (v.4). In addition, “ra” appears to
have two different written forms, at times representing “da” and “ra” that can be
read as either in most manuscripts under review. When no clear distinction can be
made between “da” and “ra”, or “dha” and “rha”, I transcribe “ra” and “rha” since
“da” and “dha” have not been included in the reprint of the first part of Lalas’s
dictionary (one only finds the lemmas: “ra”, “rha” and “na”). In some manuscripts
the difference between “ra” and “da” (and so forth) is clear, like in duha I and the
parvaro. The difference between “rha” and “dha” is, however, not at all times clear
in this manuscript either since “rha”, which is used throughout duha 1 and the
parvaro, now and then seems to signify “dha”.*®

In most manuscripts (but especially in chamd II) it is at times difficult to
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distinguish between “gha”, “dha” and “tha”. Moreover, as noted above, “ca”, “cca”,
“ccha”, and “ja”, “jja” and “jha” are at times used interchangeably and are written in
several different ways. Likewise in most manuscripts it is difficult to distinguish
between “va” and “ba”, like in duha I (v. 28), where it is unclear whether “vasai” or
“basai” was meant. When both readings (‘“va” or “ba”) result in the same meaning,
this usage has not been commented upon through footnotes. When the different
notations affect the meaning of the words (which they as a rule do not) this is

remarked upon in footnotes, using “blotched” to signify blemishes or faded signs,

46 For example: “Caran” or “Charan” or “Ccharan”.

47 Chamd 1 (v. 1-2): “$rT ramaya nama, $r1 sarasvatya nama, $§1T gurabhyau nama, atha meha vitha ra
kahtya $rT pabuji ra chamda”.

*8 In the parvaro, for example, rhola seems to be a clear reference to the Bhopa's drum (dhola) (v.4):
“dhamgarava thi rhola, madam vaghai mamgariyo”.
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“unclear” to signify unknown notations or unclearly written or otherwise
unidentifiable letters, and “probably” to signify probable readings.

Other specific notations include the use of damdas within words, for example
when a damda separates syllables within one word. This usage is also noted in the
footnotes, like in duha 1 (v. 236) “devaladeha”, where a damda precedes “de” and
“ha” is followed by two damdas: “devalade/ha//”. This usage was probably inspired
by the need to stress the metrical pattern and/or meaning of the verse-line, for the
same notation is found in the next verse-line (v. 237) where damdas precede and
follow “ha”, reading “marade/ha//”. And a damda in the manuscript margin (outside
the text proper) often signifies, as noted in footnotes, the completion of the letters
“a” and “1’, like in duha I (v. 248), where one reads “visari”. If the damda in the
manuscript margin is interpreted as completing the “a” (which it most probably was
intended to do) one reads: visari.

Tentative dating
In view of the lack of modern linguistic or literary studies on the subject, it is not at
all clear how much value can be attributed to the above-quoted tentative dating of
the selected manuscript poetry and printed material by, for example, scholars of the
Rajasthani Research Institute. Bhalcandra Sharma’s dating of the copying of chamd
I to the eighteenth century in RRI catalogue 4-1027 (1976) represents a date which
is not contained by the manuscript itself. Perhaps this date was arrived at on the
basis of a linguistic, prosodic or orthographic study which may have helped in
establishing the given date. However, the RRI catalogue, like the catalogues of most
archives visited by me, does not document the criteria upon which the dating of the
manuscripts has been based. Thus there is no saying (at least not with much
certainty) when most of the selected manuscript versions of poems dedicated to
Pabuji were really fixed in writing. The available chronological accounts of the
development of Dimgal poetry do not offer much assistance either since they
frequently contradict each other and often consist of rather unsubstantiated
compendiums of the names of poets, their works and the time of composition,
recurrently based on unverifiable references to manuscripts kept in private
collections or based on nineteenth and early-twentieth century research that still
awaits up-to-date linguistic scrutiny.* Matters of chronology have been further
complicated by the conflicting claims that have been made, and are still made, about
the historicity of Dimgal as a language or the antiquity and distinctive features of its
body of texts and prosody.

To give an idea of one of the proposed chronologies for the development of
the Dimgal tradition, I will here quote N.S. Bhati’s (1989: 63-72) not always
properly documented but best researched and consistent study based on primary

4 See for instance (passim): Kaviya (1997), Maheshwari (1980), Mali “Ashanta” (1994), Menariya (1968),
Prabhakar (1976).
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Dimgal sources available at present. N.S. Bhati (1989: 61f, 70) traces the initial
stages of the Dimgal tradition to the thirteenth century when Dimgal compositions
are thought to have been part of a largely oral heroic-epic tradition. In the period
between the thirteenth and fifteenth centuries, the Dimgal tradition expanded and
more and more compositions were committed to paper. The sixteenth and
seventeenth centuries are seen by N.S. Bhati as the time when Dimgal heroic and
epic poetry reached maturity and when, from the second half of the fifteenth century
onwards, the Dimgal tradition (that had been largely oral till then) started to develop
into a written literary tradition, the domain of court poets who composed “high class
narrative poetry”.

It is the marked proliferation of different poetical genres in the sixteenth
century and (most importantly) the amount of compositions that were preserved in
writing from that time onwards that leads N.S. Bhati to describe this period as the
apex of the tradition. Subsequently, the beginning of Aurangzeb's rule till the end of
the nineteenth century is seen as the period when, with the growing power of the
British colonial regime, the Dimgal tradition began to wane and in due course
became moribund since Dimgal poets could no longer find royal or other patrons for
their poetry. It is thought that Rajput rulers and other patrons of Dimgal poetry
began to look to more “modern” sources of legitimacy during British rule, and
therefore no longer felt the need to patronize Dimgal poets. Erdman (1992: 174f),
for instance, argues that royal patrons of Rajasthani artists no longer required
traditional performers to substantiate their rule after their authority came to be
underwritten through pacts with the British colonial administrators and imperial
confirmation ceremonies (cf. Tessitori 1915: 379 and 1919b: 5).

The chronology proposed by N.S. Bhati accords well with the chronological
description of the development of Hindi literature as put forward by McGregor
(1984: 1-3). Maheshwari (1980: 20, 47, 193), on the other hand, dates the “early
period” of Dimgal literature to 1050-1450, the medieval period from 1450 to 1850
and the modern period (in which Dimgal poetry is thought to have waned) from
1850 onwards. However, the written Pabuji tradition of Dimgal poetry continued to
flourish until well into the twentieth century when the poet Modiya Asiya composed
his pabii prakas (1932), a truly epic poem dedicated to Pabuji and written in
accordance with medieval prosody. Besides, as will also become apparent in the
ensuing chapters, the contemporary oral and written tradition of poetry dedicated to
Pabuji also documents that medieval prosody remains in use till today. Thus the
modern period is not necessarily one of decline, as shall be documented further in
chapter 8.

The many questions about the chronology of the Dimgal poetic heritage and
its development will not be solved in the course of this study. I would like to note,
however, that the above assertions, in particular those dating Dimgal to a very early
period of history, seem to have been inspired by contemporary language politics: the
felt need to shield oneself against what is seen as the imposition of Hindi on
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speakers of regional tongues by the central government.® Till date, the regional
varieties of Rajasthani (Marwari, Mewari, Dungari, etcetera), are classed as Hindi
dialects under schedule eighth of the constitution. Though independent linguistic
status was accorded to Rajasthani by the regional state assembly in 2004, Rajasthani
has yet to receive national recognition. In this context, it seems good to note that by
pointing out the problems of chronology that came up during my study of poems
dedicated to Pabuji, I do not intend to add to the arguments involved in discussions
about the antiquity of the Dimgal but merely seek to note the problems that a
chronological account of medieval Dimgal poetry entails.

Authorship

Several of the selected manuscripts contain signature phrases or references to their
poets' names, either in the title or elsewhere in the text, like in the title of chamd 1
and II or in the last verses of the paravaro. On the basis of a poets’ names, the time
of composition or the period when undated poems were fixed in writing (especially
earlier works) is often conjecturally arrived at and made to coincide with the rule of
a poet’s Rajput patron. Thus the commonly held notion that Vithu composed his
chamd somewhere “around 15507, appears to be based upon the idea that he was a
contemporary of Rao Maldev of Jodhpur, who is thought to have ruled from circa
1532 till 1562. Such assumptions are perhaps also inspired by the consideration that
Vithu was granted the village of Khedi by Rao Maldev, as can be gathered from an
undocumented reference in Maheshwari’s (1980: 59) history of Rajasthani literature,
till date the most comprehensive (though not well-documented) literary history of
Rajasthani poetry and prose traditions.

Other information cited about Meha Vithu suggests that this poet not only
composed the pabiijt ra duha but also composed poems in honour of Rajput heroes
like the Rathaur Camda and deities like Goga and the Charan goddess Karni
(Maheshwari 1989: 59, N.S. Bhati 1989: 78). And Kaviya (1997: 251) lists Vithu
Padmo Patavat as the name of the composer of an eighteenth-century manuscript
version of a poem titled pabijt ra chamda. Likewise, Datta (1987: 58, 973) refers to
one Vithu Meha Nagarajota as the author of rava jaitasi ro padhadi bamdha
chamda. While “Nagarajota”, as Datta suggests, may have referred to Vithu’s place
of birth or residence, this is not common usage.’' In addition, Datta’s ascription of

It seems to me that many of the assertions about the antiquity of the Dimgal tradition as proposed by
Rajasthani scholars, poets and other interested parties mainly serve to strengthen the demand for an
independent linguistic status for Rajasthani and its literary culture. In 2001, for example, D. Bhatia of the
Centre for Rajasthan Studies (Jaipur) launched the movement for “The Self-Respect of Rajasthani” to
campaign for the inclusion of Rajasthani as an Indian language under schedule 38 of the Indian
constitution by ascribing it the status of a proper language, with a reputable, i.e. “very old”, literary
heritage.

! Bhanavat (n.d.: 85) identifies the poet as Vithu Meha Dusalani, the son of Dusla, or a descendant of the
(to me unknown) Dusla Charan lineage.
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the rava jaitasi ro chamd to Meha Vithu is also problematic for this attribution is
based on the subtitle of the eighteenth-century manuscript preserved in the Darbar
library of Bikaner fort that is reportedly titled: jaitasi ra nai pabiji ra chamda
(“Verses (dedicated to) Jaitasi and Pabuji”). While a manuscript title alone does not
necessarily document that either or both compositions were indeed composed by, or
can be attributed to, Vithu, the fact that the rava jaitast ro chamd is more commonly
attributed to Suja Vithu (or: Vithu Sujo), a Charan poet from Bikaner, than to Meha
Vithu, by Pranesh (1991), who edited one version of the rava jaitasi ro chamd, also
renders Datta’s ascription rather problematic.

The fact that “Meha” and “Vithu” are rather common Rajasthani poets’ names
gives rise to further confusion.’® What is clear is that the Vithu branch of Charan
poets has been connected with the Rajput Rathaur lineages of Bikaner and Jodhpur
since the early beginnings of their rise to power. A tale recorded by Tambs-Lyche
(2004c: 67) traces the Vithu lineage to Mangh Bhati, a Bhati-Rohadiya Rajput,
whose mother was Charan by adoption. Mangh Bhati was forced to become the poet
of one of the founding fathers of the Rathaur lineage, Dhuhad of Kher, when the
latter was in need of a Charan and no one but Mangh Bhati was available for the
position. The Vithu Charans are also connected to the ruling house of Bikaner
through its tutelary deity Karni, a Charan goddess, who is believed to have married
Depal Vithu thus furthering the socio-political and religious ties between Rathaur
Rajput and Vithu Charan lineages (Tambs-Lyche 1997: 185, 2004c: 78, Westphal-
Hellbusch 1976: 174). Several “foundation tales” of Rathaur rule in Bikaner
commemorate how Karni helped the Rathaur establish their sway over desert
territories (Samaur 1999: 520f). Karni is also worshipped as the clan goddess or
guarantor and defender of Rajput supremacy by the Rathaur rulers of Jodhpur. In
short: while the attribution of the above-quoted names and compositions attributed to
Meha Vithu is possible, I feel one should, nevertheless, continue to be cautious and
think of Vithu as one of the poets (not the only poet) to whom the above
compositions could be attributed. In noting this, I do not mean to imply that all the
quoted data are inevitably fictitious since these data do refer to rich and often
accurate oral genealogies upon which much of Charan ancestral histories are
based.”® What I do intend to say is that not all data are verifiable or have been
verified as yet.

52 Confusion exists about whether the poet was named Vithu Meha or Meha Vithu. In this study, the poet
is throughout referred to as Meha Vithu since this is common usage in the manuscripts studied by me. It
is also relevant to note in this context that in the contemporary oral and written tradition, many more titles
have been attributed to Meha Vithu; titles which can not be traced to the medieval manuscript tradition,
like the oral compositions Sagata tuma amba and Ramata dharatt marha rameva noted down by Samaur
(1999: 113-118) and the poem Bithu meha krita (Bai n.d.: 281-283).

3 During my fieldwork in Rajasthan, I noted that many data about their forefathers cited by different
Charan poets proved to be rather consistent, especially when one asked a Charan of a particular lineage
about his ancestry or consulted a Motisar, the poets who are patronized by the Charans and keep the
genealogical records of different Charan lineages. Since these records (as the Motisars of Marwah village
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A somewhat similar, though less detailed, account can be given of the data known
about Ladhraj, the poet to whom the pabiiji ra duha has been attributed. Apart from
the fact that he was a contemporary of the ruler of Marwar, Jaswant Singh (1638-
1678), not much is known about Ladhraj either. N.S. Bhati (1989: 15f) suggests that
Ladhraj may have become Jaswant Singh's minister after his predecessor, the well-
known chronicler Muhnta Nainsi, killed himself to protest against his imprisonment
by Jaswant Singh.>* This can be understood, N.S. Bhati (1989: 16) argues, from the
fact that Nainsi does not mention Ladhraj in any of his historical works. Nainsi
appears to have served eight years as the diwan of Marwar court, from 1658 until
1667, after which Jaswant Singh put him in prison. The fact that Nainsi successfully
led military campaigns against Jaisalmer and Bikaner reportedly gained him the
jealousy of other courtiers who conspired to turn Jaswant Singh against him
(Qanungo 1971: 80-95).° Other, on the whole undocumented, references abound.
Lalas (1988: 152f), for example, holds that Ladhraj wrote his pabiiji ra duhd in 1652
and notes that Ladhraj was a resident of Sojat and a Kocar, an Oswal caste-group
portrayed as Rajput warriors converted to Jainism or as money-lenders and traders
(Mahajans) who claim Rajput ancestry (Hardyal Singh 2000: 128f).® Both groups
commonly found employment as court scribes.

The authorship of the pabii ra pravara poses yet another problem. From the
last verse-lines of the parvaro, it can be read that duha 1 and parvaro were noted
down by a man named Pamdit Khusyal of village Cariasra in 1827 VS (1769 CE)
while they were recited in 1778 VS (1720 CE). In the concluding verse-line it
becomes apparent that this work was noted down as an integral part of duha I, for it
reads (v. 84): “iti pabiji ra ddha sampuranam”, here Pabuji’s duha (not parvaro)
ends.” T have not been able to establish the identity of one of the poets or reciters
named in the parvaro as Mohandas Kavi. Mohandas Kavi is introduced in verse-line
26: “Mohandas Kavi praises the fame (of your) lineage. The son of King Dhamdhal,
‘pleased with’ (the poet’s recitation) gave (him) a coin”. And from verse-line 28, it
could be understood that it is Mohandas who recited verse-lines attributed to
Ladhraj: “Pabu! There is no one like you, your fame (has spread) among the people.
Hearing (about your) wisdom, I will complete (the praise of) the Lord (as) sung by
Ladhraj”. This verse-line may suggest that Mohandas intended to finish his

told me during visits in 2000) can only be consulted by Motisars, I have not been able to study these kinds
of sources.

3 According to Lalas (1988: 152-53), Ladhraj's father also served as a minister of state during Jaswant
Singh’s rule.

%3 Nainsi is believed to have committed suicide after four years in prison in 1671. As historical rumour
has it, Nainsi stabbed himself in the stomach with a knife.

56 Tod (1972 II: 186, n4) describes the Oswal as a Jain merchant class of Rajput origin named after the
merchants’ place of origin, Ossi in Rajasthan.

7 In these last verse-lines, the poet mentions that his recitation contains all 302 couplets dedicated to
Pabuji. Though the script under review contains only 301 couplets; duha I counts 260 couplets, and the
parvaro counts 41 couplets, it is, nevertheless, clear that both poems were thought of as one composition
by the poet.
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recitation of Ladhraj's duha by reciting his own composition, the parvaro. But in the
subsequent verse-lines it is less clear whether we are here reading a poem attributed
to or written by Ladhraj, like in verse-line 29: “O, Warrior! Your glory has been
praised (with my) tongue,” thus spoke Ladhraj”. Maybe the poet Mohandas, or the
scribe Khusyal, quotes Ladhraj, or perhaps this verse-line should be understood as
the rendition of his own words by Ladhraj, speaking of himself in the third person?
The reference to the ruler Jaswant in verse-line 39 gives reason to think that the
parvaro was composed by Ladhraj too, granted that he was a poet or minister at
Jaswant’s court. In these verse-lines, the ruler Jaswant Singh is praised and the poet
recounts how Ladhraj, a courtier of Jaswant, praises Pabuji’s glory. Given that it was
common for medieval poets to include the praise of their patron in their
compositions, it may be imagined that it is Ladhraj who is here praising his patron.

Further references to historical figures in the parvaro are not so helpful either
like when the poet narrates how Pabuji extended his help to the Rathaur ruler of
Jodhpur, Rao Gamga (c. 1483-1531), in his battle with “Sekho” and “Daulat”.>® One
could imagine that the reference to Rao Gamga in the seventeenth-century parvaro
reflects the time of composition of earlier, sixteenth-century versions of the parvaro,
i.e. after the year 1529 when Rao Gamga's battle is thought to have taken place. But
there is really no way of establishing the probability of such a conjecture. Even if I
could verify this assumption, the fact remains that I will still have to deal with the
problem that there exists no consensus about the date when Rao Gamga battled with
Rao Sekho and Daulat Khan.

In short, on the basis of the evidence provided by the manuscript versions of
the selected poems, it is no longer possible to properly document who composed or
recited them. I feel that the primary data available from the manuscript versions of
duha 1 and the parvaro suggest three possible interpretations: (1) the scribe of this
manuscript-version of the parvaro, Pamdit Khusyal, noted down a poem as
composed by Ladhraj and recited by a poet named Mohandas or, (2), Khusyal
copied the written work of a poet named Mohandas of whom it is unknown when he
composed the parvaro and quoted Ladhraj’s work or, (3), Mohandas began his
recitation with Ladhraj’s duha, and added his own parvaro to round off his account
of Ladhraj’s work. I have not been able to ascertain proper dates about Ladhraj's life
and I do not know how long Ladhraj lived. But if Ladhraj did indeed compose his
duha circa 1650 while, as it has been recorded in Ms. 402, duha 1 and the parvaro
were written down in 1769 and recited in 1720, it seems most likely that the scribe
Khusyal recorded a version of the duha and parvaro as recited by Mohandas who

%% This reference to Sekho may refer to prince Shekha, the uncle of the Rathaur Gamga Vaghavat who
ruled Marwar from c. 1515-1532), who battled with the Rao over the rights to Jodhpur’s throne and lost
his life in the battle at Ganghani. According to Nainsi, Shekha was the son of Rao Suja, who ruled from
1492 (or 1498) till 1515, and ascended the Jodhpur throne after the death of his brother, Rao Satal (1489-
1492), the eldest son of Jodha. See also G.D. Sharma (1977: 7) and Tessitori (1919a: 70).
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began his recitation with Ladhraj’s duha, and added his own parvaro to the end of
his recitation.

About some poets of the compositions selected by me, nothing seems to be
known at all. I have not been able to uncover any data about Barhata Amardas to
whom the authorship of git IV has been attributed. About the anonymous, undated
gits I and II, all I can say is that it has been noted in the handwritten Catalogue 2 of
the Rajasthani Research Institute that the first composition was committed to paper
by an unknown scribe and/or poet in 1689. Somewhat more is known about the
Charan poet Samdu Cain (or Cain Samdu), whose name has been mentioned in the
title of git Il (gita pabijt rai vivaha samai rau samdii cainaji rau kahiyo).
According to N.S. Bhati (1989: 300), this poet lived in nineteenth-century Marwar
as the contemporary of three Rathaur rulers, Bhimsingh, Mansingh and Takhatsingh,
for whom (it is said) he composed Dimgal poetry of great quality and in great
quantity.”

There is no dearth of data about the life and works of the poet Bamkidas
(1781-1833) of the Charan lineage Asiya, to whom the short git V has been
attributed by N.S. Bhati (1989: 85).%° This poet wrote most of his poetry at the court
of the ruler Mansingh of Jodhpur (1803-1843), where he was awarded the title Kavi-
raja (king-poet). According to the tradition, Bamkidas was the poet-mentor of
Mansingh, who also wrote poetry. Bamkidas lost favour in Mansingh's eyes when he
backed Mansingh's son Chatrasingh in his quest of the throne and got himself exiled
and stripped of his land-grant. But, or so it is said, Mansingh eventually reinstated
Bamkidas and forgave him “since he was a Charan poet” (N.S. Bhati 1989: 289).
Bamkidas was accorded considerable fame during his lifetime and by subsequent
generations of poets and historians. Thus, much of Bamkidas's work and data about
his life have been well-researched, in particular through the compilation of his
religious poetry, eulogies and historical prose-chronicles intermixed with poetry
published under the title Bamkiddsa Gramthavali, which continues to be an
important source for the writing of Rajasthani history (cf. Shekavat1987: passim,
1985: passim). Maheshwari (1980: 75) thinks of Bamkidas as one of the last great,
traditional poets of the Dimgal tradition and one of the first “modern” poets who
voiced nationalist sentiments, for Bamkidas apparently employed medieval martial
ideals to express anti-British sentiments.

Yet another problem that can be mentioned regarding authorship is the fact
that the poet to whom a Dimgal composition has been attributed was not necessarily
the poet who did indeed compose that poem or all known versions of the poem
attributed to him. The attribution of a poem to a particular poet can also reflect the

% The Rathaur Bhimsingh ruled Marwar from c. 1793-1803, Mansingh ruled from c. 1803 until 1843, and
Takhatsingh from c. 1843 to 1873 (V.S. Rathaur 1991: 13, Dhananajaya Singh 1994: 45, 63).

" According to an undocumented reference in Menariya (2000: 116) Bamkidas was an asu-kavi, an
extempore poet who could compose poetry off-hand (i.e. without preparation). Bamkidas is also known as
a chronicler of history and a knowledgeable scholar of Sanskrit, Dimgal, Prakrit, Pharsi and Braj Bhasa.
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custom of performers and poets to cite the name of a contemporary or historical poet
of popular acclaim to enhance the status and authenticity of their own performance
or composition. A poet’s name in the title of a poem may indicate a genealogy or a
tradition while his name represents an “ideograph” or “a symbol that represents the
idea of authorship within a particular tradition” (Novetzske 2003: 216).

As will be made apparent in the next chapter, this practice is underlined by a
study of the rather different narrative content of chamd 1 and II. The titles of both
chamds indicate that they were attributed to Meha Vithu at the time of the writing or
copying of the manuscripts.®’ However, upon reading the two rather different
versions of the chamd, questions about Vithu’s authorship of both chamds arise.
Although the chamds have some standard expressions and couplets in common, the
narrative content and use of metaphors and prosodic rules in both versions are rather
different. While it is not unthinkable that Vithu composed two or more different
versions of poems in praise of Pabuji, the differences between the versions are such
that it seems more likely that the content of both poems has been added to and was
considerably changed through the centuries by several poets, reciters, scribes and/or
other redactors. A more detailed discussion of the content of the chamds and the
differences between the two poems will be undertaken in the next chapter.

Another example of problems which may arise when trying to establish the
authorship of a Dimgal poem can be read from two versions of a poem about
Pabuji’s wedding; the untitled, undated and anonymous manuscript version of git II
and, secondly, git III, a printed version of a very similar composition, titled gita
pabuji rai vivaha samai rau (N.S. Bhati 1973: 83-84). In the handwritten version,
the name of the composer, references to the name of the scribe, or the date of the
manuscript are all lacking. N.S. Bhati, however, attributes the published version of
this poem to the poet Samdu Cain, as can be understood from the subtitle of the
published poem: samdii cainaji rau kahiyo (“Recited by Samdu Caina”). The
manuscript version and the printed text of this git do not vary greatly, except for the
different titles and apart from the use of a few different words and distinct spellings.
The fact that, in the contemporary oral tradition, yet other versions of this
composition are attributed to yet other poets and are known by some reciters to
count 12 instead of 11 couplets, further underlines the notion that the written
manuscript poems, like contemporary printed poems, represent a tradition of “orally-
derived” poems that “belong” to many different poets, and should not in all
instances be thought of as the composition of one originator. This thought is further
underlined by the fact that, in the contemporary oral tradition, a couplet is
commonly added to the 11-couplet printed version of Samdu’s poem, which,
according to the poets Subh Karan Deval and Lakshmandan Samdu, was not printed

" Chamd I: atha meha vithii ra kahiya shri pabuji ra chamda (“Verses (dedicated to) Pabuji, recited (by)
Meha Vithu”) and chamd 11, atha pabujht ro chamda mehaijhi ra kahya (“Verses (dedicated to) Pabuji,
recited (by) Mehai Vithu”), suggesting that both compositions were either recited or composed (or both)
by Meha Vithu.
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in full. Both poets agreed that the following lines complete the version of git 11
known to them: “sagata tha hukami dhinoji dhamdhala sutana, jagata dhina mata
pita jikam jiniyo. kahai kali giravarau ukata para mam raga katha, samamdra lagga
barakamna sugiyau sabha” (personal communication of the poets, January 2001).

The ascription of dates and authorship cannot be relied upon too heavily for,
as the above discussions illustrate and my summary of Rajput history in chapter 5
also documents, it is at present difficult to establish a consensus about the names of
poets, the works ascribed to them, or the dating of the lives and times of their
patrons, the Rajput rulers and other lords of Marwar. This does not mean that the
poets listed above were not the composer of the selected poetry or of earlier or other
versions of the poems. As remarked just now, though the above-quoted names of
poets and the attribution of works to one particular poet can no longer be verified
beyond doubt, they do refer to a rich and often accurate oral tradition of genealogies
upon which much of Charan ancestral histories, including the history of poets and
their works, are based. My fieldwork in Rajasthan clarified that many oral data
quoted about forefathers by different Charan poets proved to be rather consistent
when compared with written accounts. Thus, while I continue to treat the above and
like data with caution, I do, nevertheless, think of the listed poets' names, their
works and their patrons as representing reasonably accurate oral and written records
of semi-historical and historical Charan traditions, which allow us to see the selected
poems as versions of compositions ascribed to (and probably indeed composed by)
Vithu, Ladhraj, Mohandas, Bamkidas, Caina and Amardas. Compositions that have
been added to or changed by previous and subsequent generations of traditional
poets, have all become part of the medieval Pabuji tradition over the last six hundred
years. And so, while I continue to attribute the compositions under review to Vithu,
Ladhraj and so on, I do in referring to the poets by name also refer to unspecified
poets, scribes and other redactors who composed and re-composed, recited,
modified, wrote and re-wrote traditionally received poetry. All the poets, scribes and
other redactors who orally and/or in writing transmitted the selected manuscript
versions of the selected poems were, I imagine, at one time inspired by a shared
poetic heritage that each of them felt free to treat as his own.

Contemporary sources

Before turning our attention to the narrative content of the selected poems in the
next chapter, let me add a few remarks about the contemporary Pabuji tradition. The
above-mentioned medieval manuscript versions of poetry dedicated to Pabuji are the
focus of this study. But since very little is known about the context in which
medieval heroic-epic poetry about Pabuji grew, I have also studied some aspects of
the extant Pabuji tradition, to better appraise the content, symbolic meaning and
socio-political and religious function, which may be attributed to the medieval
compositions. By combining the study of written data with oral sources I hope,
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following Seneviratne (1997b: 3-23) and Vansina (1971: 442-268, 1980: 262-279), to
add to the present understanding of the written tradition, in particular by asking
people which function and meaning (or meanings) they currently attribute to the
narrative content of their heroic-epic tradition and its performance (cf. Miner 1990:
51).

I collected written and oral poetry dedicated to Pabuji during anthropological
fieldwork in Jodhpur, Kolu, Jaisalmer, Bikaner and surrounding villages. These data
will not, in this or following chapters, be introduced in as much detail as the
medieval sources. Instead, my recordings of the contemporary mata epic dedicated
to Pabuji, interviews with the Rathaur hero’s Rajput devotees, and my study of
contemporary Charan traditions about Pabuji and Charani goddesses will be briefly
introduced in chapter 9 and 10 in which these data serve to document the meaning
that may be ascribed to medieval and contemporary Charan and Bhil traditions about
Pabuji. The selection of these sources for the purpose of this study has been
motivated by the fact that they have proven most useful in interpreting some of the
socio-political and religious, ritual aspects of Pabuji worship.

Most of the contemporary sources used for this study were collected in the
heartland of the contemporary story-telling tradition about Pabuji, in Kolu, the
desert village where Rajasthan’s main Pabuji temple stands. Here, I collected data
concerning the little-studied mata (drum) epic tradition performed in the main
Pabuji temple in Kolu today by the hero-god’s Bhil Bhopas. The description of this
tradition is part of chapter 10. In the appendix, I have included the transliterations of
four contemporary mata epic paravaraus® recorded during visits to the Kolu temple
(1999-2001) titled: Jalama rau paravarau, Byava rau paravarau, Vahara rau
paravarau (also referred to as Dhaimba rai sirapamna rau) and Jharardji rau
paravarau. These episodes commemorate the story of Pabuji’s birth and marriage,
the heroic deeds of Pabuji and his Bhil companions, the revenge taken by Pabuji’s
nephew Jhararo. My inquiry into the mata epic tradition further included
conversations with the mata epic performers Asha Ram, Bonne Ram, Khumbha
Ram, Rupa Ram and Jetha Ram, and with their patron, the temple priest Tulsi Singh
Rathaur, and conversations with several Rajput and Jat, Rebari, Nath and Brahmin
devotees of Pabuji.

This study is also based upon data about the contemporary Charan tradition
gathered in Jodhpur, Ajmer and Deshnok (near Bikaner). I recorded recitations of
heroic poems and the performance of devotional songs by Charan poets and singers,
most notably the linguist and Charan poet Subh Karan Deval (Jodhpur), the
composer of traditional and contemporary Charan poetry Lakshmandan Kaviya
(Kemn) and the Charan poet Shivdatta Samdu (Shiv). At Charani goddess temples in
and around Deshnok, Jaisalmer and Marhwa, I was able to study many

2T use paravarau to refer to the contemporary mata tradition and to differentiate between this tradition’s
paravaraus and the earlier-discussed medieval parvaro.
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contemporary forms of poetry, epic performance, song, semi-historical and miracle-
tales and prayers transmitted by several poets, singers and other devotees of Pabuji.

Handwritten doha (contemporary Charan tradition).






3 Narrative Content

None of the medieval and contemporary sources selected for this study have been
published in English so far though one published version exists of the duha I and the
parvaro annotated in Hindi by N.S. Bhati (1973: 15-16). In addition, two published
and Hindi annotated versions of git I (Ms. 15009) and git II (Ms. 8234) have also
been taken into consideration for this study. The Hindi annotations of these texts,
while very helpful in coming to a first understanding of the compositions, remain
provisional in that several readings can not be documented through Lalas’s nine-
volume Rajasthani-Hindi dictionary (1962-88). My interpretation of the selected
Dimgal and contemporary Rajasthani (Marwari) poems is, in the first place, based
on Lalas’s dictionary. Apart from Lalas’s dictionary (1962-88), and his introduction
to Rajasthani grammar (1988), John D. Smith’s (1975, 1976, 1979) descriptions of
the language of medieval prose and contemporary poetry have proved most helpful.
In addition, I have also consulted Tessitori’s (1914-1921) Bardic and Historical
Survey of Rajputana and grammatical notes in the Indian Antiquary, which, though
out of date, continue to be helpful especially in the absence of exhaustive modern
studies on the subject. Most existing studies of Rajasthani are either based on
Tessitori’s survey or limited to medieval prose-texts (Pimgal) or to a narrow
discussion of phonological or grammatical aspects of Rajasthani vernaculars, often
not including Dimgal.®* To appraise the content, form and context of the medieval
manuscript tradition, a study of the prosody of the medieval tradition proved
necessary. For matters of Dimgal prosody I have consulted Narayan Singh Bhati’s
(1989) Pracin Dimgal Git Sahity, and two nineteenth-century works on Dimgal
prosody, firstly the Raghunath Riipak, a poets’ manual composed by Mamch Kavi
from Jodhpur and edited by Kharair (1999: 12). Secondly, Lalas’s (1960) edition of the
rather complex prosodic manual Raghuvarajasaprakas composed in 1823 by Kisana
Arha also proved helpful.

When I could not trace particular word-usages to Lalas’s extended Rajasthani
dictionary, contemporary poets and scholars have been my major source of
reference, in particular: Subh Karan Deval (Jodhpur), Chamdra Prakash Deval
(Charan Research Institute, Ajmer), Sohan Dan Charan (University of Jodhpur) and
Bhamvar Singh Samaur (Taranagar College). The interpretation of the poets

% The following works deal with one or more aspects of medieval Rajasthani prose and/or Dimgal poetry:
Allen (1957, 1960), Asopa (1950), Bahal (1972, 1989), Bender (1992: 34), Lalas (1960, 1962-88),
Menariya (1968, 2000), K. Sharma and S. Singh (1982), Smith (1975, 1976, 1979), Varma (1973) and
Ziegler (1976a, 1976b). As is to be expected, contemporary Marwari by Bhal (1980, 1972), Gusain (2004),
Khokholva (2002), Mali “Ashanta” (1994) and Saint (1986, 1988) do not refer to the content and form of
Dimgal poetry.
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consulted by me, in particular their assessment of poetic metaphors, is based upon
their professional knowledge of the contemporary Pabuji tradition, including oral
and written transmission of medieval poetry. Despite all this help, some
transliterative inaccuracies and debatable interpretations may have remained.
Needless to say, all such oversights are wholly my responsibility.

Before turning our attention to the overview of the medieval poems’ subject
matter, it should also be noted here that the following synopsis is aimed at giving an
idea of the content and narrative modes of the poems but not of their prosodic form.
The English elucidation of the content of the medieval sources and the quotations of
Dimgal verse-lines in this chapter (and in the further course of this study) are
emphatically presented as interpretations and not as translations. The latter
enterprise would require a far more detailed knowledge of Dimgal grammatical
forms, spelling and vocabulary than I can lay claim to. Nor does the present
scholarly appraisal of Dimgal poetry allow for such a claim.

The English prose rendition of my interpretations of Dimgal verse-lines have
been kept as unembellished as possible to give an idea of the (to my mind and ears)
vibrant and forceful quality of the language used by the poets, a quality which is
brought to mind by their choice of words and images and, most of all, by the
alliterative rhythm of their verse-lines. I illustrate my prose interpretations with
evocative quotations of Dimgal verse-lines but I make no attempt to render the
poems’ rhythm and rhyme. An idea of the poems’ expressive qualities can be
gleaned from chapter 4, in which I discuss Dimgal prosody and the way it shaped
medieval poetry.

My effort to keep my English prose renditions of Dimgal as plain and
straightforward as possible also means that I usually opt to represent only one
interpretation of a verse-line (the interpretation which to my mind is the most likely
one) and not several possible interpretations, save when the different interpretations
result in evidently contradictory meanings. I have endeavoured to present the reader
with interpretations which require as little as possible additional speculation about
likely connotations. When viable, I opt for the primary meaning listed in Lalas’s
Rajasthani dictionaries (1962-1988) and do not discus the many secondary meanings
and poetic synonyms listed by Lalas, thus hoping to avoid conjecture as far as one
can avoid speculation when trying to reconstruct meanings from texts informed by
other communities’ histories, representing very different periods of time and
languages and a complex poetic style.

One example of the different ways in which a Dimgal verse-line can be
interpreted is the interpretation of verse-line 101 of chamd 1I:

33 @gﬁt{gﬁi’(vq ey ﬁﬂﬂd&ﬂb@éﬂ@

& %&l@ﬂiﬂmm W %mﬁﬁkﬁégi’% i

101. pranamamta meha pabu prasidha,(t)um parasidha pramana paha(m).
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In this line, the undecided notation of fum/ um may result in two readings. First, if
tum parasidha is read as umpara sidha, and umpara is subsequently read as ampara,
“upon”, “over” (cf. Metzger 2003: 54) or as upara (a form of Sanskrit #part or of
Rajasthani ipara) the verse-line could be interpreted as: “Meha ‘salutes’ Pabuji(‘s)
glory, ‘in heaven’® (he is) a semi-divine being® comparable to God”. But, taking in
to account the word-order of this verse-line (“tum parasidha pramana paha(m)”)
would result in the literal interpretation: “you glory®® equal to lord”. Thus, yet
another (and to my mind more likely) interpretation suggests itself: “Meha ‘salutes’
Pabuji(‘s) glory (saying): “You (have) glory like god”. In my experience, word
order is often the best way to deduct what the meaning of the sentence may be,
especially in the absence of verbs or clear grammatical indications to interpret full or
half verse-lines. I therefore try to adhere to the original order of the words in a verse-
line as much as I can, especially when a verse-line can be interpreted in several
different ways. I therefore interpret v. 101 as listed just now (that is, as “Meha
‘salutes’ Pabuji(‘s) glory (saying): “You (have) glory like god”). In addition, I am
inclined to read “You (have) glory like god” as “your glory is similar to god’s
glory”. Though one could read this verse-line as a way to point up Pabuji’s
deification by defining him as God, I give preference to a more straightforward
interpretation: the poet intended to glorify Pabuji’s heroism by comparing his fame
to divine glory.

My reading of the first half of the second verse-line as tum parasidha and not
as umpara sidha is also based on a comparison of the orthography of fu and u and @
which were written in two distinct ways throughout chamd II. “Tu” occurs four
times in chamd 11, in v. 28: turt, v. 40: turamga, v. 51: turamga, and v. 101: tum,
while “u” and “uu” occur ten times in chamd 11: v. 27: u(m)latiyam, v. 31: vaha-u, v.
32: uparai, 33: uthiyau, v. 56: ukara and ipadi, v. 59: drariyai, v. 76: u(m)tha, v.
86: umchala, v. 97: ija. The four occurrences of fu have been written in one of the
following two ways:

33

See, for example, chamd 11 (v. 28) tur? (in “trapamta aho nisa tamga turi”):
= > W & 4
i GEaanad:

The ten occurrences of u and i in chamd II have been written in one of the following

2

% Interpreting iipara (“upper”, “above”) as ‘in heaven’.
% Taking sidha to be a form of siddha (a semi-divine being, an accomplished being or powerfull ascetic).
% Reading parasidha as parasiddha (glory, fame).
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three ways:

I3

See for example u(m)latiyam ((chamd 11, v. 27: “ani ona asa hasa u(m)lattyam”):

.

SR ECECEER

There is, as is often the case with the manuscript poems studied here, an exception
to the above findings for in chamd 11, v. 41, i has been written in a manner similar

to tu:

3

Chamd 11, v. 41, imta liyam:

> e -

EhsREAwad:

On the basis of above arguments, I would suggest that verse-line 101 is best read as:
“tum parasidha pramana paha(m)”. Though it is of course conceivable that the poet
or scribe of chamd 1l meant to write umpara in v. 101, I feel that it is more likely
that the poet or scribe meant to write tum para and that in this case, as in many other
instances, a straightforward interpretation is the most logical and judicious.

To finish this introduction to my interpretation of the selected sources, it
should be noted that I use single quotations marks to denote non-literal
interpretations (as compared with Lalas’s translations of the words) of Dimgal
words. Words between brackets indicate necessary additions to create
comprehensible English sentences. See, for example, the above-listed rendition of
my interpretation of verse-line 101 (chamd I): “Meha ‘salutes’ Pabuji(‘s) glory
(saying): “You (have) glory like god”.
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Chamd 1

My summary of the content of the chamds, duhas, gits and parvaro begins with an
outline of two versions of the chamd attributed to the Charan poet Meha Vithu. The
poet(s) and/or scribe(s) of both works focus attention on the martial disposition of
the warriors and the exaltation of their passion for war. Some of the opening verse-
lines of chamd 1 and II resemble each other to a great extent. Both poets commence
with an evocation of the glory of Pabuji’s lineage and his valour as a warrior and
protector of cattle. Next in the chamda trotaka of both manuscripts, we read how the
heroes prepare for battle as the poets evoke the warriors’ challenges, enmity, pride
and anger. But from chamd 1 verse-line 13 and chamd 11 verse-line 11 onwards, the
wording of the two poems ascribed to Vithu shows little resemblance.®’

The poet of chamd 1 commences with Vithu’s praise of Ram, Sarasvati and
his unnamed gurus (v. 1) followed by 6 verse-lines composed under the heading
gaha cosara® which introduce Pabuji as a “glorious warrior” and “protector of
cows”. The poet then pays tribute to the valour of both the heroes Pabuji Dhamdhal
Rathaur and Jimda Khici.® Both are portrayed as the champions of their lineage who
proved their heroism in war:

7. jimda pala vi(m)nai jagajethi, jidha jaivamta vinai jagajethi
8. jurasi judha vinai jagajethi, jagai vaira vinai jagajethi
9. jagajethiyam jida pala jage, adhapati anamimya apa vage

I interpret these lines as follows:

7. Jimda (and) the protector (Pabu) (you are) both heroes,”® both heroes (are)
victorious (in) battle.

8. Both heroes will fight the battle, in both heroes enmity burns.

9. The glorious heroes Jimda and the protector (Pabu) prepare (for battle), and the
mighty king attacks (the enemy) himself.

" Though there continues to be some similarities in imagery and/or word choice, as will be remarked
upon through footnotes below.

A metre which has also been termed “arya chamda”, described in chapter 3.

% The names accorded to the main protagonists differ from manuscript to manuscript; sometimes as the
result of the addition of titles (like when Jimda Khici has rava (“king”) added to his name in chamd 1) or
as the result of different spellings. I do not note the different spellings, and throughout this study refer to
the main protagonists as follows: Pabuji Dhamdhal Rathaur, Jimda Khici, Camda, Deval and Jhararo.
Pabuji is the only protagonist who has the honorific suffix ji added to his name, a custom which is not
always followed in the manuscript tradition but which is common practice in Rajasthan today.

"1 take both jimda and pala to be direct forms., bearing in mind Smith’s (1975: 451) finding that
Rajasthani proper names may retain a direct form in all functions.
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The subsequent verse-lines (v. 9 to 58) have been composed under the heading
chamda trotaka.”" In these verse-lines, the poet evokes the adversaries’ preparations
for war and how they engage in battle with boundless anger and with hostility
“blazing like a forest fire”.” In verse-lines 14 and 15, two references to Jimda’s theft
of cattle are found; first, in the account of Pabuji’s attack on the (cattle) thief Jimda
and second in the allusion to “a woman” who exhorts Pabuji to attack the Khici
warrior, if Pabuji feels he is brave enough. It seems probable that the woman
mentioned stands for Deval, the Charani cattle keeper who turns to Pabuji for help
after Jimda robs her of her cows. On hearing the woman’s appeal, Pabuji’s anger
flares as if clarified butter was poured on it. His eyes redden with anger and he
attacks the enemy while the ends of his moustache move upwards and meet his
eyebrows in a frightful scowl. Vithu further underlines Pabuji’s strength by narrating
how the hero’s arms reach the sky and by comparing his mighty appearance to
Vishnu’s fifth incarnation, the dwarf Tikam:

17. bhita cola cakhiya ata rosa bhile, mukha miimcha anim jaya miimha mile
18. vadhiya bhuja vyauma lagai vimala, krama detaha tikama jema kala

17. (With) very red eyes (due to) anger, he fights the fearful (enemy), the ends (of
his) moustache move (upwards) (and) meet (his) eyebrows.

18. (His) outstretched arm(s) touch the sky (and) (the goddess) Vimala,(his) power
(is) like (the power of Vishnu’s avatar) Tikam, he effects (good) deeds.

In verse-lines 19 to 22, Pabuji’s attack on Jimda is described, the way in which he
leads his army while uttering war cries and the assembled warriors’ longing for
death, which can be read from the fact that they have smeared their bodies with
ashes thus following the example set by the ascetic Shiva. The poet also brings to
mind how the warriors’ horses gallop and cause dust to fly up. In verse-line 23
Pabuji’s anger is described thus: “The fiery red face (of) the (Rathaur) warrior
‘shone’ like a ray of sunlight (through) clouds”.” Then the poet praises the bravery
of the Rathaur warrior and his 140 Bhil heroes (satavisiya siira) > and he also extols
the speeds of the heroes’ horses by comparing it to the swiftness of birds of prey (v.
24-27).

! The metrical form of the chamda trotaka is described in chapter 3.

" 1 read laggi as lagi in verse-line 13 (“vaya samdara laggi dhramamga vikhaim).

3 The name occurs as vrimald in a comparable verse-line in chamd 11 (v. 35): “vadhiya bhujha(m) vauma
lagai vrimala, krama detai ttkama jhema kala”. In both chamds, the @-ending perhaps presents an example
of a logical feminine form showing a masculine ending, perhaps as a token of respect for the goddess (cf.
Smith 1975: 449).

™ Chamd 1 (v. 23): “kamadhaja vadamna udata kira, kari siirija nimsariyo sihasham”.

7> The title satavisiya siira (“7 x 20 = 140 heroes”) has remained in use for Pabuji’s Bhil companions who
are today identified as “satabis1 ThorT” (“140 Thoris”).
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During the struggle, blood gushes like water and young warriors marry nymphs, that
is: they die in battle. Narada’ and Simbha (Shiva) express their delight at the
bloodshed. From verse-line 28 onwards, Shakti and thousands of battle-loving
Yoginis (Khecaris) join the struggle:

28. patra piri sakatlya rata piyai, lakha khecara(m) bhiicara bhakhaltyai
29. kei yamkhana grihyana koda karaim, pala guda gila gila peta bharai

28. Filling (her) begging-bowl, Shakti drinks (the warriors’) blood, (while)
countless Khecaris devour” (the) demons.

29. Several (Khecaris) ‘delight (in)’ ™ digging out the eyes (of demons),” (and) fill
(their) stomach(s) (by) clawing (at) the (demons’) flesh (and) eating greedily.

The poet describes how the Khecaris cut the demon-army’s swords to pieces with
their swords and break their enemy’s helmets. To illustrate the Goddess’s craving
for the blood of fallen warriors, her begging bowl is compared to the vessel of a
panihari (a woman carrying water). And the water which would ordinarily fill a
panihari’s vessel is equated with the warrior’s blood: “panimhari sakatiya kiibham
patram, ghana ghata bharaim jala ruka ratram” (v. 34).

The warriors - probably from both Pabuji’s and Jimda’s army - ride elephants
and horses and are shown to wield clubs and maces (v. 35-38). They die fighting,
while their heads fall to the ground and “roll round and round ‘serving’ (as) cushion
(for) some (of the headless) torso(s)”.** Pabuji expresses his desire to confront the
enemy through loud battle cries. Musical war instruments resonate. Many more
warriors perish from the wounds inflicted by countless swords. The ascetic Shiva
collects the skulls of the vanquished warriors. All the while, warriors continue to
give battle. They take out arrows from the arrow holders around their waist and
place them upon their bows. Holding the arrows in his hand, a young warrior
(javana) enters the battle. Though it is not very clear to whom javana was meant to
refer, it is probably Pabuji since he is commonly portrayed as “young” (12 to 14
years old) in the contemporary tradition.

76 Narada may refer to a mythic sage, to one of the four sons of Brahma or may be used in a transferred
sense as tale-bearer or troublemaker, refering to the sage Narada as the first singer of devotional songs
who, according to the Sant tradition, was a musician, storyteller, a witness of events and a traveler who
carried news (Novetzske (2003: 222).

" A more literal interpretation is: “they take food” (bhakhaliyai). 1 read “liyai” as liyai, the inflected
present of liyanau, a form of lainau (to take).

8 A more literal interpretation is: “delight because of” (grilyana).

" In this and the following verse-line it is uncertain whether the Khecaris are feasting on the eyes and
bodies of demons or fallen warriors who are portrayed as demons, or on other kinds of flesh.

80 Chamd 1 (v. 36): “taraphaim dhara hekam diyaim takiya, chalaka judha heka karaim chakiya”.
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My interpretation of the next verse-line (40) remains ambiguous, since I have not
been able to establish whether or not lagari, bahari, gahari and lahart are Charani
goddesses (as opined by contemporary poets), or whether we are dealing with verbs
when we read: “lagarT baharT gaharT laharT, tira vamsuri vam tahim jaya tirT’. Lagari
could be understood as a reference to the Charani goddesses Lamgari but I have not
been able to trace goddesses named Bahari, Gahari or Lahari. If we are not dealing
with goddesses, this verse-line was perhaps meant to say: “Swiftly the terrifying
goddess(es) appeared, (and) feeling thirsty, they go (and) arrive at the ‘blood
vessels’”.8! This interpretation does seem appropriate, for in the poet’s subsequent
verse-lines (41-43) angry Rupanis® and Yoginis tear apart the warriors’ bodies with
their teeth, an illustration of the goddessess’ blood-thirst in verse-line 40. And it is
described how the ascetic Shiva (Jata) wanders among the goddesses collecting the
warriors’ skulls.

Verse-lines 42 to 47 evoke the clash between Pabuji’s and Jimda’s armies and
the way in which Rupanis join the Yoginis and Narada in applauding the heroes and
sounding the daka, the musical instrument of the god of war. Then, Pabuji’s army
advances upon the enemy and the subsequent collision of the two armies is
compared to the dismal scene that ensues when vultures meet their impoverished
maternal family (verse-line 45).% From this image it may be inferred that the
enemies are wholly intent upon destroying each other, for their hostility and voracity
are comparable to those of vultures that loot their maternal in-laws of even the few
possessions left to them after paying the substantial dowry involved in their
daughter’s marriage (personal communication Subh Karan Deval, June 2001). From
verse-line 47 onwards, the battle proceeds. The enemy army is surrounded by three
army divisions as if submerged by a waterfall, while “Bodies (and) heads fall (with)
a thud (and) continue to fall upon the earth, plunging (into) streams (of) blood with a
splash” (v. 49).8 Warriors strike out with swords and swordsticks. Warriors from the
thirty-six Rajput lineages perish and thus come to meet the god of the death, Yama.®
Other warriors continue to clash time and again while arrows rain down like
raindrops; “the glory (of) the cloud-army” %

At the site where Jimda stole the cows, the warriors’ sword blades are washed,
probably with the blood shed by the enemy. The two armies continue to clash. Some
warriors burn with anger, other die in battle. Some warriors take flight, others

81 Reading vamtahim as vatahi.

82 Probably a reference to Shakti’s local incarnations known as Charani Sagatis.

8 Chamd 1 (v. 45):“mamsala bhukhala pamkhala mile”.

8 Chamd 1 (v. 49): “para vesa dara dara sisa parai, dhari dhari ragata gurika dharai(m)”.

85 With the symbolic number “thirty-six” (chatrisa), the poet most likely meant to refer to the thirty-six
clans of medieval Rajput genealogies (Chattopadhyaya 1994: 56-60).

8 Chamd 1 (v. 52): “ati dhira mamdaim ramnavica arai, panagam ghana nira jyum ti parai”. I interpret
ghana (“cloud”, “group” or “army”) as “cloud-army”’.
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continue their attacks on the enemy. Daggers come down like thunderbolts.®” In the
last two verse-lines, the poet evokes the terror felt by horses and cows amid the din
of battle. Many warriors flee upon being attacked by Pabuji. Thus Pabuji attacked
Jimda, concludes the poet. This interpretation of chamd 1 does not include Pabuji’s
death and subsequent ascent to heaven, a common theme of the tradition. However,
if “parai(m)” in verse-line 58 can be read as pa-r-ai(m), this last verse-line may also
be taken to mean: “Jimda ‘causes’ Pabu ‘to be killed’”.3® In view of the sentence’s
word order [pabu jimdarava sum aya parai(m)] the verse-line could also be taken to
mean: “Pabuji ‘causes’ Jimda ‘to be killed’”. This construal seems the most obvious
but it is not at all common to either the medieval or the contemporary Pabuji
tradition. To my knowledge, there exist no versions of Pabuji’s tale which end with
Jimda’s death at the hands of Pabuji. Thus, considering the not so forthright reading
of parai(m) and the atypical theme of Jimda’s death at Pabuji’s hands, I feel that
neither of the offered interpretations (either “Jimda ‘causes’ Pabu ‘to be killed’”, or
“Pabuji ‘causes’ Jimda ‘to be killed’””) can be presented as more plausible than the
other.

Chamd 11

The undated chamd 11 begins, not with the praise of gods, like chamd 1, but with the
portrayal of the battle preparations and war-deeds of the Rajput protagonists. The
initial verse-lines closely resemble the gaha cosara of chamd 1 but the verse-lines
have not (like in chamd I) been composed under the heading. Verse-lines 7 to 95
were composed under the heading chamda trotaka, and include an account of the
valour of Pabuji’s Bhil warriors and a description of the battle proceedings.
Compared with the narrative of chamd 1, the narrative progression of the chamda
trotaka of chamd 11 is very slow and at times ambiguous. And this version of the
chamd (unlike chamd T) does not seem to have been composed to present, to some
extent, a chronological account of the warriors’ battle deeds. On the contrary, the
detailed evocation of the warriors’ moods and the clamour of battle in chamd 11
often results in a indistinct narrative sequence, not just because of the effusive
descriptions of the clash of arms but also (as will be specified in chapter 4) because
of the abundant use of alliteration, onomatopoeia and forceful rhyme schemes.
Another difference between the two chamds is that chamd 11 (but not chamd 1) is

87 Chamd 1 (v.56): “rimnatala vahaim ghana rosariya, ulam jimma golaya u sariya”. | interpret golaya as a
form of goliyau (a kind of dagger) and ulam as olam (“thunderbolt”). A more straightforward and modern
reading is suggested by Hindi goldya (“cannon ball, shell”) or Rajasthani golr (“a round lump or ball”)
which would allow the following interpretation: “shells come down like hailstones” or “(canon) balls
come down like hailstones”. Though the first-mentioned interpretation is clearly problematic, I prefer it to
the latter interpretations, since the medieval poets do not make any other references to shells, canons or
guns, in this or any of the other selected compositions.

8 Chamd 1 (v.58): “pharalamta ghara masalamta phirai, pabu jimdarava sum aya parai(m)”.
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drawn to a close with a 6 verse-lines long kalasa (kailash ro chappai) in which the
poet gives a summary of the battle between Pabuji and Jimda and once again
glorifies the Rathaur hero.

The narrative content of chamd 11 is also distinctly different from the above
rendering of Pabuji’s story, for its poet accords a central role to Pabuji’s Bhil
companions through the praise of their war skills. Besides, the poet not only portrays
the Bhil hero and Pabuji’s army commander Camda, as is the case in most of the
other poems, but also mentions the Bhil warriors Khamku, Pemal, Khamdhar,
Mehal, Pail and Vishal. Chamd 1I is also different from chamd 1 because of its
onomatopoeic rendition of battle, rendering the atmosphere and sounds of warfare in
a manner unlike any of the other studied manuscripts. The attention given to the
poetic and aural particulars of war, now and then, causes confusion since it is not
always easy to make out which event or which protagonist the poet had in mind. I
shall come back to this point later when discussing some of the more ambiguous
verse-lines of chamd 11 in their context.

As remarked just now: it appears that chamd 11 was not composed to give a
sequential account of battle but to evoke the warriors’ moods and the clamour of
battle in great detail through poetic descriptions of the clash of arms, profuse
onomatopoeia and vigorous rhyme. Because of its style, and because of its, at times,
rather indistinct and blotched handwriting, as well as the lack of an obvious story-
line, chamd 11 proved to be the least easily accessible composition studied by me.

The poet of chamd 11 introduces Pabuji and Jimda in much the same manner
as the poet of chamd 1 (see above) and then continues to list the poetic particulars of
the warriors’ armour and weaponry, noting the warriors’ saffron-coloured body
armour and chain mail, the way in which they prepare for battle by buckling their
armour-belts, donning helmets, shields for their thighs, protective coverings for their
hands and girding on swords whet by blacksmiths.

15. bhala hoi huka(m)ma sanaha bhara(m), kastya(m)(ta)® jarada kari bakaram®’
16. kisi topa ramgavali kamga®' liyam, sira hamthala soha sirai kasiyam

15. The warriors [with] armour, the weapon-wielders [with] saffron-coloured
armour [and] armour [of] heavy metal rings, ‘became’ numerous [on] command.
16. All the best [warriors] [were] ready, wearing helmets [and] thigh protection,
adorned with protection for the fingers, taking their swords.

The array of splendidly decked out warriors is again (like in chamd 1) referred to as
the “thirty-six” (Rajput lineages). The saddling and decoration of the horses are

8 Unclear. Perhaps: te.
% Perhaps: chakaram.
! Unclear. Perhaps: kramga or kiimga.
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versified, including the use of saddles and brittles, horse armour and war-bells.
Attendants are urged to bring the saddled horses.”? The warriors mount their horses
and ride against the enemy. The earth lowers under the weight of the manoeuvring
army, and Shesnag, the mythological snake who upholds the earth, can no longer
support his burden. Resembling the god of the dead Yama, Jimda also presses on
and reaches Pabuji’s realm with an army as large as the sacred mountain Sumeru.

One of the two armies (probably Jimda’s army) seizes wealth (probably
cattle). Then Pabuji and Jimda clash, issuing challenges and pledging to conquer
their enemy. Jimda crosses the border of Pabuji’s territory and faces the Rathaur
army. At this point (v. 34), we once more encounter a description of Pabuji’s facial
expression which (like in chamd 1) serves to evoke the hero’s anger:

34. bhrita cola cakhi ati rosa bhili, mukha mumcha amni jai bhumha mili®®
35. vadhiya bhujha(m) vauma lagai v(r)imala, krama detai ttkama jhema kala**

34. (He is) very angry, (with) very red eyes he attacks, (his) moustache moving
(upwards), goes (to his) eyebrows (and) meets (his eyebrows).”

35. (His) outstretched arm(s) touch the sky (and) (the goddess) Vrimala, (his) power
(is) like (the power of Vishnu’s avatar) Tikam, he effects good deeds.

Pabuji exhorts his men to attack as fast as clouds and the war-zealous combatants
race their horses. At this stage (v. 38-40), the poet digresses from his sequential
account of the battle proceedings and the story-line becomes redundant; the poet
once again describes how Pabuji’s horse is decorated and the saddle straps
tightened, after which Pabuji’s servants salute their lord. *’And the poet again
evokes how the Rathaur hero puts on his armour, before resuming his narrative with
an account of how Pabuji takes his spear in hand and spurs on his horse (v. 41).
Here, almost halfway-through chamd 11, the Bhil warriors are introduced (v. 42), and
their qualities extolled. Pabuji’s valiant Paradhi (Bhil) companions are shown to
fight as valiantly as their lord, for their courage does not waver, not even when
confronted with vultures crowding the battlefield and devouring fallen warriors,
picking at the eyes of corpses with their beaks:

42. bha-(u) palha tana paradha bharam, agha anabhamga jhisa anaram
43. variyama samgrama jhihamma va(m)pe, kiya tili kamdila su cila kape

2 Chamd 11 (v. 19): “19. kari vara ma lavau vega kahai, vinara vira(m)gam jina vahai”. It is not clear who
urges whom.

3 Compare chamd I (v. 17): “bhita cola cakhiya ata rosa bhile, mukha miimcha anim jaya miamha mile”.
% Compare chamd 1 (v. 18): “vadhiya bhuja vyauma lagai vimala, krama deta ha tikama jema kala”.

% That is to say: his moustache moves upwards to meet his eyebrows in a terrifying scowl.

% Here and in other instances, I use the term “redundant” as a technical term to refer to digressions from a
narrative’s sequential order and not as an aesthetic judgement of such digressions.
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42. Pabuji’s Paradhi warrior(s) attacked as heroically (as) the hero (Pabuji)
43. ‘There’, near the bodie(s) (of) the glorious (warriors), the vultures cut with
(their) beaks (at) the pupils (of) eyes”’

The poet emphasizes that the 140 Bhil archers never weary of battle. Decked out like
the god of the dead, the great warrior Yam, they present a fearsome picture. Among
the Bhil warriors, Camda, Pabuji’s commander-in-chief, is decked out most
splendidly for “he shines (like) the full moon amid stars”.”® The poet also lists the
names and virtues of the Bhil warriors Khamku, Pemal, Khamdhar, Visal:*

48. khakhu'® pemala khamdhara khalai, vagavalata visala visavalai
49. bhara heka heka vasekha bharam, paradhi payaka palha tana(m)

48. The mighty warrior(s) Khamku, Pemal (and) Khamdhar, attack (and) confront
the army (and) Visal ‘conquers the earth’.

49. We recite the (Bhil) warriors’ matchless (qualities) one by one, the Paradhi
(are) the servants of the protector (Pabuji) !

The Bhils are further described as loyal to their “very praiseworthy (and) virtuous
lord” Pabuji. Together the Paradhi make up an army of archers, which makes the
earth tremble once they are on the move. The poet of chamd II has the Paradhi wield
bows and arrows, daggers and swords and an unspecified weapon “to strike and
throw with”: karjora (cf. Lalas 1962-1988).

The Paradhi army confronts Jimda’s soldiers in verse-line 54. The latter are
described as Lodhi warriors, perhaps to suggest that Jimda and/or some of his men
owed allegiance to the Sultanate. Time and again, the warriors from both armies
attack. Thus they accomplish their desire “to obtain heaven”, i.e. they die. While the

7 This verse-line could also be understood as a portent of the Bhil’s heroic death after which they will fall
prey to vultures or as an illustration of the bravery of the Bhil warriors who fight on amid vultures
feasting on the bodies of fallen soldiers. It is also possible that the poet meant to evoke an image of Bhil
warriors who fight on while vultures peck at their eyes to highlight the warriors’ heroism in a manner
comparable to imagery that evoked warriors stoically rolling their moustaches and uttering battle cries even
after their entrails spilled out of their cut abdomen and attracted hungry vultures that began to circle above the
warriors (Kaviya 1997: 162).

% Chamd 11 (v. 41): “suharam camdiyau ina riipa sajhe, mila plinima camda niksatra majhai”.

% Visalai is not a name used in any of the other sources known to me, but could be a form of “Vaasalo”,
listed by Tessitori’s (1916: 110) as the name of one of the seven Bhil in Pabuji’s retinue.

1% Unclear. Probably khamkhu (cf. chamd 11, v. 93: “lo(m)ham baliya vaka sraga lahe, rina khamkhu
pemala sati rahai”).

191 This verse-line could also be interpreted as: “we recite (the names) of the matchless warriors one by

”»

one .
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army thunders in rage and clouds of dust fly up to the sky, Pabuji stands firm, his
body covered with dust and ashes like Mahesh (Shiva). The hero’s face “broke
(through) amidst clouds like (a) blazing sunray”.'® Issuing taunts, Pabuji disbands
the enemy vanguard. Then, both armies have war-drums played and the assembled
vultures “smirk” for they look forward to an extensive meal. Narad’s'® heroes also
arrive at the theatre of battle and rejoice, clapping their hands, while Yoginis thump
their drums. The two armies clash and the warriors’ anger flashes like lightning
between dark clouds. Arrow-volleys cast dark shadows over the battle scene. In the
next verse-line (67), the poet appears to suggest that the Paradhi decapitate “the
army of the thief (Jimda)” by swallowing the enemy warriors’ heads.'™ This (to me
not altogether clear) verse-line was perhaps meant to imply that the Paradhi
devoured their opponents’ heads just like the sun and the moon are thought to be
devoured by the mythological demon Rahu (who together with Ketu) is believed to
cause eclipses by capturing the sun and moon in his mouth.

From verse-line 60 to verse-line 81, the poet evokes the battle between Pabuji,
Jimda and their armies in some detail. Blood flows, warriors fall and gods assemble
and praise their conduct of war. At this point, the aural details of battle are added to
the poetic descriptions of the clash of arms. With an abundant use of onomatopoeia,
the poet evokes the roar of warriors, the swish of arrows, the clash and clang of
weapons, the sound of cloth tearing when body armour is ripped apart by
arrowheads, the “peacock-like” cry of horses and the thuds that resound when dead
bodies fall to the ground. The poet directs all attention towards the forceful
evocation of the din and clamour of battle, and it is for this reason, I imagine, that
the chronological account of the battle proceedings becomes a bit hazy at this point
for it is, at times, difficult to tell which of the protagonists or which army is
manoeuvring.

In verse-lines 60 to 67, it is still clear that the poet is speaking of Pabuji’s
army on the verge of attack but in the subsequent verse-lines (68-76) the poet gives
few clues to establish which army retreats in terror or who brandishes weapons,
clashes, staggers and exchanges hostile glances. It is equally unclear whether it is
Pabuji’s or Jimda’s army that is meant when the poet describes how warriors are
brought to a halt (79-80):

79. niyachata pahata nihata nare, sara sara sambara samara sa(m)re
80. khalakata vikata avata khisai, viya chata sobhata mamsata vasai

192 Chamd 11 (v. 58): “kamadhaja vadana sajoti kardm, suraji nisarTyo sehard”. See also chamd I (v. 23):
“kamadhaja vadamna udata kira, kari siirija nmsariyo sihasham”.
19 Tt is not clear whether Narad in this instance refers to the sage Narad or whether it is used in a

transferred sense, denoting “tale-bearer”, “causer of quarrels” or “argumentative person”.
194 Chamd 11 (v. 67): “samari gani paradhiye savare, kiya kumdala raha ganama karai”.
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79. They bring (the) warriors to a halt (with) (an) attack, (they) hurl weapons, they
sharpen swords and arrows (and) inflict wounds.
80. They drive back the great army (during) the carnage, and the great heroe(s)
(are) ‘beleaguered’ (and) brought to a standstill.

The references to a “great army” and “great heroes” seem to suggest that the poet
here describes the army and heroes of his main protagonist Pabuji. But it is also
possible that he meant to describe Jimda’s army and warriors in the above terms.
For, as we saw just now, both Pabuji and Jimda are introduced as equal heroes: the
champions of their lineage who proved their heroism in war. Consequently, it is not
unimaginable that the poet would have described Jimda’s army as a great army of
heroes and it is, therefore, not really evident whether it is Pabuji’s or Jimda’s army,
which eventually conquers its enemy in the above-quoted verse-lines. The latter
interpretation seems the most likely one, keeping in mind that in most versions of
the story it is not Pabuji who wins the battle but Jimda.

From verse-line 82 onwards, it becomes clear again whom the poet intended
to describe since it is stated that the “Protector Pabuji” battles with sword in hand
alongside his warriors. In the last twelve verse-lines (83-95) of the chamda trotaka,
the poet draws his battle description to a close with, once again, a comprehensive
recording of the heroic stance of Pabuji and his Paradhi warriors and, in conclusion,
with the portrayal of their death. Pabuji, stained with blood and roaring, jumps into
the middle of the battlefield and breathes his last during the ensuing battle. Around
him warriors fall like a watercourse flowing down. This is a festive occasion for the
heavenly nymphs who are stringing garlands to court the fallen warriors with. And
on earth, the vultures also celebrate because they get to feast on “juicy meatballs”
(gudala rasala), i.e. the combatants’ corpses. Then (in verse-line 91) the poet
expressly describes the battle and fall of the “great warrior” (Pabuji) as a libation
(dharam) and a way to renounce the world.'®

Pabuji’s companions Camda, Khamkhu and Pemal also die fighting for their
lord. The earlier-mentioned Paradhi warrior Vishal is not referred to by name here
but we may, even so, imagine that he also expired since all 140 Paradhi warriors
eventually die heroic deaths and thus make their names immortal. The poet winds up
his composition with a kalasa, a 6 verse-lines long composition summarizing
Pabuji’s deeds: the manner in which the hero added to the fame of the Dhamdhal
Rathaur lineage, his gallant fight to salvage cows, his choice to follow a hero’s road
and the fact that he remained true to his word. In these last verse-lines Pabuji is
presented as the winner of the battle: “(Pabuji) wins the battle with Jimda, (and) he
adds to the fame (of his) sword”.!% The poet again talks about the heavenly nymphs
who are dressed like brides and take deceased warriors for their grooms. On earth,

195 Chamd 11 (v. 91): “taji raja rirai dharam tijadai, bhira palha pare bhala satha bhirai”.
19 Chamd 11 (v. 97): “jimdai sum ju(m)dha jagi, kiyai djalai kirammari”.
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the warriors’ corpses are being devoured by vultures. Chamd 11 appears to end with
Pabuji’s elevation to divine status:

101. pranamamta meha pabu prasidha, (tyum parasidha pramana paha(m)
101. “Meha ‘salutes’ Pabuji( ‘s) glory (saying): “You (have) glory like god”.

It appears to me, however, that the above-quoted verse-line might be construed in
several ways which do not necessarily connote Pabuji’s deification but can also be
understood as the poet’s portrayal of Pabuji as the “proof of the existence of God”,
“comparable to God” or as “equal to God”, interpretations that are determined by
whether one translates pramana as ‘standard”, “measure”, “authority”, or
“evidence” (see also my discussion of this verse-line in chapter 2).

Duha 1

Just about one century later than Vithu, the seventeenth-century poet Ladhraj is
thought to have composed the poem pabiji ra duha: “Verse-lines ‘dedicated to’
Pabuji”. Because of its length (526 verse-lines) and its episodic structuring, this
poem seems to be the most typically “epic” composition about Pabuji selected for
this study.'” Ladhraj recounts Pabuji’s adventures in five distinctive episodes: (1)
Pabuji's parentage and birth, (2) the marriage negotiations between the Dhamdhal
Rathaur of Kolu and Jimda Khici of Jayal'®®, (3) the marriage between Pabuji and the
Sodhi princess of Umarkot and the theft of Charani Deval's cows, (4), the battles
between Pabuji and Jimda, and lastly, (5) the episode about Pabuji's nephew Jhararo
and his revenge on Jimda.

Episode one opens with an invocation of the blessings of Ganesh and Devi.
Ladhraj further calls upon the Goddess to help him in bringing his poem to a fitting
conclusion. In the next five verse-lines, Pabuji’s heroic deeds are recounted in summary
fashion; the hero is introduced as “the lord of the earth”, as a protector who saves his
granddaughters and grandsons from harm, and as a robber-prince who ransacks the
treasury belonging to Kuvera, the god of wealth. Subsequently, Ladhraj introduces
himself as Pabuji’s servant and asks for the hero’s protection. In verse-lines 5-7, the
poet states his intentions and prays for Pabuji’s protection:

5. bhala pabu bhupala, mala kahai kirata munim
6. pabt patiyaroha, kaliyuga mam tharo kamadha
7. sevaga juga saroha, rakhai dhamdhala rava-uta

197 Different classifications of epic poetry will be discussed in chapter 3.
198 Jayal, a village near Nagaur (Shekavat 1968: 14).
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5. Says Mala:'” “let me praise the glory (of) ‘honourable’ Pabuji, the lord of the earth.
6. Pabuji! (I am) your warrior (in support of) ‘religion’ during Kaliyuga.
7 Son of King Dhamdhal! Protect (your) servant (during) (this) entire era”.

The poet then dwells upon Pabuji’s parentage, in particular the adventures of his father,
the Rajput Dhamdhal, who chances upon a nymph (apacchara) bathing in a forest pond
(v. 16-38). Dhamdhal sneaks up to the pond and steals the nymph’s clothes, which have
been left lying on the waterfront. He only returns the clothes to the nymph after she has
given her consent to become his wife. Before consenting, the nymph makes Dhamdhal
promise that he will never talk about her in the presence of others. Dhamdhal and his
new bride celebrate their wedding night and the nymph becomes pregnant. The Rajput
warrior then brings his bride and their newborn son Pabuji to his homeland and settles
them in secret quarters. However, Dhamdhal’s first wife, the Rajputni Kamlade, soon
becomes suspicious of her husband’s opium-intoxicated nightly rambles. She follows
him on one of his visits to the nymph and discovers her husband’s secret. Consequently,
the nymph becomes invisible, leaving behind her child Pabuji with his father and
Kamlade. Ladhraj concludes this episode with Dhamdhal’s demise and the accession to
the throne by Pabuji’s elder half-brother Buro. Then Pabuji sets out on his horse to
travel to unspecified regions. In the course of his travels, he becomes a mighty
swordfighter with a fierce reputation among neighbouring kings and sultans. At this
point Ladhraj briefly refers to Pabuji's adventure in Sindh, from where he robs a herd of
camels:

70. sagara sim(dha) olamdi, vina lekhai samdht varaga
71. amne dai anabhamga, ramato dhamdhala ravauta

70. After crossing the sea (of) Sindh,"'° he chooses and spies a group of female camels.
71. The Son of King Dhamdhal brings and gives (the camels) (and) travels on,
unsurpassed.

Episode two (v. 74-168) offers an account of the marriage-negotiations to wed Buro's
sister Pema to the Rajput Jimda Khici, the lord of Jayal. By achieving marital ties
between the Dhamdhal and Khici lineages, Buro and his mother Kavlade'!! hope to
settle the long-standing family feud between the two, a feud that dates back to the time
when Buro killed Jimda’s father Saramg Singh and stole his cows. Though Pabuji is not
in favour of this arrangement, Buro persists. A coconut is sent to Jimda by way of

' In duha 1, Ladhraj is also named “Mala” and “Ladhmala’.

110 “Sagara stm(dha)” may refer to a sea near or in the southern province Sindh in present-day Pakistan,
but could also be read as “southern sea” or “the river Sindh”.

"'Tn duha 1, Buro’s mother is also named Kamlade and Kavlade.
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marriage proposition; Jimda accepts. When the dowry negotiations begin, Jimda insists
on Pabuji’s black mare Kalvi in dowry since this is the only way, he says, in which the
Rathaur can hope to atone for the death of his father. Pabuji turns down Jimda’s request
and in retaliation the latter (literally) refuses to let go of Pema’s hand during the
marriage ceremony. Jimda, moreover, threatens to steal the cows belonging to Charans
and to kill Pabuji. But Pabuji persists in his refusal and does not grant Jimda the mare.
By this time, Pabuji’s elder half-brother Buro has decided to hand over the mare to
Jimda. Buro thinks of a ruse to compel Pabuji to give up Kalvi and advises Jimda to rob
Deval’s cows, since Pabuji will surely hasten to recover the stolen livestock as he has
pledged to protect Deval’s cows and, as a result, Jimda will be in a position to ask for
Pabuji's mare in lieu of the cattle that he holds ransom. Pleased with the ruse, Jimda lets
go of Pema’s hand at last and promises Buro that he will not kill Pabuji in the struggle
that will ensue after he has robbed Deval of her cows:

153. pabii jiva pravamna, kyum mariim lyum kalavi
154. bara taharT bamha, valata saht na vadha su

153. Why should I kill (Pabu), I will take Kalvi, (says Jimda), Pabu(‘s) life (will be)
(my) evidence.
154. Buro, (on receiving) your promise, I will truly not kill your brother.

It is clear that this deal was made behind Pabuji’s back, for the poet describes how Buro
warns his clan members not to tell his brother about the ruse, before bringing Pema to
Jimda’s village Jayal.

The third episode (v. 168-198) briefly deals with Pabuji’s marriage to a Sodhi
Rajputni of Umarkot and the concurrent theft of Charani Deval's cows. It opens with an
account of Buro’s plans for a marriage between Pabuji and a Sodhi Rajputni from
Umarkot. Pabuji again protests against Buro’s arrangements and warns him that his
(Pabuji’s) death is near at hand and that Pabuji’s new bride will have to become sati
before long. Buro persists once again and Pabuji undertakes the journey to Umarkot. On
the way, a bad omen occurs: a tiger appears on the left side of the road. The groom’s
party nevertheless continues on its way to Umarkot where Pabuji marries his Sodhi
bride. His new parents-in-law offer him a festive meal. After that, Pabuji has to rush
back to Kolu to help Deval because while Pabuji got married, Jimda saw a chance to
rob Deval’s cattle.

Episode four (v. 199-383) is the longest episode of duha I. It gives an account of
Deval’s plight and the subsequent battles between Pabuji and Jimda. Deval, upon
discovering her cattle gone, first turns to Buro for help but Buro, instead of giving chase
to Jimda, just scolds the Charani and tells her to ask Pabuji for his support. Deval does
so and reminds Pabuji of his promise to protect her and her “hundred thousand cows”.
After consoling the Charani, Pabuji sets out to retrieve the stolen cattle upon which
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Ladhraj has the Rajput antagonists wage two battles. After the first clash, Pabuji
recaptures Deval’s cattle from Jimda and returns the cows to her, whereas in the second
battle, Jimda decapitates Pabuji and the Rathaur hero ascends to heaven.

The first battle episode opens with the introduction of Pabuji’s army of thieves
(thorT thata), also referred to as Bhil hunters (@heri) who resemble god (sura) and are
samvala, “black” or “dark”, a name also used for the blue god Krishna.!'> Before Pabuji
can give chase to Jimda, he first has to persuade his rather disinclined Bhil retainer
Camda to join in the war since the latter does not feel like calling off the festivities for
his daughters’ wedding. Pabuji reminds Camda of the duty to protect cows and of a
promise made by Camda, perhaps a pledge to serve Pabuiji (this is not explicitly stated
in the text). Pabuji reproaches Camda for his lack of martial enthusiasm:

249. camda tu tilamata, jiva sada kari jamnatau
249. “Camda! You know life (is) ‘short’, (therefore) do (what is) right,” (says
Pabuji).

258. vadhavai khatravata, matha parato tu mitai
259. canda vahara carhi, mamda pari mamcai maram
260. ila jiyai vina arhi, ki karis1 kahato kamadha

258. “Enhance (your) warriorhood, (for) on ‘growing’ slow, you will die”.

259. “Camda! May we grow “old” and die in (our) beds, after setting out (for war).
260. (for) what will (a man) do (who) lives (on) earth ‘for ever’”, says the
Rathaur.'

After Pabuji has finally managed to persuade Camda, the preparations for battle begin.
Drums are played, Pabuji’s sword is readied, and grooms saddle his mare and decorate
her. Pabuji “adorns” his body with armour, protective covering for his hands and a
helmet. The grooms fetch his fiery steed Kalvi, who is capricious and fast like a
monkey. Pabuji mounts his charger and spurs her on while brandishing his sword. Thus
Pabuji recovers the stolen cows and puts the enemy army to flight. On returning the
cattle to Deval (who is now referred to as Shakti (sakati) in verse-line 289) Pabuji is
asked to water Deval’s thirsting cows. To do so the Rathaur hero first has to kill the
demon in the well who turns the water black every night. The “Wielder of Spears”
(bhalala) Pabuji lances the demon and Deval’s cows are watered.

In verse-lines 297-304, the sequence of episode four is broken when the poet
reveals Pabuji’s imminent fate and describes how the warrior dies heroically while
fulfilling his promise to Deval. The poet then summarizes the earlier events in a

"2 Duha 1 (v. 238): “thori tere thata, cori surahi coratam”, and verse-line 254: “dheri aviyacha, sura sada
laga samvala”.
113 In other words: everyone has to die some day.
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somewhat random way by recounting how Pabuji returned to Kolu bringing back
Deval’s cows, how he hastened to Deval’s rescue and defeated the cattle thief, and
lastly, how Deval went to Kolu to ask Buro for help after Jimda stole her cows. From
verse-line 305 onwards, the narrative continues with an account of Buro’s assault on
Jimda, the latter of whom is referred to by the poet as the “son-in-law of Jamran”, the
lord of the dead. Buro attacks Jimda since he is under the misguided impression that
Jimda killed Pabuji.'"* Jimda assures Buro that Pabuji, whom he compares to Ram’s
brother Bharat, is still alive (v. 319): “mo bamdhava mareha, vikham bharato
gumjavai”.''> But Buro does not believe Jimda. He calls his brother-in-law a murderer
and a bastard who has “cut Buro’s nose”, i.e. shamed him. By killing Pabuji, Buro says,
Jimda did not stick to his part of the deal (Jimda’s promise not to kill Pabuji). Buro
attacks Jimda and gets killed by Jimda. Upon killing Buro, Jimda becomes full of
apprehension. He knows that he will not be able to withstand Pabuji’s anger, should the
Rathaur warrior decide to settle the scores on behalf of Buro. Thus when Jimda chances
upon Pabuji resting near a well, he right away resolves to attack the sleeping warrior.

At this point, the second battle between Pabuji and Jimda begins (v. 341). The
sleeping Rathaur hero wakes up at once and is ready to attack with his Bhil warriors at
his side. Pabu and Jimda taunt each other. Pabuji scorns his opponent, saying that Jimda
will not escape him, even if he flees to “Dayala”, with which the poet probably meant
Jimda’s village Jayal. The two Rajput warriors collide once more: “During the fight, the
clatter of countless weapons resounds. The gods witness (the battle) (and) consider (it)
laudable, therefore they praise (the events)”.!'¢ Innumerable arrows are aimed at Jimda.
In the end, Jimda beheads Pabuji. But the headless torso of the Rathaur hero does not
collapse. It, on the contrary, continues to fight and plays with stick-like weapons as if
celebrating the spring festival Holi:

355. mathai upari mamda, udiyo dhamdhala rava-uta
356. khici dala khamreha, rami damde holi ramai

357. matha vina mamdeha, rahi rahi dhamdhala rava-uta
358. sira bahiro satramha, pabi kitai parato

355. Son of King Dhamdhal! Upon ‘attacking’ (your) head, (Jimda) cut it of.

356. (Even so) (Pabuji) destroys the Khici army, playing with (weapon) sticks (as if)
celebrating Holi.

357. The son of king Dhamdhal( ‘s) torso continues to be involved (in battle).

358. Without head, Pabuji destroys (his) enemies (no matter) how many.

14 We do not learn why Buro believes that Jimda killed Pabuji. From the prose-version of Pabuji’s tale in
the seventeenth-century chronicle written by Nainsi (Sakariy 1984) it can be read that it was Deval’s
younger sister who made Buro believe that Jimda killed his brother, thus inciting Buro to attack Jimda.

5 Duha 1 (v. 319): “(Pabu) ‘prevails’ (like) Bharat, (he is not dead) he killed my brother (whom) we mourn”.

"8 Duha T (v. 352-53): “udaim a(m)karitha, lekhai bahiro loharai. dekhe deve ditha, vada jhudha tena
vakhamniyo”.
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From verse-lines 362-63 it appears that the conflict is finally brought to an end after
Jimda manages to throw an indigo-coloured cloth over the warring torso and it finally
collapses.''” But even after this event, the poet continues to prolong Pabuji’s role in the
proceedings since it is Pabuji who stays Camda’s hand when he is about to trounce
Jimda. Pabuji does so since the demise of his foe and brother-in-law would have
rendered his half-sister Pema a widow. Afterwards, Camda also dies in battle. At this
point, the narrative becomes redundant again, for the poet reiterates how Pabuji fought
for the protection of Deval’s!'® cows and returns the cows to her, saying: “I am the son
of King Dhamdhal, I protect honour in Kaliyuga”.!' In the following verse-lines (v.
376-77) the poet again identifies Deval as a goddess and refers to her as “Shakti
Devalde” and he begs Devi to bless his recitation of the pabiiji ra duha.

After killing Pabuji, Jimda flees the battlefield. The Rathaur hero attains his well-
deserved place in Vishnu's heaven. Bringing the second battle episode to a close, the
poet states that God has revealed his power through Pabuji:

377. pava vaikutha vasamta, thapi prith mam thapana
378. de devi asisa, kamadhaja ra suni suni kaghamna
379. varadha kodi varisa, sauha japasi dhyast jagata
380. pabi tau pachaiha, deva tana dakhai dunt

377. (Pabuji’s) rule has been established on earth, (his) body dwells in Vaikumtha.

378. Goddess, give (your) blessings (on) hearing the (warrior’s) story again and again.
379. Everybody will praise (Pabu) (for) millions (of) years in all worlds, mankind will
remember (him).

380. Pabu, through you, God makes (himself) known to the world.

In the fifth and last episode of duha I (v. 384-526), the poet tells the story of Jhararo,
Buro’s son. In the first verse-line, Buro’s wife Dod Gahelari and Pabuji’s Sodhi bride
are praised for ascending their husbands’ funeral pyre to become sati. Before
committing her body to the fire, Dod Gahelari takes a dagger and cuts open her
abdomen. Thus Jhararo is born. His mother hands her child over to female relatives
saying: “Aunt, sisters-in-law, mother, mother’s sister(s) (and) maternal aunts! Take

"7 In the Bikaner Archives Ms.72, also titled pabiiji ra duha, the poet describes how Jimda sprinkles a blue
coloured substance over Pabu's headless, fighting torso to make the body collapse (Kaviya 1997: 89). The
custom is today accounted for by the fact that indigo is not a pious colour and hence serves to counter
preternatural occurrences (personal communication Dr. Vikram Singh Rathaur, Jodhpur 2000). Hiltebeitel
(2001: 318) describes the use of indigo coloured cloth as “carrying overtones of menstrual pollution”.

"8 In verse-line 373 two or more Charanis (“caraniyam”) are mentioned, perhaps representing Deval and
her younger sister who is often portrayed at the Charani’s side in the contemporary tradition.

"9 Duha 1 (v. 375): “kai kali mai kirati, rakhu dhamdhala rava-uta”.
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(this) child, sisters! He will return (and) “take” honourable revenge”.'*® The sari
instructs her family or the boy Jhararo (or both) to be brave since that is what Pabuji
and Buro stood for. Conform to his mother’s wishes, Jhararo is brought up by his
maternal family. When he is a young boy, his grandmother keeps to herself the story of
the fate that befell his father and uncle. Jhararo, oblivious of his family’s history, spends
his time with mischief, teasing women on their way to the village well. But one day, an
“evil-tongued” aunt tells the boy about his past.

As soon as Jhararo learns how Jimda killed his father and uncle, he sets out to
take revenge that instant. On his way to Jimda’s village Jayal, the boy takes initiation in
the Nath sect of Guru Goraknath and unburdens his heart to the Nath Guru, telling him
about Jimda's “treacherous behaviour” and his insistence on having Kalvi, which
prompts Buro to come up with a plan and force Pabuji to hand over his mare. Jhararo
recounts how Jimda broke his promise and killed Pabuji in a “dishonest battle” even
after promising Buro, “taking Gorakhnath’s name”, not to kill Pabuji. From the latter
part of the boy’s story, we learn that Jhararo feels that it was not the death of Saramg
Khici at Buro’s hands that was at the heart of the Dhamdhal-Khici feud but the struggle
over Kalvi: “Jimda kills Buro and Pabu both (because of) that horse”.!?! Upon hearing
the boy’s story, Goraknath promises Jhararo the head of the evildoer. He instructs
Jhararo to go to Jayal and the boy goes on his way. However, before continuing with
his account of subsequent events in Jayal, the poet first reverts to the story of Jhararo’s
initiation in the Nath sect. Jhararo (“who is without impurity”) has a part of his body,
most probably his ears, pierced by Gorakhnath in what may be a reference to a ritual of
the Kanpathi (split-ear) Nath Yogis of Rajasthan (v. 445): “o amali ri raya, kohika
kera-ita kamadham”. The poet then summarizes future events and recounts how the
consecrated Yogi Jhararo (“who ignores worldly pleasures”) confronts an enemy,
probably Jimda, and demands a black horse (probably Kalvi) and threatening to behead
his foe if his wish is not met. The following verse-lines are somewhat unclear but could
be interpreted as a reference to yet another Yogic rite, one in which the boy is given raw
meat to eat after which he attains yogic powers: “balaka ro mana biha, pariyo lyaya
pamcano. jhararai matho jhali, kaco damte karariyo” (v. 449-50).

From verse-line 454 onwards, the poet resumes his earlier narrative and describes
how Jhararo, now referred to as a Yogi (jogi) and Guru (@yasa), travels to Jayal. On
arrival he meets his aunt Pema, who thinks she recognises her nephew in the Nath
mendicant and asks him to reveal his identity. After much prompting, the boy finally
declares that he is indeed a ‘“Rathaur warrior from Maravaru” and her nephew who has
come to Jayal to take revenge. Pema and Jhararo rejoice in meeting each other and
begin planning Jimda Khici’s demise. Pema advises Jhararo to tiptoe towards his uncle
while the warrior is still asleep, wake him up and then kill him before the great warrior
becomes fully awake. Jhararo rebukes her. Such a scheme, he says, will not result in an

120 Duha T (v. 388-89): “bhuva bhojayamha, ma masi mausaliyam. balaka lyau bayamha, vaira sahi o
valas1”.
121 Duha 1 (v. 436): “tina jido to khara, biiro pabil hina vinhai”.
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honourable revenge. “Brainless woman!” exclaims the boy, “Do not make pure,
impure”.!?> Pema, unimpressed, continues to doubt whether a mere boy like Jhararo will
be able to defeat her husband. She does, however, take Jhararo to where Jimda lies
sleeping and assures her nephew that he can slay the man while he is in this
unconscious condition. Seeing the white of his uncle’s half-closed eyes, Jhararo flees.
His aunt calls him back and reminds him of his warrior’s duty, upon which Jhararo
returns and resolves to prove his manliness. He seats himself atop Jimda’s breast and
then wakes up his uncle to announce that he has come to revenge the death of Buro and
Pabuji.

500. upari chati aya, biiravata baithau bahisa

501. jayala rava jagaya, kako pita mamgu kahai

502. jimdo jagai joya, kalariipa ditho kamadha

503. kahi to samo na koya, pramna vacai paranavasim
504. nakata na choduha, moru sira jhararo munai

500. Buro’s son arrives (and) sits on (Jimda’s) chest.

501. Waking the king of Jayal, (the boy) says: “I demand (revenge) (for) (my) uncle
(and) father”.

502. Jimda ‘becomes’ (wide) awake (when) he sees (Jhararo), (for) he sees Kalarupa'
(death) (in) the Rathaur warrior.'**

503. (Jimda) ‘says’: “No one ‘equals’ you! (If) (my) life is spared, I will arrange (your)
marriage” .

504. Jhararo answers: “Dishonourable (man)! I will not let (you) go, I will ‘cut off’
(your) head”.

Jhararo beheads Jimda. When Pema expresses her wish to become sati with her
husband’s torso and head, Jhararo hands over his uncle’s skull. Without showing
emotions, Pema mounts Jimda’s funeral pyre and “burns heroically”.'”® In the
concluding verse-lines (516-526) of duha 1, the poet has Pabuji praise his nephew by
calling him a “Great Hero” and a “Protector of the Lineage”, since Jhararo’s deeds add
to the glory of holy places like Surgir, Gamga and Samamd. Pabuji’s and Jhararo’s
fame is eternal and will, in accordance with good epic tradition, last as long as “sun,
moon, gods and the earth” continue to exist (v. 521): “siiraja camda suramda, ila tam
laga rahija amara”. The poet concludes by stating that Jhararo is an immortal warrior to
whom no suffering will attach itself.

122 Duha 1 (v. 470): “mati hini maiha, moti asuhai ma kari”.

123 Kalarupa: death.

124 In other words: Jimda realizes that Jhararo embodies Death.
125 Duha 1 (v. 515): “kathe carhi kariira, pemam ujavalai parhii’”.
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Parvaro

The 86 verse-lines long parvaro has been attached to duha I in the manuscript under
review (Ms.402) and in several other manuscript versions of Ladhraj’s
composition.'? The identity of the poet or reciter of the parvaro remains uncertain
and we may, as noted in the previous chapter, attribute this composition to two
poets: Mohandas and/or Ladhraj. What is clear is that this version of the parvaro
was recited in 1720 while it was committed to paper in 1769 by a scribe named
Pamdit Khusyal:

80. pabt krita puniha, satrau(m) sai arharo tarai
81. cavadasa camda rantha, caitra masi citrana ksatra

80. I ‘recited’ Pabu’s praise in 1778 Vikram Samvat.
81. (On) the fourteenth day of the lunar month of the year (when) the moon is in the
constellation of Citra.

85. sam 1827 vi sai ra vaisakha vada 10 dine likhatu pam khusyala carT asaramadhye
85. (Written by) Pamdit Khusyal in Cari Asara, on the tenth day of the first half of
the month of Vaisakha (in) 1827 Vikram Samvat

Through the parvaro, its poets expressed their devotional feelings towards the hero-god
Pabuji by praising his divine powers and martial exploits.””’ Pabuji’s divine
intervention is detailed by means of several miracle tales, beginning with a story
about a Rathaur Rajput named Vagha, who steals a drum from a Bhopa (priestly
performer) who serves at Pabuji’s temple in Dhamgarva (v. 2-27). The Bhopas pray
to Pabuji for help, upon which:

10. kamadhaji upari kopa, kidho bhopam nu kahai
11. thapila pitha jathapa, amnu rhola utavalo
12. pabu dukhave peta, garhau vaghai kamadha ro

10. (Pabu) became angry ‘with’ the Rathaur warrior (Vagha) and ‘said’ to the
Bhopas:
11. “(I will) hit (Vagha’s) back (with) a thapila'®® (and) I will quickly restore the

drum.”>®

126 For example: the eighteenth-century (RRI) Ms. 634 pabiijt ra duhd, and the nineteenth-century (RORI)
Mss. 11013 (27) pabiji ra duhd-sorathaa and 8823 pabiiji ra duhd, which are all three ascribed to Ladhraj
(Bhathi 1973: 15-16).

127 This two-fold subject matter can, as already noted in chapter 1, also be read from the different meanings
attributed to the word parvaro, including “war” and “heroic deed”, as well as “glory” and “divine miracle”.

128 Thapila: a wooden instrument for patting and beating used by masons and other craftsmen.

129 Reading dhola for rhola.
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12. Pabu causes pain in the fat belly of the Rathaur warrior Vagha.

Vagha turns to the Bharara Bhopas for a cure.'® They tell him to pour sico (clean
water to remove impurity) and to recite Pabuji’s name with sincerity. Once Vagha is
restored to health, he repents and returns the drum to the temple and becomes a true
devotee of Pabuji. He is now fully convinced of Pabuji’s divine powers.

The next tale (v. 28-43) gives an account of how Pabuji punishes the Bhati
Rajput Jaiti for cutting an Acacia tree (Khejara) planted near Pabuji’s temple by
Ratna. From verse-line 34, it appears that Pabuji killed Jaiti in punishment. The poet
adds that people now meet to attend melas (religious fairs) near the pond where
Pabu killed Jaiti."*! In verse-lines 38 to 43, however, a living Jaiti continues to play a
part. The poet describes how Jaiti, now full of remorse, bows to Pabuji’s feet and
readily accepts the hero-god’s supremacy. To further atone for his deeds, Jaiti plants
a silver tree with golden samgari (pods). The listing of Pabuji’s miraculous deeds
ends with a reference to the help that he gave to the Rathaur ruler of Jodhpur Rao
Gamga in a battle with “Sekho” and “Daulat”.'?

44. gamgai hu upagara, bhalalai kidho bhalau

45. muhiyarase khomari, daulatiyo bhagau durita
46. jhala suni ju(m)jhari, ajagai bi-uipara karai

47. ukare ke vara, kata kam agila kotaro

48. pabi pasara na ha, kalu ara phaujam nam karai
49. to paratapa huti ha, vijakai dhamdhala rava-uta

44. By the Spearwielder (Pabuji) ‘justice’ has been done, (his) benevolence (is) with
King Gamga.

45. The heroic (prince) Sekho died (in battle), the enemy, Daulat, fled away.

46. On hearing ‘a cry for help’, Jumjhar (Pabuji) immediately ‘comes to the rescue’.

30 1t is not clear whether “Bharara” refers to the Bhopas serving at Pabuji’s Dhamgarva temple
mentioned in verse-line 4 or whether the allusion is to Bhopas from the Bharara Bhil caste group of
Madhya Pradesh, or both.

31 Parvaro (v. 34-35): “bhati nu bhelau, mare kidhama sosa nai. mila mina pam melau, talau vichai jai
niyo”.

132 According to the chronicle tradition of Rajasthan, Rao Gamga, son of Suja (c. 1498-1515), was a
sixteenth-century ruler of Jodhpur. Gamga established his reign with the help of his followers from
Rathaur sub-clans and managed to ascend to the Jodhpur throne instead of his elder brother Vikram. This
arrangement led to several annexation wars between Gamga and Vikram, resulting in the usurpation of
Sojat by Gamga (G. D. Sharma 1977: 8f). Gamga joined forces with Rao Jaitasi of Bikaner to confront
the army of the Nawab of Nagaur, Daulat Khan (Sarkhela Khan) at Ganghani near Bikaner. No consensus
seems to exist about the date when this event is supposed to have taken place (cf. Pranseh 1991: 195,
Sakariya 1984: 87-102). “Sekho” probably refers to Rao Sekha, another son of Rao Suja (c. 1498-1515)
who ascended the Jodhpur throne after the death of Rao Satal (1484-1498) but he is, at times, also
referred to as the uncle of Rao Gamga with whom the Rao battled over the rights to the throne of Jodhpur
and who lost his life in the battle of Ganghani (Sakariya 1984: 87-102, G. D. Sharma 1977: 89).
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47. Several times he ‘warded off’ the armies (which) ‘advanced’ ‘upon’ the fort.

48. (Upon) obtaining Pabuji’s protection (in) Kaliyug, the armies of the enemy can
not ‘cause’ (harm).

49. Son of King Dhamdhal! (Because of) your might, (the enemy) ‘laments his fate’.

In the remaining couplets of the parvaro, a poet (Ladhraj or Mohandas) talks about
his devotional feelings towards Pabuji and the Goddess, and extols Pabuji for
interceding when his devotees encounter difficulties. In verse-line 46, the poet
furthermore praises Pabuji as a Jumjhar (ju(m)jhari), a deified forefather who comes
to the rescue immediately on hearing a cry for help. Indeed, states the poet, even a
murderer can expect to be redeemed upon seeking the protection of Dhamdhal’s son.

In verse-lines 52-53, “vamsa vamkhamneha, kirati mohana dasa kavi, didht
dugamniha, rijhe dhamdhala rava-uta”, the poet Mohandas Kavi is mentioned as the
one who has recited the “fame of Pabuji”’s lineage” and received a coin as a token of
Pabuji’s appreciation. Then follow the verse-lines already quoted in chapter 1,
giving rise to some confusion about the identity of the parvaro’s poet, since both
Mohandas and Ladhraj are mentioned as the poets of this composition (see chapter
1). Next, it is made apparent that the parvaro was composed to profess devotion to
both Pabuji and Pabuji’s “neighbour” the Goddess. The poet declares himself to be a
devotee of Pabuji and he explains that the worship of the folk-god Pabuji and the
mother-goddess does not exclude each other even though the poet’s dedication to
Visahathi, the “twenty-armed Goddess”, is presented as the supreme form of
emotion. An apparent attempt is made to solve these conflicting loyalties because it
is stated that there exists no disparity among gods and the only thing that counts in
these matters is men’s devotion to the gods in general. This verse-line does not, it
seems to me, really solve the poet’s conflicting feelings for he continues by writing
(verse-lines 75-77) that the existence of a multitude of gods has made many
devotees lose sight of “true faith”, which, it here emerges, is defined as Shakti
worship since the poet asserts that in his heart (v. 77) : “(devotion to) the mother
goddess (is) not different (from) devotion ‘to” all (other) gods™.!*

To end the parvaro, the poet once again asks the Goddess and Pabuji for their
blessings and he voices the hope that his composition may contribute to the spread
of Pabuji’s fame among people. Pabuji’s approval of the poem is cited, as is the
hero-god’s promise to bestow virtuous qualities upon that man who declaims and/or
listens to the parvaro. In verse-lines 82-83, the poet Ladhraj (talking about himself)
or Mohandas (talking about Ladhraj) informs his audience that Ladhraj recited the
302 couplets of duha I and the parvaro to comply with the Goddess’s wishes:

82. duha murasai doi, pabii ra ati prita thi.
83. suni lokayai soi, kahya ladhai devi hukama.

133 Parvaro (v. 77): “maharai manura mami, bhinana hasaba deve bhagita”.
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82-83. (On) Devi(‘s) command all 302 couplets ‘dedicated to’ Pabu were recited by
Ladhraj.
82-83. On hearing (the 302 couplets), they were very much loved (by) the people.'>*

Gitl

The narrative content of the shorter heroic poems (gis), coined git I to V for the
purpose of this study, are summarized below beginning with the late-sixteenth-
century git I followed by the undated git II and the undated poems published by N.S.
Bhati (1973: 78-85): git 111, git IV and gir V. To end this chapter, the content of the
nineteenth-century manuscript-version of duha Il will be discussed. First: gir 1, the
oldest manuscript at my disposal. This composition is part of the rathaura
gunagand, a collection of short praise poems composed in honour of the Rathaur
rulers Raja Surya Singh (by an anonymous poet), Raja Gaj Singh (recited by Josi
Gamgadas) and Rav Maldev (written by Barath Harsur).!* The last poem of this
manuscript is git I, a composition dedicated to Pabuji, thus including this small-time
warrior in the poetic catalogue of historical Rathaur rulers. The anonymous poet of
git I evokes Pabuji as the pride of his lineage and extols his qualities as a protector
of cattle, but one does not read about Pabuji’s battle with Jimda, nor are Deval and
her cows mentioned, since the poet chiefly dwells upon Pabuji’s looting expedition.
He underlines that Pabuji’s deeds are “glorious among Rathaur” since he served his
land or God (sadhira@) by driving away she-camels'* from “the South”."*’ In
addition, Pabuji is also portrayed as a warrior who “flattens mountains” and who,
mounted on a saddled horse, robs other lineages. “The warrior from the lineage of
King Simha”'* drives along many she-camels across the border and he makes his
opponents engage in battle. The last verse-lines of git I evoke Pabuji’s adventures in
“southern regions” (v. 6-9):

1141

6. rate ()IT'* baisa(m)'*’ valharam s, uthai'*! jhoka avari

134 A more literal interpretation of verse-lines 82-83 would be: “All 302 couplets ‘dedicated to’ Pabu were
very much loved, (by) people, on hearing (the 302 couplets) ‘recited’ by Ladhraj (on) Devi(‘s)
command”.

135 Gita raja saryasimgha rau, gita raja gajasimgha rau josi gamgadasa rau kahyau, gita rava malade
rau baratha harasiira krta. 1have not been able to trace data about the poets Josi Gamgadas and Barath
Harasur.

136 Shekavat (1968: 25, n.17) translates samdhariya and kamalf both with “she-camels” (mtniem).

137 Sindh as a region “south” (lamka) of Marwar or Ravana’s mythological Lamka. In Shekavat (1968:
25) it is clear that Sindh is meant (v. 3): “vegara palha liya varadai, simdha tana samdhi ra”.

138 Based on Shekavat (1968: 25, n.2), who reads siha harai as “a warrior from the lineage of King Simha
(Siya)”.

13 Unclear sign, probably representing “i”.

140 Unclear whether the letters “ba” and “sa” were meant to be crossed out, or whether they should be read
as baisa(m), baisi(m), besi(m), or perhaps baisau(m).
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7. pata ltyai amni pramavale, sa(m)ra jhoka savhari(m)
8. pachima disi pabii padharai, vegaja kamadhaji vali
9. pa(m)ra dipam siim lyayau(m) pabi, kivalai rai kamal1

6. In this manner,'? he assembles powerful (warriors) with sword(s), (and)
advances (upon) the (camel) pen (with) an army fully adorned for battle.'#

7. The horse-riders take the whole (camel) pen, (thus) they conquered the
(opponent’s) realm (on) the command (of the) leading (warrior).'**

8. The Rathaur warrior'” Pabuji quickly ‘returns’ (from) the southern ‘region’.

9. (With) ‘lustrous’'* weapons Pabuji ‘robbed’ the Badshah'* (of his) she-camels.

A shorter, somewhat different version of giz I, the seven verse-lines long (including
the title) gita pabii dhamdhalauta rathaura rau published by Shekavat (1968: 25),
conveys more or less similar images as the manuscript version of the poem
discussed just now:

. gita pabi dhamdhalauta rathaura rau

. pabu pata rai riipa rathavaram, sevai tiijha sadhira

. vegara palha liya varadai, simdha tana samdhi ra

. pabii parabata kiya padhara, gharahara pamkhara ghorai
. stha harai liya samdhi ra, lakha tpara lodai

. pachama tani pabi pataudhara, birhai kamamdhaja valt
. para dipam hiim amn1 pragari, kivalai raya kamalt

~N QN B WD

Again, the poet describes how Pabuji towers like a mountain among Rathaur
warriors because he served his land. Pabuji’s might is illustrated by images of Pabuji
as a warrior who “flattens mountains” and robs other lineages while mounted on a

141 Blotched. Perhaps: muthai. However, alliteration would require: “utahi ... avar®” (mitr varn
vainasagar).

142 “Besi” read as “baisT”: “usa prakara ka”.

143 A more literal interpretation would be: “In this manner, he assembles with (his) sword powerful
(warriors) (and) advances (upon) the (camel) pen (with) an army fully adorned for battle”.

144 This verse-line could also be interpreted as: “Many (she-camels) were taken along for the king”, if
“liyai” can be read as “lie” (“li-y-e”).

145 “Kamadhaji vali” is perhaps an example of the usage of a feminine form for masculine subjects (Smith
1992: 264). This feminine ending was probably dictated by end-rhyme, i.e. the need for “vali” (v. 7) to
rhyme with “kamali” (v. 8). Compare Shekavat (1968: 25) who has (v. 6): “kamamdhaja vali”.

146 Shekavat (1968: 25, n. 3) reads “dipam” as “dvipo”, “island”, perhaps a reference to Kacch in Gujarat
or to the mythological island Lamka. In verse-line 3 (Shekavat: ibid), however, the reference is clearly to
Sindh: “vegara palha ITya varadai, simdha tana samdhi ra”. It, therefore, seems more apt to trace “dipam”
to “dipanau”: “camakana, shobha dena”.

471 interpret “kivalai ra-i” as “badshah”, based on Shekavat (1968: 25), who reads “kivalai raya” as
“musalamanom k1 mukhya, badashaha”.
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saddled horse, etcetera. The main difference between the manuscript and printed
version of git I concerns the listing of the name of one of Pabuji’s adversaries in the
latter composition, the poet of which mentions one Vegara of Sindh, the “King of
the south”, whose herd of she-camels is stolen by Pabuji.'*® Additionally, gir I also
contains two more verse-lines (6-7) than Shekavat’s version of this poem. Other
differences mainly concern matters of spelling and word choice. Compare, for
instance, the second and third verse-lines of git I and Shekavat (1968: 25):

2. pabi pati re ripaka ra(m)thavare, seve tujha sadhira
3. vegadai pali varada-1, sahi lamka tana samdhadiya

2. pabii pata rai riipa rathavaram, sevai tijha sadhira
3. vegara palha liya varadai, simdha tana samdhi ra

Git11

The untitled, undated and anonymous 44 verse-lines long git II opens with a
description of Pabuji’s marriage with the Sodhi Rajputni of Umarkot. Another
printed and 45 verse-lines long rendering of this composition (git III) has been
published in N.S. Bhati (1973: 83-84) and is titled Gita pabuji rai vivaha samai rau
(“Song ‘about’ Pabuji’s wedding”). The recitation, (and probably also the
composition) of this printed poem has been attributed to the poet Samdu Cainji by
the Rajasthani Research Institute (Chaupasni) as becomes apparent from the poem’s
subtitle: Samdii cainaji rau kahiyo (“recited by Sandu Cainaji”). Apart from the
latter ascription of the poem to Samdu, and the fact that the printed version (git III)
has one more verse-line (i.e. the title of the poem) than gir II, and with the exception
of the use of dissimilar words and distinct spellings, the manuscript and printed text
versions of this composition do not vary greatly. Compare, for example, the
differences between verse-lines 9 to 13 of git II, with verse-lines 10 to 15 of git III:

9. neha nava r1 (ji)ka vata cita na dhart
10. prema gavari tanau namma payau

11. raja (kam)var [rahT camvari]'* cadhi
12. apa bhamarf tant pitha(m) ayau

10. neha nava 17 jika vata cita na dharl
11. prema gavari tano namha payau
12. raja kamvari rahi camvart carht
13. apa bhamart tant pitha ayau

148 Shekavat (1968: 25, n. 1) reads “vegara” as a name for Muhammad Begara.
149 An insert sign following “vari” refers to illegible words scribbled above, perhaps reading: “ra dara”.
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As one would expect, the narrative content of git I and II is also quite similar. Both
gits open with a description of Pabuji’s wedding: how he takes the hand of his Sodhi
bride, a part of his clothing is tied to her wedding dress and how, at the same time,
the cows of Charans are rounded up by cattle thieves. Pabuji leaves his bride behind
at the marriage altar, mounts his mare and rushes to the cows’ rescue. In the next
verse-lines (git I v. 13-16, git Il v. 15-18 ), Pabuji’s black mare Kalvi is praised, in
particular the way in which her hooves dance to the tune of drums and the resulting
sound: “dhribachara dhribachara”. Kalvi performs fearsome somersaults and arrives
at the battle scene, galloping as fast as Kali’s discus flies and neighing heroically.
And the poem also brings to mind Pabuji’s sense of duty; it is so deep that not even
the sound of wedding songs can make the Rathaur hero forget his obligation towards
the Charans or the duty of a Kshatriya, here described in terms of the protection of
cattle (git IT v. 17-20):'%

19. vita rau vaharii vanyau tina vari mai(m)
20. cita raja rita vata tanai calai

19. During this time, the protector of cattle ‘stood firm’.
20. (With his) heart, he ‘follows’ the road °‘preordained by’ the Kshatriya
tradition."!

Dressed as a bridegroom and accompanied by the sound of war instruments, Pabuji
gives chase to his foe Jimda, who is called a “Sambhari” in this poem.'> Jimda also
stands firm, and refuses to hand over the stolen cows to Pabuji. The leader of the
Khici lineage, Jimda, takes out his sword from its scabbard and defiantly twirls his
moustache to indicate that he accepts Pabuji’s challenge. And Pabuji, “The
Spearwielder”, “The Protector”, “The Pride of his Dynasty”, readies his lance. The
two Rajput heroes and their armies clash. Headless warriors continue to display their
battle skills. The broad-shouldered hero Pabuji kills many of Khici’s warriors, in this
manner satiating the hungry Yoginis and filling their begging bowls (git II, v. 35):
“chilachila patara bhara jogani chaka”.!® Thus Pabuji proves himself “a crown on
the glory of his Dhamdhal ancestors”. Alongside the hero, the Bhil warriors Camda
and Damai also prove their worth in battle, as does their army of 140 Bhil
combatants. In this manner, concludes the poet, Pabuji kept his word and added to
his fame by recovering the Charan’s stolen cows.

150 Compare git IIT (v. 19-22) in N.S. Bhati (1973: 84).

151 More literally: “He goes the road of the Kshatriya tradition (in) (his) heart”.

152 “Sambhari”: a Chauhan Rajput from Sambhar (near Jaipur).

133 The begging bowls are probably filled with blood, if this image can be compared with the image used
in chamd I (v. 28): “patra piri sakatiya rata piyai, lakha khecara(m) bhiicara bhakhaltyai”.
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Git 1V

The poet Barahat Amaradas, the composer and/or reciter of the 16 verse-lines long
git IV, composed this poem to exalt Pabuji by describing his divine qualities. The
hero’s martial deeds remain largely unsung even though the poet does praise
Pabuji’s death in battle (N.S. Bhati 1973: 78). In the first verse-lines (2-3) the poet
testifies that no one equals Pabuji since he towers over his fellow human beings like
Mount Abu soars above other mountains. In the following, rather ambiguous verse-
lines (4-13), Pabu is compared with (or described as) a god who straddles and rules
the sky, whereas his powers are compared to Shiva’s ascetic fervour and Devi’s
glory. The poet also praises Pabuji’s horse and his sword by ascribing exceptional
powers to them. In verse-line 10, the hero-god’s strength is extolled by comparing it
to Arjuna’s bow, and in the subsequent verse-line (11), it seems that Pabuji’s story
or poem is compared to a holy book or sacred scripture: “gurara gravana jimi natha
ra gramtha” (N.S. Bhati 1973: 78).!%* In verse-lines 14 to 15, Pabuiji is praised for his
patronage of the temple (thamna) in Kolu, a deed (the poet stresses) which adds to
the fame of Shiva’s temple. The poet also extols Pabuji for fulfilling his purpose on
earth, perhaps a reference to dying in battle in order to keep his promise and protect
the Charan’s cows, as Pabuji’s headless torso continues to fight until, finally, Pabuji
goes up to “the realm of the gods” (v. 16-17): “kamala pariyo pachai khalam pare
kitam. sura mamdala bhediyo pratht sidho” (N.S. Bhati 1973: 78).

GitV

The nineteenth-century gita pabiiji rau dsiya bamkidasa rau kahyau (git V)
composed by the Charan poet Asiya Bamkidas (1781-1833) from Jodhpur comprises
16 verse-lines and was published by N.S. Bhati (1973: 85). This poem centres on the
battle between Pabuji and Jimda; the way Pabuji abandons his bride in the middle of
the wedding ceremony and rushes to the battlefield to combat Jimda Khici, still
dressed as a bridegroom. Throughout the rest of this composition (v. 6-17),
Bamkidas equates marriage rituals with the rite of battle, for instance by mirroring
Pabuji’s longing to get married with his even greater passion for war. Dressed in his
marriage costume, Pabuji passionately attacks the enemy as if he were wedding his
bride. Battle cries resound in concert with auspicious wedding songs. Weapon-blows
pour down upon the head of the warrior like flowers raining down on a groom. He
who worshipped the marriage-garland in his in-laws’ house is now himself
“worshipped” by enemy swords, that is to say that he endures the attacks of his foe.
In verse-lines 13-14, it is made apparent why Pabuji rides against Jimda, that is, to
protect the Charan’s cows (most likely Deval’s cows). Therefore, or so one could
interpret, Pabuji’s fame will last as long as the mountains Girnar and Abu continue

134 “Gravana” may refer to “song, narrative, poem or ballad” and to “mountain”. This verse-line could,
therefore, also be interpreted as: “The Nath’s gramtha (is) ‘like’ a mighty mountain”. If “Nath” is seen as
areference to Nath yogis, the verse-line could also be interpreted thus: “The Nath (yogi’s) holy book™.
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to exist. Bamkidas concludes by describing how Pabuji, after decimating Jimda’s
army, is vanquished, and sleeps on the battlefield “like in a bed” (v. 17): “paudhiyau
seja rana bhoma pabd” (N.S. Bhati 1973: 85).

Duha 11

To finish, I will summarize the narrative content of the 10 verse-lines short duha 11.
The time of composition of this work is unknown. This work was composed in
praise of the cow-protector Pabuji, who is here depicted as a young boy-warrior
(balaka) who spurs on his horse to right wrongs. In comparison with the other
selected compositions, the poet employs rather unusual imagery in the first verse-
line where he has Pabuji tame “wild horses”, literally: horses “(with) feet (that) do
not go straight”."> Another uncommon image is found in the fourth and fifth verse-
lines where the poet compares Pabuji’s Battle of Kolu to that “other battle”, the

Battle of Kurakheta (Kurukshetra) as described in the classic epic Mahabharat:

4. kalahana kolu kaha, ka-i kalahana kurakheta ka
5. sahaim sorT khaha, ripaka dhamdhala rava aita

4. (During) the battle (of) Kolu (and) (during) the other battle, (at) Kurukshetra
5. (The heroes of both battles) attacked (to gain) ‘fame’, protection (and) glory.

The poet evokes Pabuji’s attack on his foes and the way in which he decapitates the
neighbouring enemy and rushes forward like “fire fanned by the wind” (v.10).'%¢ The
last verse-line (11) reads: “balaka jyim vauha jamna, rikhai dhamdhala rava tta”. I
interpret it thus: “Thus the boy protects the herd, ‘riding’®” (on his horse). O, Son of
King Dhamdhal”.

155 Duha 11 (v. 1): “pavamga alagai pagi, simcara tau stidhau nahi”.
15 Duha 11 (v. 10): “pabil pari pathamna, pasi kamala pariya pachau”.
57T interpret “jamna” as “savari’.
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4 Dimgal Prosody

Heroic-epic poetry genres can sustain many functions, all of which can be thought of
as collective “charters”, including social, religious, ritual, psychological and
ideological reflections on a people’s past, present and future. As Finnegan (1977:
273f) states; “It is through poetry - not exclusively, certainly, but surely pre-
eminently - that people create and recreate (their) world”. From this angle, heroic-
epic genres have been studied as ‘“social charters”, or the expressions of a
community’s view of their history, ideals, ethos and/or religious beliefs to see how
heroic-epic genres sanction political control, socio-religious eminence or,
conversely, challenge societal status quos by giving voice to rival ideas about power
relations and class rankings. In addition, heroic-epic genres can also function as
individual or collective artistic expressions with pedagogic and/or entertainment
value, ritual performances, healing ceremonies and as ways to earn one’s livelihood
(Finnegan 1992: 125f). All these functions co-exist and can be attributed to different
heroic-epic genres, in several ways, by diverse communities or, within one
community, by its different members (Branch and Hawhesworth 1994: passim,
Oberhelman et. al. 1994: passim). From reflections upon the purpose of the chamds,
duhas, parvaro and gits by their poets, it can be surmized that their compositions had
an evidently devotional, at times ritual, and most often martial function.

The opening verse-lines of chamd 1, and other instances in which the poets
directly address Pabuji, like in duha 1 and the parvaro, imply that the poets
composed these works to invoke blessings of the gods in general and/or of Pabuji
and Devi in particular. The invoked blessings are most often articulated as divine
help in bringing a composition or recitation to a good end. Pabuji is particularly
invoked to ask for his protection for a poet’s personal benefit, should he fall upon
hard times or, more generally, to ensure that Pabuji’s devotees and future
generations will be kept from harm. The description of the healing rite in the
parvaro in addition suggests that Dimgal poetry could also have a ritual and healing
function and may have been part of medieval rites at temples dedicated to Pabuji.
All poems have a clear martial function: they give voice to the martial ethos of
warrior communities by eulogizing warriors and their deeds, “to make their fame
immortal” and thus set standards of bravery for subsequent generations. Though
none of the poets directly states that his composition served to delimit contemporary
heroic standards, it is nevertheless clear that the poets of the Pabuji tradition gave
voice to common heroic standards by praising Pabuji and by disparaging what was
looked upon as cowardly conduct as can be understood from the portrayal of Jimda
and the Bhil warriors in duha 1, who are at times cast as cowards and thieves. In
setting standards of bravery by glorifying death in battle and the warriors’ protective
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functions, the poets gave voice to the religiously inspired ideal of sacrificial heroism
(discussed in chapter 5).

Poetic reflections upon the material functions that possibly determined the
content and the form of this kind of poetry are almost wholly absent from the
selected poems. Only once does a poet seem to hint at the material functions of
Dimgal poetry, i.e. in the parvaro, given that one could (reading between the lines)
attribute a material purpose to the fact that the poet praises his human patron
Jaswant Singh and subsequently speaks of the gold coin donated by Pabuji “on
becoming pleased with the poet’s words”. I imagine that the poet thus intended to
remind the king of the material reward he hoped to receive for his recitation.

There is yet another purpose which can be ascribed to Dimgal heroic-epic
poetry: its politico-military function. Though this function has not been directly or
indirectly hinted at by the poets, scholars of Dimgal often account for the belligerent
content and the intricate prosodic structuring of Dimgal heroic-epic poetry by
referring to its use as a poetic war cry that served to motivate warriors for battle
(N.S. Bhati 1989: 17f). “It was in these songs that foaming streams of infallible
energy and indomitable iron courage had flown and which made the Rajput warrior
forget all his personal comforts and attachments in a fight for what was true, good
and beautiful” (Maheshwari as quoted in N.S. Bhati 1989: 15). In addition,
numerous poems and semi-historical tales document how Charan poets are thought to
have been present at the onset of war and during a battle to instil courage in the heart of
warriors by reciting Dimgal poetry and thus reminding them of the heroic deeds and
deaths of their forefathers (cf. N.S. Bhati 1989: 17, 24, Kharair 1999: 44f, Sharma
and Singh 1982: 28f, 37, 65). From these sources, the effect can be gauged of poetic
war cries as recited by Charans.

It is, for instance, said that some poems can only be recited in a whisper ever
since a band of befriended Rajput warriors involuntarily took up weapons against each
other. It is reported that the Rajput friends could not contain their warlike feelings on
hearing the forceful declamation of a verse by a Charan and as a result involuntarily
lacerated one another with their swords (recounted by Subh Karan Deval Jodhpur,
June 2001). Also, craven warriors are believed to have had a change of heart on hearing
just one verse-line recited by Charans, like the Rajput Raymalot of Sivana who was
about to flee from Akbar’s army when the Charan poet Duda Ashiya is supposed to
have reminded him of the boldness of Harpal of Shergarh (N.S. Bhati 1989: 18). Duda
praised Harpal’s heroic stance: he was a real hero who would not have thought of
fleeing his thatched hut, even when the enemy outnumbered him. How then, continued
Duda, could Raymalot think of fleeing his sturdy fort and leaving it to his foe. As
legend has it, Raymalot changed his mind straight away, on hearing only the initial lines
of Duda’s verse, and died while giving battle to the Mughal forces.

The study of medieval prosody further supports the idea that Dimgal heroic-epic
poetry was indeed composed to motivate men and egg them on during the battle. The
intricate rules for alliteration and metrical patterning of Dimgal compositions are
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thought to have been developed by Charan poets to intensify the warlike content and
tone of this kind of poetry. It is for this reason that a study is offered below of the
prosodic form of the selected poems and of the purpose ascribed to them. In the next
chapter (5), I will ask how my understanding of the form and function of the
selected poems relates to the symbolic content which underlies this warlike genre
and to contemporary definitions of heroic-epic genres.

Prosody

An obstacle in the discussion of Dimgal prosody is the fact that Charan poets appear to
have closely guarded the secret of the rules governing their compositions (Cf. Kharair
1999: 5).15¢ Some Charans saw, and continue to see, Dimgal poetics as a gift granted by
the goddess to Charans alone. Therefore, knowledge of Dimgal prosody is not always
freely shared with outsiders, let alone with a foreigner."® During my fieldwork in
Marwar, my inquiries into the structure of Charan poetry were often met with very
friendly but equally non-committal smiles. Prosodic insights which some Charan poets
did feel free to share, most often dealt with information which had been published
already. As a result, my summary of Dimgal prosody is mainly based upon the
description of traditional poetic devices in medieval poets’ manuals and the detailed
though not always systematic studies of medieval prosody by contemporary scholars.'®
As noted in chapter 1, this study is based in the first place on the Raghundath Ripak, a
poets’ manual composed by Mamch Kavi of Jodhpur (Kharair 1999: 12).'S' This
prosodic work contains nine chapters about medieval poetics illustrated with
versifications of episodes from the Ramayan in Dimgal, thus detailing the different
metres and their subdivisions, moods, figures of speech and recitative techniques.
Owing to Kharair’s annotation of this work, it is the most accessible of the poets’
manuals studied by me. The following account is in addition based upon Lalas’s (1960)
edition of the rather complex prosodic manual Raghuvarajasaprakas, which was
composed in 1823 by Kisana Arha.'? In this work, the poet, like Mamch Kavi, also

138 Mamch Kavi, the composer of the nineteenth-century poets’ manual Raghunath Ripak, typically was a
Brahmin who learned the art of Dimgal poetry from the Oswal Jain poet Bhandari Kesordas. Kharair, in his
foreword to the first edition of this work (1940), finds it necessary to explain at some length that Kesordas, as
well as Mamch Kavi, were skilled poets, favoured by the goddess and honoured by the king. It appears that, up
to the first half of the last century, a strong need was felt to establish that Brahmin and Jain poets could be
experts of Dimgal prosody, even if they were not Charans.

139 1t is my impression that the secrecy surrounding poetic rules is not only motivated by their alleged divine
origins but also by literary rivalries among some Charan families.

190 See the works of (passim): N.S. Bhati (1989), Kaviya (1997), Ashanta (1994), Apte (1968), Menariya
(2000) (1968), Swami (1998).

1! The poet is also known under the name Mamcharam or Manasaram Kuwara.

192 Also named Adha Kisna, reportedly a protégé of Maharaja Bhim Singh of Mewar (Udaipur) of whom
it is said that he was one of the poets who helped the colonial administrator James Tod in collecting
manuscripts for his description of the Rajasthani ‘bardic tradition’ in the Annals and Antiquities of
Rajasthan (N.S. Bhati 1989: 13).
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illustrates the different Dimgal rhythm and rhyme schemes by recounting Ram’s story
in Dimgal verse. My interpretation of this text depends heavily upon N.S. Bhati’s
(1989:  passim) comparison of both the Raghundath Ripak and the
Raghuvarajasaprakas, especially where the conflicting rules of Dimgal prosody are
concerned.

It should also be noted here that both prosodic works represent late-medieval
rules, perhaps representing a tradition that sought to conform to standardized prosodic
rules as expounded upon in Pimgala’s Chamdahshastr.'® It seems to me that the
elaborate set of rules of the Raghunath Riupak and the Raghuvarajasaprakas represents
an idealized or standardized idea of a poet’s ability to conform to poetic rules but did
not take account of his actual talent to do so. This notion is further documented below,
where I describe the poets handling of prosodic rules in the poems under review.

The scope of this study rules out a detailed account of every aspect of the
relationship between the rhythm and rhyme of the selected compositions and their
perceived effects. The following account has therefore been limited to aspects of the
rules for rhyme, rhythm and recitation, which, to my mind, best help in understanding
the martial purpose ascribed to Dimgal heroic-epic poetry: [1] alliterative rules, [2]
metrical structure and [3] recitative conventions. I will begin with a discussion of
Dimgal rhyme-schemes as laid down in the rules for vainasagar or “kindred syllables”.
These alliterative rules most commonly prescribe that the first, middle or last consonant
of a word in a verse-line should be repeated at the same position in the last word of a
verse-line (cf. N.S. Bhati 1989: passim).'** In addition to this basic rule, vaipasagar
encompasses several other rules resulting in, for instance, syllable-thyme, syllabic end-
rhyme, vowel assonance, internal-thyme and word-thyme.'® Varn samkhyak
vainasagat, for example, prescribes rules for “syllable rhyme” or alliteration achieved
through the repetition of syllables according to their first, middle or last position in a
word. Akhrot or mitr varn vainasagar are the names for rules specifying which vowels
and diphthongs may be used together. In the Raghundath Ripak the following vowels
and diphthongs have been grouped as “friends™: [1] a, a, 1, 1, u, T, e, ya, va, [2] ja-jha,
va-bha, pa-pha, na-na, ga-gha, ca-cha and [3] ta-ta, dha-dha, da-da, ca-cha (N.S.
Bhati 1989: 46). The Raghuvarajasaprakas, on the other hand, identifies the

163 The earliest known work of Dimgal prosody is the sixteenth-century Pimgala Shiromani, attributed to
Maharaval Havaraja, prince of Jaisalmer, but probably composed by his teacher, the poet Vachak
Kushalabh. Unfortunately, this work did not prove accessible to me as no appropriately annotated version
of the work seemed to exist.

164 N.S. Bhati’s study exemplifies how medieval classifications of these rules may vary. The Raghundth
Riipak, for example, lists four main types of vainasagar, and their subdivisions, as varieties of akhrot,
while in the Raghuvarajasaprakas, vainasagat and akhrot are classed as two different types of word-
embellishments, which together count ten different subdivisions. Similarly, the rules for the repetition of
words (vrityanupras) or end-rhyme (antyanuprds) are at times presented as a separate class of poetic
embellishments even if they govern similar forms of alliteration as vainasagar does (N.S. Bhati 1989: 41-
46, 155, Kharair 1999: 60-63).

165 Comparable to phonetic schemes in English poetry, which result in “phonetic parallelism” of different kinds
(Short 1996: 107-112)
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following pairs: [1] a, 1, @, e, ya, va, [2] ja-jha, pa-pha, na-na, ga-gha, ca-cha and [3]
ta-ta, dha-dha (tha), da-da (N.S. Bhati 1989: 46).1% All this is not presented here to
confound the reader, but to illustrate the complexity of the rules as laid down in
works of Dimgal prosody and the manner in which such listings can differ.

As an example of mitr varn vainasagar, N.S. Bhati (1989: 46) quotes the
verse-line: “avadhi nagara re tsara, eha hatha udara”. In this verse-line, vowel

2]
1

assonance is achieved by the pairs “a” and “T”, as well as “e” and “u”. Different
forms of mitr varn vainasagar are at times distinguished according to which extent
the rules have been applied: perfect, near, approximate and half-rhyme, or according
to their position (end-rhyme or internal-rhyme). The last form of alliteration
discussed here is shabd vainasagat, or word-rhyme through the repetition of words,
ruling that the last word or part of the last word of a verse-line should be repeated in the
same position in the next verse-line. See, for example, word-rhyme formed by “anta”
and “an-anta” in the following verse-line (N.S. Bhati 1989: 43): “vayana sagal tina
vidha, madhya, tuka, anta. madhya mela hari mahamahana, tarana dasa ananta”.
Yet another form of alliteration is atyuttam varn samkhyak vainasagar, prescribing
that the first letter of the first word is repeated before the last letter of the last word:
Taamne baata tave sacataamha (N.S. Bhati 1989: 47).

To illustrate a few of the finer points of medieval Dimgal prosody as it has been
applied in the selected poems, I shall discuss the following forms of vainasagar: [1] the
alliteration of letters, [2] the pairing of vowels according to different subdivisions and
[3] rules for word-rhyme and end-rhyme. First, let us look at the alliterative rules
applied in chamd 11, since this composition offers the most intricate examples of
alliteration. See, for example, verse-lines 7 to 10 of chamd I:

7. jhagajhethi jhimda palha jhagai, adhapati anammi apa agai

8. khala khala khayara na bola khamai, naha ko T keht pati tamka namai
9. pabi jimda la pramani paham, gahamam tagera lasa puragaham

10. baha kopa hii-a birade ta binhai, vadharana virati jujha binhai

In this instance, all verse-lines, except (at first sight) verse-line 10, have been divided in
two halves of which the first letters of the first and last words of both the half-lines
alliterate: jhagajhetht and jhagai, in the first half-line, and adhapati and agai in the
second half-line of verse-line 7. In verse-line 10 an instance of word-repetition occurs
with binhai as the last word of the first and latter half of the verse-line. The second half-
line of this verse-line appears to have no alliteration but could be understood as an
example of mitr varn vainasagar by pairing “va” and “bha”. Along these lines,
vadharana ... vinhai and badharana ... binhai can be thought of as together forming

1% Dimgal vowel assonance is rather at variance with Short’s (1996: 111) examples of pure vowel or
diphthong assonance in English poetry, which allow for the pairing of sounds like “i” and “ee” but not, as
far as I know, for the pairing of vowel sounds like “a” and “T’, and so forth.
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vainasagai. And, if adhapati anammi apa dgai represents a conscious attempt at
having all first letters of each word alliterate, the poet has also made an effort to have
the first letters of all words alliterate in verse-line 7. In the other verse-lines, this attempt
has not been made, except perhaps in khala khala khayara na bola khamai, but here
the endeavour appears to have been unsuccessful. In the last part of verse-line 9, no
vainasagai is in evidence, unless one were to read this verse-line as “gaham(am)
tagera lasa (pura)gaham” and see it as an example of word-rhyme.

In the above-quoted verse-lines all last letters of the last words of the half-lines of
verse-lines 7 to 10 alliterate with each other: “jhagai ... agai, khamai ... namai, paham
... puragaham, binhai ... binhai”. At times, vainasagar also rules the internal-rhyme
between alternating half-lines resembling the rhyme achieved between all the half-
lines of verse-lines 7 and 8 (jhagai-agai, khamai-namai, gaham(am)-(pura)gaham).
Though this rhyme-form has not been applied throughout chamd 11, it is nevertheless
clear that the poet did aim to have all last letters of half-lines alliterate, at times with
the following verse-lines, at times by achieving alliteration between alternating
verse-lines. See, for example, verse-lines 45 to 55 of chamd 11:

45. macharala khaigala rosala mane, vikarala ghadala jakala vanai

46. dhimcala bhumjala sudrala dhayam, satavisai sura saghira sayam

47. suharam camdiyau ina rtipa sajhe, mila piinima camda ni ksatra majhai

48. khakhu pemala khamdhara khalai, vagavalata visala visa valai

49. bhara heka heka vasekha bharam, paradht payaka palha tana(m)

50. hiiya satavise satha heka manam, dhana dhana narapati dhana dhana(m)'®’

51. dhamdhala samau bhrama dhumha dharai, kha ta maragi palha turamga kharai

The alliterative pattern of verse-lines 45 to 51 has been established by having nearly all
first letters of the first words in the above-quoted half-lines alliterate with the first letters
of the last words of the same half-line (macharala and mane, vikarala and vanai,
dhimcala and dhayam, and so forth).!*® In addition, the poet had the last letter of all
last words of each half-line alliterate with the last letter of all last words of the
subsequent half-line (mane ... vanai, dhayam ... sayam). Also, note the alliteration of
all last letters of most words in verse-line 45: macharala khaigala rosala mane,
vikarala ghadala jakala vanai, that is partially sustained in the next verse-line (46):
dhimcala bhumjala sudrala dhayam. And in the latter half-line of verse-line 46, all
first letters alliterate: satavisai sura saghira sayam.

167 Unclear reading. Perhaps: dhane. Alliterative rules suggest: tana(m) (v. 49) and dhana(m) (v. 50).

198 Except for the last half-line of verse-line 49 (paradhi ... tana(m)) and the first half-line of verse-line 50
(hiya ... manam), though these cases could, yet again, be thought of as a form of indirect alliteration if
we read: paradht ... palha-tana(m), and hiiya ... heka-manam.
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In the above-quoted verse-lines, the poet also made an effort to alliterate alternating
verse-lines, like verse-lines 45 to 51, where mane and vanai (v. 45), alliterate with
sajhe and majhai (v. 47) and khalai and valai (v.48), while dhayam and sayam (v.
46) alliterate with bharam and tana(m) (v. 49) and manam and dhana(m) (v. 50). As
is documented below, these sequences suggest that the poet intended to alliterate 3
verse-lines (45, 47, 48 and 46, 49, 50) and alternated this pattern per two lines (45-
46, 48-49):

45. macharala khaigala rosala mane, vikarala ghadala jakala vanai

46. dhimcala bhumjala sudrala dhayam, satavisai sura saghira sayam

47. suharam camdiyau ina riipa sajhe, mila ptinima camda ni ksatra majhai

48. khakhu pemala khamdhara khalai, vagavalata visala visa valai

49. bhara heka heka vasekha bharam, paradhi payaka palha tana(m)

50. hiiya satavise satha heka manam, dhana dhana narapati dhana dhana(m)

51. dhamdhala samau bhrama dhumha dharai, kha ta maragi palha turamga kharai

It is unclear whether this pattern was intentional or not, for in the subsequent verse-
lines (52-56) the poet did not achieve the above pattern in all instances (and perhaps
did not aim to do so):

52. bhara paila meha la bhimca bhala, jhiltya pamthi padhari jujhakala
53. dhara dhujati pai dhanakha dharam, karajoda kadala kha-uga karam
54. paika aghaga milai praghalam, paradhi lodhi ghasa palam

55. leva sraga arati praba ladhai, vaha sivam palha pramana vadhai

56. ukarasa nihasa hamasa i-asi, dava Gipari dambara gaina dist

The expressive quality of Dimgal alliterative rules brings about a “musical effect”,
resulting in the “characteristic sonorous style of warlike Dimgal”, especially when
recited aloud and in a staccato manner, as Tessitori (1919b: xi) has also noted. The
belligerent tone of this kind of poetry is further enhanced by the evocation of battle
through sound symbolism classed as dhvanyarth-vyamjana: words expressing or
suggestive of sound. This “embellishment of the meaning of words” (arthalamkar)
comprises proper onomatopoeia or words imitating natural sounds (svabhavokti) and
words suggestive of sound through repetition (punarukti) also termed “echo words”.!®
In the chamds, the clash and clang of battle is evoked through the use of onomatopoeia
like “chanam!”, a sound that represents the swish of arrows released by archers. And
with khararaka kharaka, the poet imitated the sound that is produced when soldiers
and their weapons collide, while thara (tara) represents the tearing sound that ensues

199 See, for example, Apte (1968: passim), N.S. Bhati (1989: 165f) and Short (1996: 113f).
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when mail coats are ripped to shreds. I feel that this usage, in combination with the
application of vainasagar, reinforces the warlike content of verse-lines 74-77 of chamd
1L:

74. jhabaraka jharaka jhataka jharai, pharaka pharaka naraka phirai

75. kasanaka taraki bataki karam, pari kilaraka dharaka pada(m)

76. khararaka kharaka bhataka khami, u(m) tharaka ladaka daraka am1
77. mararaka maraka asidha murai, judha'” palha anaim jimdarava judai

I interpret these verse-lines as follows:

74. (The foot soldiers) cascade (upon the battlefield) (and) attack, they swagger and
rush (forward), the foot soldiers burn (with anger), (like) (men) dwelling in hell
(and) walk to and fro."

75. The metal rings (of their mail coats) are torn with ‘a snap
fall (from) the (soldiers’) mail coats'™ (with) a thud.

76. They endured the sound of (weapons) ‘clashing’, (while) colliding (with each

2172 173

and break, nails

other), exploding (with anger), knocking (each other) down, crashing (into each
other) (and) falling down (like) ‘a waterfall’.'”

77. Head(s) break (from) bodies in harness(es) (and) fall, Pabu and Jimda unite in
battle.

The above-quoted alliterative rules not only dictate the rhyme of the first and last letters
of the first and last words of the half-lines, but also regulate the internal rhyme of verse-
line 74 through the alliteration of all the first letters (jha, jha) of the words of the first
half-line (jhabaraka jharaka jhataka jharai) and most of the second half-line (pha,
pha, phi) as can be read from phdaraka pharaka naraka phirai. Verse-lines 75 to 77
also illustrate that the poet aimed to alliterate most of the last letters of words in the
first verse-line (v.74), given that he has all words, except the last words of both its half-

170 Unclear. Perhaps: kudha. Alliterative rules suggest: judai.

7' An alternative reading would be: “The foot soldiers tremble (with fear) (for) hell (and) ‘beat the
retreat’”. Or, if naraka is read as the absolutive case of narakanau: “(The foot soldiers) ‘swamp’ (the
battlefield) (and) attack, they swagger and rush (forward), the foot soldiers burn (with anger) and walk to
and fro, exchanging (fierce) glances”.

1”2 Literally: the sound of tearing, “thara”.

173 Reading kila as kila.

174 Literally: “clothes” (kapada, kapara).

173 Or: “plummeting down (into) water”.
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lines, end with “ka”.'”® In the next verse-lines (75-77) several more words end with
“ka” and boost the staccato alliteration initiated in verse-line 75 (chamd 1I):

74. jhabaraka jharaka jhataka jharai, pharaka pharaka naraka phirai
75. kasanaka taraki bataki karam, pari kilaraka dharaka pada(m)
76. khararaka kharaka bhataka khami, u(m) tharaka ladaka daraka am1t

77. mararaka maraka asidha murai, judha'”’ palha anaim jimdarava judai

A similar staccato effect is achieved in verse-lines 78-82'"® with the repetition of words
ending with za and ti:

78. dha(m)machata gahata hai pha(m)ta dhara, ko pata avata masamta kara
79. niya chata pahata nihata nare, sara sara sambara samara sa(m)re

80. khalakata vikata avata khisai, viya chata sobhata mamsata vasai

81. khaga jhata vikata avata phalai, bhambhata ju ata bhrigati bhalai

82. mila cata subhata bamdhata milu, hujada hatha palha larai hujhalai

Also note the alliteration of all first letters of the first and last words of a half-line in
the above verse-lines (dha(m)machata ... dhard, ko ... kard). In the above
examples, the poet appears to have applied end-rhyme as well, albeit not very
consistently, in view of the fact that end-rhyme sometimes rules the last words of
four verse-lines (79-78) while in other instances (v. 74-78) no end-rhyme has been
achieved.

Most of the rules which structure chamd 11 are also used in chamd 1, the duhas,
gits and the parvaro. I will therefore discuss the different forms of vainasagar achieved
in the latter poems in a summary way. First, chamd 1, which (compared with chamd II)
illustrates the rather consistent application of alliterative rules as is apparent from the
following example in which nearly all first and last words of the half-lines alliterate:

17. bhita cola cakhiya ata rosa bhile, mukha mimcha anim [jaya]'”” miimha mile
18. vadhiya bhuja vyauma lagai vimala, krama deta ha ttkama jema kala
19. bhara bhimca hakalaya pala bhala, hala vega carho vahala vahala

176 Today, as I witnessed during a recitation of the above verse-lines by Subh Karan Deval (2001), the

“ka” suffixed to words is doubled to increase the stark alliteration of these verse-lines, as can be heard
when one reads verse-line 76 out loud while doubling the “ka” at the end of the words (‘“khararakka
kharakka bhatakka khami, u(m) tharakka ladakka darakka ami1”).

177 Unclear. Perhaps: kudha. Alliterative rules suggest: judai.

178 See also verse-lines 85 to 90, where more than half of the words end with /a.

17 Insert sign indicating “jaya” in the manuscript margin.
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20. vara tumga virata vilaku(m)ltyam, asa chorai ila asa utavalayam

An exception is formed by the second half-line of verse-line 19 (hala ... vahala),
though this line could also be read as “hala ... (va)hal@”, in which case alliteration
and end-rhyme are achieved. An example of mitr varn vainasagat appears in the last
half-line (v.20), where “a” and “u” have been paired (asa ... utavalayam). Verse-
lines 32 and 34 of chamd 1 illustrate the variable handling of rules in this composition,
like in the first half-line of verse-line 32, where dhurilam does not alliterate with
ghanim. Also, in the last half-line (v. 34), the first letters of ghana and ratram do not
alliterate:

32. dhurilam mukhi boha vidha phena ghanim, vica vajatri gaja abaja vanim
34. panimhari sakatiya kiibham patram, ghana ghata bharaim jala ruka ratram

In chamd 1, like in chamd 11, many instances of internal-thyme and end-rhyme occur, at
times suggesting that the poet intended to alliterate the last word of each half-line of 3
or 4 consecutive verse-lines (18-21 and 28-30):

18. vadhiya bhuja vyauma lagai vimala, krama deta ha ttkama jema kala
19. bhara bhimca hakalaya pala bhala, hala vega carho vahala vahala
20. vara tumga virata vilaku(m)liyam, asa chorai ila asa utavalayam'®
21. sakhatim palamna mamdana sahd, tasalima karai tamga tamna taha

28. patra piri sakatlya rata piyai, lakha khecara(m) bhiicara bhakhaliyai

29. kei yamkhana grihyana koda karaim, pala guda gila gila peta bharai

30. kei khaga sim khaga vibhaga karaim, jhatakam batakam hoi topa jharaim
The poet did not, however, achieve this pattern throughout the composition:
31. tara juta rahe kahum naharase, tam'! pariya kahum jodha pacaharase

32. dhurilam'® mukhi boha vidha phena ghanim, vica vajatri gaja abaja vanim

The poets of duha I and the parvaro employed much less intricate alliterative rules, at
least as far as I am able to assess the prosodic achievements of Dimgal poets. In

180 Unclear notation. Perhaps: utavalaryam.
181 The letter ta followed by om. The latter was crossed out, resulting in: tam.
182 Unclear notation. Perhaps: dhu-alarilam or dhuglarilam.
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addition, the more “basic” alliterative rules seem to have been applied in a much more
regular manner in duha 1 and the parvaro than they were in the chamds. See, for
example, verse-lines 4 to 10 of duha I:

sura nayaka sumdala, varadayaka huije vale
bhala pabu bhiipala, mala kahai kirata muntim
pabi patiyaroha, kaliyuga mam tharo kamadha

NS

sevaga juga saroha, rakhai dhamdhala rava uta

The appearance of regularity has to do with the fact that the above verse-lines most
often follow basic vainasagar rules and repeat the first letter of the first word of a half-
line at the same position in the last word of the half-line.'®® Second, the poets did not
use mitr varn vainasagar (the pairing of different letters) as often as in the chamds but
regularly opted to employ the same consonant followed by the same vowel to alliterate,
like sura ... simdala and varadayaka...vale in verse-line 4. Third, end-rhyme has
often been achieved through straightforward word-repetition, for instance: kamadha
and kamadha (duha 1, v. 37-38). Fourth, the verse-lines of duha 1 and the parvaro
are much less elaborate (again as compared with the chamds). At times a verse-line
consists of only five words (compared with an average of ten words in the chamds)
while some half-lines only contain two words which alliterate with each other, like
dohitart dohitaram in verse-line 10 (duha 1).'** Fifth: the poets of duha 1 and the
parvaro employed a comparatively simple form of internal-rhyme through the
regular use of the empty “filler” ha (tha, eha) to end words. By adding ha to the last
words of subsequent first half-lines of verse-lines, the poets achieved the alliteration
of all first half-lines of four verse-lines, as can be read from the following verse-
lines of duha I:

34. rambha nu rajiha, kari kolu ayo kamamdha
35. vamsai verajiha, parani trT hu(m)i nipata
36. ugai ravi aveha, athuna huvai javai avasi

37. vini naha caveha, ke dina iyum gamiya kamadha

It might of course also be argued that there was no real need to add “ha” in the
above instances for the poet could have achieved mitr varn vainasagar without doing

so, since all last words of the first half-lines contain the pairs “T” and “e”. A similar
question arises regarding the application of “ha” in verse-lines 22 to 29 of the

183 Though the opening verse-line (2) of duha I offers an illustration of indirect alliteration: “devi de
varadamna, munato ima ladhamaltyau”, if we read: “devi ... (vara)damna, munato ... (ladha)maliyau”.
18 Duha 1 (v. 10):“pabi tim pratapala, dohitari dohitaram”.
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parvaro.' Perhaps the addition of “ha” in the quoted verse-lines of duha I and the
parvaro primarily served metrical purposes, a notion that I discuss further below,
under the heading Metrics.

The last examples of alliterative rules discussed here serve to briefly illustrate
the use of vainasagar in duha 11 and the girs, beginning with verse-line 2 of duha II:
“pavamga alagai pagi, samcara tau stidhau nahi”. In this verse-line, the first letter of
the first word of the last half-line accords with the first letter of the second or third
word, instead of the last word. Perhaps in the first verse-line, nahi should be
understood as a “postposition” and taken to form one word with siidhau, the word to
which it has been appended. In that case, the first letter of the first word (samcara)
does alliterate with the first letter of the last word (sidhau). The same can be said of
the second half-line of verse-line 3 (quoted below), where dhaviyau alliterates with
dhamdhali if one reads: dhamdhali-ravaiita.”®® In the subsequent verse-lines,
vainasagai rules that the first letter of the first word of a half-line alliterates with the
first letter of the last word of that same half-line, while the poet has also achieved the
alliteration of all first letters of all words of both half-lines in verse-line 4 (‘“kalahana
kolii kaha, kai kalahana kurakheta ka”).'"®” In some half-lines no alliteration appears
to have been achieved at all, unless we read “sahaim sori-khaha” (v. 5) and “pabi ini
pari-ja-i” (v. 8).

Like in duha 1, the application of the rules for rthyme in this short duha 11
appear relatively uncomplicated and more or less regular. The same can be said of the
manuscript version of git I, as the following instances illustrate:

. pabil pati re riipaka ra(m)thavare,'s3

seve tujha sadhira

. vegadai pal1 varadai, sahi lamka tana samdhadiya

. pabi ai parabata kiya padhara, gharahara pakhara ghore

. sihd harai Ii(m)ya(m) samdhiiya, lai lakham muhade ladai

. rate ()11 baisa(m) valharam s, uthai'®

jhoka avari
. pata Itiyai amni prama-vale, sa(m)ra jhoka savhari(m).

. pachima disi pabi padharai, vegaja kamadhaji vali

O 00 1 O L B~ W N

. pa(m)ra dipam siim lyayau(m) paba, kivalai rai kamali.

185 Parvaro (v. 22-23): “kamadhaja pram mamna kareha, kariimti kum bhopo kahai. tada sicau ghateha,
vaghai sukha payo bahuta”, and so forth (see appendix).

186 Compare the latter half-line of duha I, verse-line 9: “dhamiyau dhamdhalaravaiita”.

187 The staccato alliteration resulting from the use of “ka” in this verse-line resembles the effect achieved with
“ka” in verse-line 75 of chamd 11, described earlier as a way to enhance the warlike content and tone of the
composition. Maybe the use of “ka” in verse-line 4 (duha 1), in which the battle of Kolu is equated with
the battle of Kurukshetra, suggests a relation between the alliteration with “ka” and the content of a verse-
line. In other words: the staccato alliteration resulting from the rhythmic use of “ka” was perhaps set off by the
warlike content of a verse-line.

188 An illustration of internal alliteration per half-line if we read: “pabi pati re riipaka ra(m)thavare”.

18 Blotched. Perhaps: muthai. Alliteration would require: “utahi ... avar?” (mitr varn vainasaga).
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Also note the instance of internal-rhyme in verse-lines 2 to 5 of git I between the last
words of the first half-lines (“ra(m)thavare ... varadar’, “padhara ... samdhirtya”).
This alliteration has not been achieved in all instances since the last letters of the last
words of the first half-line of verse-line 6 and 9 do not alliterate with the subsequent
counterparts, but with each other (“su ... pabi”’), as do the last letters of the last
words of the first half-line of verse-lines 7 and 8 (“‘vale ... padharai”). In the previous
instances, it is yet again unclear from which rules these examples of internal-rhyme and
end-rhyme result. End-rhyme occurs per two verse-lines in the first four verse-lines
(“sadhira ... samdhadiya”, “ghore ... ladai”) and per four in the last verse-lines (6 to
9) which all end with “T” (avari, savhari(m), valr, kamalr).

The verse-lines of git II have not been subdivided in half-lines, and vainasagar
is achieved not among half-lines but with the first letter of the first and last word of
full verse-lines. Apart from this difference, the above remarks about git I also apply
to git II, for this composition is also ruled by relatively uncomplicated and more or
less regular alliterative effects:

jhina(m) ga(m)thajora'® pata bamdha kara jhaliyau
jathai vara vidani heka jor1

caranam tanau vita dhara caliyau'"

ghaliyau jya gamai roa ghaurt

O 0 =S

neha nava 17 (ji)ka vata cita na-dhart
10. prema gavari tanau namma payau

11. raja (kam)vari (rahi camvari)'®* cadhi
12. apa bhamari tani pitha(m) ayau

While the poet appears to have aimed at achieving alternate alliteration between the
last letters of verse-lines 6, 8, 9, 11 (ending in 7) and verse-lines 5, 7,10 and 12
(ending in au), he did not adhere to this pattern throughout as is clear from the last
words of verse-lines 13 to 16 (gif II): “dharatim ... (k)aratr”, “keviyam ... bharatr”.

Similar comparatively straightforward and consistent alliterative effects shaped
the gits published by N.S. Bhati (1973: 78-85), including exceptions to the rules in
verse-line 32 of git Ill, where vikhama and sahiya do not alliterate:

30. bhalalai jhaliyau hatha bhalau
31. baja khaga jhataka behuvam kataka bicalai

1% In this manuscript, the notation of “ra” resembles “u”. Compare jori (v. 6), dhara (v.7), dhribachara
(v.13), navart (v.15), and so forth.

I'N.S. Bhati (1973: 83) has: “caranam tanau vita dhara mem caliyau”.

12 An insert sign following vari refers to illegible words scribbled above, perhaps reading: ra dara. N.S.
Bhati (1973: 83) has: rahi camvari. Subh Karan Deval (personal communication) suggests: jika raht.
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32. vikhama dhara phata sira sataka sahiya.

33.

lotha hiimta pare tiita matha lataka

The alliterative rules applied in gir IV and V (N.S. Bhati 1973: 78, 85) are remarkable
in one respect: the poets achieved the alliteration of all first letters of the first and last
word of all 17 verse-lines.!** Also note the way in which end-rhyme has been achieved
between alternating verse-lines (2 and 4, 3 and 5, and so forth) throughout git IV:
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gita pabiiji rathaura bharahata amaradasaji rau kahiyau
chathi aparim paral jagano kula chala

iiparai naram jima giram abi

kamana dadhi ulamdai ga-ina mavai kamana

para kuna pravamram lahai pabi

siva tanam joga camdi tanam cirata simbha

jaga tanam damna ghana tana ramga jemi

amba tana taramga dadhi nabha tanam umcapana
trijala dhamdhila tana tana judha temi

. arajana ra bamna jimi ramna ra mamna amgi
. gurara gravana jimi natha ra gramtha

. samamda ra dhapa akasa ra mapa suji

. pala ra kila utara dhara pamtha

. heka kolu tanau thamna asa harai

. kamadha siva thamna vada bhalo kidho

. kamala pariyo pachai khalam pare kitam

. sura mamdala bhediyo prathi sidho

To finish this section on alliterative rules let us study the rules applied by Bamkidas
in git V (N.S. Bhati 1973: 85). Note the end-rhyme achieved by the last letters of the
last words of all unevenly numbered verse-lines (3-5, 7-9, 11-13, and so forth):

AN Sl

gita pabiiji rau asiya bamkidasa rau kahyau
prathama neha bhinau maha krodha bhinau pachai
labha camari samara jhomka lagai

rayakamvari vari jena vage rasika

vari ghara kamvari tena vagai

huvai mamgala dhamala damamgala vira haka

193 Except for the first verse-lines of both poems that constitutie the poems’ titles, which do not usually
alliterate.
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7. ramga tithau kamadha jamga rithau

8. saghana viitho kusama voha jina maura sira
9. visama una maura sira loha viithau

10. karana akhiyata cadhiyau bhalam kalami
11. nibahana vayana bhuja bamdhiya neta

12. pamvaram sadana varamala siim piijiyau
13. khalam kiramala stim pijiyau kheta

14. sura vahara cadhai caranam surahari

15. itai jasa jitai giranara abi

16. vihamda khala khiciyam tana dala vibhare
17. paudhiyau seja rana bhoma pabi

From my appraisal of the quoted verse-lines it appears that the rules as described in the
medieval poets’ manuals, the Raghunath Ripak and the Raghuvarajasaprakas, do not
in all instances prove helpful in describing the use of alliterative rules by the poets of
the Pabuji tradition. The above study underlines that alliterative rules were applied in
various, at times divergent, ways. The main difficulty which presents itself in
understanding whether or not the above-quoted examples amount to a coherent
application of prescriptive rules arises from the fact that I have not yet come across
rules which stipulate that only one type of vainasagar can be applied in one poem or
which, alternatively, allow for the variation of different types of vainasagai within one
composition. It should, in addition, be kept in mind that the prosodic manuals upon
which the above study has been based represent late-medieval rules which, as noted in
the beginning of this chapter, possibly sought to conform to ideal (as opposed to
practically applicable) prosodic rules that did not reflect the actual practice of oral and
written composition in Marwar. It is possible that the poets sought to conform to
diverse, perhaps distinctively local, alliterative rules not described in the Raghundth
Riipak and the Raghuvarajasaprakas. The variable use of prosody will be expanded
upon further after the following discussion of some of the metrical rules that may have
structured the poems under review.

Metrics

Rhyme-schemes ruled by metrical patterning are generally termed chamd Sastr:
metre-based taxonomies of Dimgal verse. Dimgal chamd is most commonly defined
as a form of narrative poetry composed according to different metres (Kharair 1999:
1961f, Lalas 1962-1988). The metres of chamd 1 and II have been termed gaha
causar and chamd trotak. As already noted in chapter 2, chamd 1 opens with an
invocation of Ram, Sarasvati and the poet’s unnamed gurus (v. 1). The subsequent 6
verse-lines were written under the heading gaha causar, in which the poet pays
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tribute to the heroism of both the Pabuji and Jimda. The larger part of this poem
(verse-lines 9 to 58) was composed under the heading chamda trotak. Chamd 11 does
not begin with an invocation of the gods, like chamd 1 does, but starts out with a
portrayal of the battle preparations and war deeds of the Rajput protagonists in a
way which closely resembles the gaha causar of chamd 1, though these verse-lines
have not been coined thus. The poet did name the verse-lines 7 to 95 “chamda
trotaka” like the poet of chamd 1 did. The last six verse-lines of chamd 11 are drawn
to a close with a kalas of six verse-lines through which the poet gives a summary of
the battle between Pabuji and Jimda and once again praises the Rathaur hero. A
kalas is not part of chamd 1.

Kharair (1999: 121f) describes the first-mentioned metre, the gaha causar, as
a variety of the Dimgal savak udal metre."* Ideally, savak udal contains two verse-
lines, divided into four half-lines containing 16 metrical units, ending with a three-
matr word, that is: a word containing three metrical instants (matr). This last word is

repeated at the end of every half-line.'*

If the second verse-line contains only three,
instead of four, four-matr words, the resulting form is termed gaha causar. The
second metre, the chamd trotak (also termed git tratako) structures a poem as
follows: one couplet should contain four verse-lines, subdivided into eight half-
lines.'® The first three sixteen-matr half-lines should be followed by an eleven- matr
half-line brought to a close with a word consisting of a long and short metrical
instant. For the next four half-lines, the same procedure is followed. Last but not
least, the final word of the fourth half-line should be a three-matr word of which the
last letter corresponds to the last letter of the three-matr word that concludes the
eighth half-line (cf. Kharair 1999:198).

The last verse-lines of chamd 11 were composed under the heading kalasa, a term
for concluding couplets in which the gist of a poem is summarized. The metrical
structure of the kalas or kalas rau chappai as Kharair terms it remains uncertain. A
number of different opinions exist on this subject. Kharair (1999) defines kalas, or
kalas rau chappai, as a Dimgal verse in which every verse-line counts 20 laghu (short)
and 22 guru kul (long) metrical instants that combine to form a 64 matr count.
Tessitori (1921: xiv) describes Dimgal kalasa as as six-verse-lines couplet “thymed in
pairs, whereof the first four lines number twenty-four prosodical instants each, and the
last two lines twenty-eight each”. McGregor (1993), in addition, defines chappay as a
six-line couplet of composite structure based on metrics termed rold combined with

194 Tessitori (1921: xiv) describes the gaha metre as “consisting of four lines, thymed two by two, of
sixteen prosodical instants each, but not ending with a trochee”.

195 Like in the following verse-line quoted by Kharair (1999:122): “Nirakhe avasam bhar nijar, nah dekhe
dasarath nrap nijar. Nij dekhe nah bamdhav nijar, nar ditha bilakhya saha nijar”. Also note the use of
alliterative rules, which determine that the first letter of the first and last word of every half-line begin
with “na”.

19 For different opinions about the rules governing chamd trotak, see Kharair (1999: 197f).
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ullal."” The first appears to be a rhyming couplet of 24 matr in each line, having a
pause at the eleventh, twelfth or thirteenth instant. The last syllable, or last two
syllables, should be long. The latter term (u//al) has not been further classified by
McGregor (ibid.)."”® A tentative definition of Dimgal kalas rau chappai can, following
McGregor’s account of the Hindi metre chappay, be thought of as a six-line couplet of
composite metrical structure. The kalas under review does contain six verse-lines
summing up the narrative content of chamd II.

About the composite metrical structure of chamd 1 and II, I can say little with
certainty, except that most of the metric rules outlined above have not been applied
consistently. See, for instance the verse-lines titled gaha cosara of chamd I:

3. va(m)sa kama(m)dha pala varadai, vegara vahana varana varadai
4. vairaharana va(m)kam varadai, va(m)kam padharana varadat

5. udiyo kula khict anabhamgo, avadha hatha jimdo anabhamgo

6. ari a(m)gamai tiko anabhamgo, apai pamna ja(m)so anbhamgo
7. jimda pala'” vi(m)nai jagajethi, jidha jaivamta vinai jagajethi

8. jurast judha vinai jagajethi, jagai vaira vinai jagajetht

The alliterative rules were applied rather consistently in the above-quoted verse-lines
but this cannot be said of the metrical rules.?®® One could think of the above verse-lines
as four savak udal couplets, each containing two verse-lines, divided into four half-
lines, save for the fact that not all the half-lines have been restricted to the prescribed
16 metrical units. Nor do all the verse-lines end with a three-matr word, even though
the last words are, as prescribed, repeated at the end of every half-line (varadai,
varadat, anabhamgo, jagajethi). And, though verse-line 6 (the second verse-line of
the savak udal) does contain three, instead of four words (like all other verse-lines),
not all these words are, as stipulated, four-matr words. In sum: though the poet
clearly saw his verse as an instance of gaha causar (since that is what he named the
verse-lines) the resulting form does not accord with the prescriptive rules for gaha
causar as listed above.

It should also be remarked here that the metrical count of the studied poems
remains tentative because I have not yet been able to establish, either from studying the

197 In Menariya (2000: 29) chappay figures as a Dimgal “kavitta”, while Tessitori (1917a: 230) speaks of
chappay kavitt as a “Hindi metre”.

198 Lalas (1960: 50, 72) describes “ras ullal” as a traditional Dimgal mood but not as part of a metrical
rule.

19 Blotched. Perhaps: pala or pola.

20 The rules for alliteration result in the repetition per half-line of the first letter of the first word, repeated as
the first letter of the last word, while the last letter of the last word of a half-line, corresponds to the last letter of
the last word of the next, sometimes the next three, half-lines. This example contains six verse-lines, rhymed
two by two, for each two verse-lines end with an identical word (varadai, varadar, anabhamgo, jagajethi),
thus forming word rhyme.
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poets’ manuals or from the rules applied in the poems under review, in which instances
one should distinguish between long and short syllables for this count. Nor do the
known rules specify whether all discussed metres should be reckoned through metrical
instants rather than syllabic count. I have therefore found it difficult to ascertain to
which metrical count the poets of the chamds meant to adhere. This subject needs
further study.

The two most common metres of Dimgal poetry, the ditha (ditho) and git also do
not always reflect the prescriptive rules. As remarked in the introduction to this study, a
Hindi diha is generally described as a tetrarhythmic metre, counting a division of
verse-lines into half-lines made up of verse-feet of 6+4+3 and 6+4+1 metrical instants
respectively. Several types of Dimgal ditho metres exist; ditho, sorathiyo ditho, baro
ditho and tiimvart ditho (Menariya 2000: 29-30, Lalas 1960: 63). In theory, the metrical
count of these four forms consists of variations on the basic metrical pattern (dizho) that
prescribes that the first and third line contain 13 —13 instants each, while the second and
fourth line contain 11-11 each. The sorathiyo ditho, reportedly named after Saurashtra
where it is thought to have originated, is a reversed ditho: it has 11-11 matr in the first
and third line, and 13—-13 matr in the second and fourth line. The baro ditho’s first and
fourth lines contain 11-11 matr while the second and third lines contain 13-13 matr.
And the fiimvart ditho is the reverse of the baro ditho: it contains 13-13 matr in the first
and fourth line and 11-11 in the second and third line.?"!

Neither the studied duha 1, nor duha 11, have been composed according to the
enumerated rules as can be understood from the following verse-lines of duha I:

15. akhu sudha aratha, diiha suni samajhai duni

16. kamadhaja rava sikara, cadhi camcala vana caliyo
17. lubadhi jivam lara, pariyo pina na pakare

18. trikhavamta talava, vali ayo baipararo

Counting all the above syllables as one metrical instant, verse-line 15 constitutes
7+4+5 metrical instants, adding up to 16 metrical instants. Similarly: verse-line 16
counts 9+5+5 matr (total: 19), verse-line 17 counts 7+5+4 matr (total: 16) and
verse-line 18 counts 7+4+4 matr (total: 15).2°> While the above example could lead
us to assume that Ladhraj tried to establish a metrical pattern with a preference for a
count of 7+4+5 or 7+4+4 in the above-quoted verse-lines (as he did in many other
verse-lines through-out his composition). This pattern does not, however, follow the

21 Notable exceptions to this enumeration are found in Kaviya (2000: 19), who adds the khorau ditho, which
exemplifies a further modification to the above mentioned pattern, for the first and third line should
contain 11-11 matr, the second line 13-matr and the fourth line, 6 matr (Kaviya 2000: 19). Lalas (1960:
62), on the other hand, does not list the sorathiyo ditho and refers to the baro ditho as “samkaliyau ditho”.
292 Counted thus: (v. 15) “A-khu su-dha a-ra-tha, di-ha su-ni sa-ma-jhai du-n1”, (v. 16) “Ka-ma-dha-ja ra-
va si-ka-ra, ca-dhi cam-ca-la va-na ca-Ii-yo”, (v.17) “Lu-ba-dhT ji-vam la-ra, pa-ri-yo pi-na na pa-ka-re”,
(v. 18) “Tri-kha-vam-ta ta-1a-va, va-li a-yo bai-pa-ra-ro”.
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prescribed rules like those listed by Menariya, according to which the basic ditho
pattern (and its variations) counts 13-13 matr (total: 26) and 11-11 matr (total: 22) in
alternating verse-lines.?”® From duha II an equally variable metrical count becomes
apparent: (v. 2) 8+4+4 (total: 16), (v.3) 6+6+4 (total: 14), (v. 4) 8+6+5 (total: 19),
(v.5) 6+6+4 (total: 16), (v. 6) 7+4+3 (total: 14), and so forth.>*

The medieval parvaro has not been listed as a Dimgal metre in any of the
manuals studied by me. As remarked earlier, the word pravaro has several meanings,
including “war”, “heroic deed”, “glory” and “divine miracle”.?> I have not been able to
study the metrical structure of other medieval pravaros in any detail and it is therefore
hard to say whether this form has a distinct metre or whether it is solely defined on the
basis of its content. Yet, it does appear that the poet of the parvaro under review meant
to achieve a tetrarhythmic structure comparable to duha I and 11, as verse-lines 9 to 12
illustrate:

9. pa-bu ti-na pu-ka-ra, sam-bha-li dham-dha-la si-ha u-ta
10. ka-ma-dha-ji u-pa-ri ko-pa, ki-dho bho-pam nu ka-hai
11. tha pi-la pi-tha ja-tha-pa, am-ni rho-la u-ta-va-lo

12. pa-bt du-kha-ve pe-ta, ga-rhau va-ghai ka-ma-dha ro

If all the above syllables are counted as one metrical instant, the paravaro’s metrical
structure does resemble the structure of duha I in some respects. The preceding
instance suggests that the poet tried to establish a metrical pattern, alternating
between 17 metrical instants in verse-line 9 (7+6+4), 16 in verse-line 10 (9+4+3), 16
in verse-line 11 (8+4+4) and 15 in verse-line 12 (7+4+4). But it is yet again clear
that these counts, like the metrical pattern of duha I, do not follow the rules listed
above.

Now, let us study a few verse-lines to gauge the extent to which metrical
patterning rules the spelling of words, in particular of duha I and the parvaro. As noted
above, the poets of these compositions regularly added ha to the last words of
subsequent first half-lines of, for example, verse-lines 43 to 37 (quoted above). This
they probably did more for metrical than alliterative purposes, as is suggested by the
syllable count of verse-lines 34 to 37 which display a pattern established by adding
“ha”, of two verse-lines of 6+9 matr, followed by two verse-lines of 7+10 matr:

203 This continues to be true if one were to distinguish between short and long metrical instances.

204 Counted thus: (v. 2) “pa-vam-ga a-1a-gai pa-gi, sim-ca-ra tau sii dhau-na-hi”, (v.3) “bha-lau tri-jai bha-
gi, dha-vi-yau dham-dha-li ra-va G-ta”, (v. 4) “ka-la-ha-na ko-1a ka-ha, k-ai ka-la-ha-na ku-ra-khe-ta ka”,
(v. 5) “sa-haim so-1T kha-ha, rii-pa-ka dham-dha-la ra-va G-ta”, (v. 6) “pa-lha su-ne po-ka-ra, ga-yam cT a-
ha-It ga-ma-ta”.

205 Maheswari (1980: 46) describes a fourteenth-century “paydo” (pavado) in terms of a narrative poem, based
on a mythological story and composed in Apabrahm$ and Mard-Gujar. And Smith (1991: 19) defines
contemporary pravaros as narrative episodes part of the mata-epic performed by Pabuji’s Bhil devotees.
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ram-bha nu ra-ji-ha, ka-ri ko-lu a-yo ka-mam-dha
vam-sai ve-ra-jI-ha, pa-ra-ni trT hu(m)-1 ni-pa-ta
u-gai ra-vi a-ve-ha, a-thu-na hu-vai ja-vai a-va-si

vi-ni na-ha ca-ve-ha, ke di-na i-yum ga-mi-ya ka-ma-dha

Finally, a brief comment on the girs that are part of the Pabuji tradition. Gir is
commonly described as a characteristic metre of Dimgal poetry, which was conceived
of by Charan poets (N.S. Bhati 198: 912). Despite its name, git (“song”), this genre was
not composed to be sung but was meant to be recited in a loud, high pitched voice.?
Several definitions of Dimgal girs exist.?”” These short compositions are believed to
encompass a minimum of three verse-lines and a maximum of twenty couplets of four
verse-lines each, while the basic metrical structure of the many different types of gits
can ostensibly vary from a maximum of 23 metrical instants to a minimum of 14.2° The
selected girs illustrate the variety of metres used for this genre and I have not been able
to establish somewhat common grounds for their metrical count. The metrical count of
git I most commonly adds up to a total of 19 metrical instants (in verse-lines 2, 3, 5 and
8) and 17 (in verse-lines 6, 7, 9), while verse-line 4 adds up to 22 metrical instants.?”
The verse-lines of git II, from verse-line 4 onwards, regularly add up to a metrical count
of 11 (verse-lines 4, 6, 8, 10, 12) in every alternating verse-line. The other verse-lines
show a much less regular pattern: 19 metrical instants (verse-line 1), 15 (v. 2), 17 (v. 3),
15 (v.5),12 (v. 7), 14 (v. 9), 12 (v. 11).2'° The previous examples document a fairly but
not in every respect regular metrical pattern that can also be read from the other gits
(see the transcription of these compositions in the appendix Transliterations).

2 Though Hindi “gita” may, of course, refer to an episode in a poetic work, like the Bhagavadagita, and
to songs alike. It is perhaps the brevity of Dimgal gits and their recitative purpose, which are thought to
distinguish them from other South Asian git. Lalas (1966-1982) clearly distinguishes between gita and gita
and defines the first as a Dimgal metre and the second as an episode in a poetic work (Bhagavadagita)
and yet another metre, the verse-lines of which count 12 to 14 matr.

207 N.S. Bhati (1989: 106-107) lists 91 git varieties that are defined according to their metre. Gits have
also been listed according to their content, like sakha ra gita (“commemorative songs”), recording
contemporary and historical events, local and regional histories, the glorious deeds of warriors and gods
(Tessitori 1919b: ix). Kharair (1999: 18, 25f) and Lalas (1960: 136-178) offer yet other variable
descriptions of git varieties which I have not been able to compare as yet.

208 Predictably, exceptions to these rules also exist. Another enumeration holds that gifs alternate an initial
14-14-matr verse-line with a 24- matr verse-line throughout the composition (N.S. Bhati 1989: 20). Cf.
Tessitori (1917a: 230).

29 Git 1 counted thus: (v. 2) “pa-bil pa-ti re rii-pa-ka ra(m)-tha-va-re, se-ve tu-jha sa-dhi-ra”, (v. 3) “ve-ga-
dai pa-It va-ra-da-1, sa-hi lam-ka ta-na sam-dha-di-ya”, and so forth.

219 Though it is not clear to me whether at the beginning of verse-line 1, the word gita should be counted
as a separate word, part of the title, or as a word that is part of the verse-line: (gi-ta) ta-ni bam-dha-va-na
ne-ta-bam-dha dha-ra-na so-dham ta-n(7).
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Other genre characteristics

The one characteristic which all gizs are supposed to share (cf. N.S. Bhati 1989: 19f) is
the fact that every first verse-line spells out the gist of these short compositions, a
general “design” that is subsequently conveyed throughout the composition, though by
means of different wordings and imagery. This characteristic is shared by git I, git IV
and git V, as is apparent from my interpretation of git I centred on Pabuji’s “glorious
deeds”, in particular his raid of Lamka:

. gita pabuji rau

. pabu pati re ripaka ra(m)thavare, seve tujha sadhira
. vegadai*!! pali varadai, sahi lamka tana samdhadiya

. pabi ai parabata kiya padhara, gharahara®'? pakhara ghore

. sihd harai 1i(m)ya(m)*"* samdhirTya, 1ai lakham muhade ladai
. rate ()[i*'* baisa(m)*' valharam s, uthai*' jhoka avari

. pata ltyai amni prama vale, sa(m)ra jhoka savhari(m)

. pachima disi pabu padharai, vegaja kamadhaji vali

. pa(m)ra dipam siim lyayau(m) pabd, kivalai rai kamalr.

O 00 3 N Lt A W N —

I interpret the above verse-lines as follows:

2. Pabu (your) deeds (are) glorious among (the) Rathaur, (for) you serve your

‘realm’ *V7

3. ‘With haste’, the hero drove away all she-camels ‘from’ Lamka.*'3
4. Pabu! He ‘flattened’ mountain(s), (and) robbed (Rajput) lineages*® (while

mounted) on a caparizoned® horse.

211 Probably: vegarai (cf. Shekavat [1968: 25], who has vegara). In git 1, the scribe differentiates between
“ra” and “da” in a rather variable manner, spelling “camels” as samdhadiya (v. 2) and samdhiriya (v. 4).
12 1t has proved difficult to establish whether the anusvars in this poem represent nasalization signs or not
since the poem was written over an older, now almost faded, text of which some anusvars remain visible.
Here, if what appears to be an earlier notation of anusvars is taken into account, one reads: gha
(m)ra(m)hara(m). Shekavat (1968: 25) has gharahara.

213 Probably: liya (cf. Shekavat 1968: 25).

214 An unclear sign, which probably represents “i”.

215 1t is unclear whether the letters “ba” and “sa” were meant to be crossed out, or whether they should be
read as baisa(m), baisi(m), besi(m), or perhaps baisau(m).

216 Blotched. Perhaps: muthai. Alliteration suggests: “utahi ... avar?” (mitr varn vainasaga).

27 Sadhira can be read as bhimi (land, the earth) or God (ishvar).

218 “Lamka” may also refer to “the South”, an interpretation which can be read as a reference to the
mythic “southern (country)” Lamka in the Ramayan. If we take lamka to mean “the South” it could also
refer to Kacch or Sindh, south of Marwar. In verse-line 7, and in git III verse-line 1, the reference to a
southern region (pachima disi) is clear and most probably connotes Sindh.

1% Here, I read ghara (house) as “lineage”.

20 Pakhara (hathi ya ghore ki jhiil, kohara ya kavac) may refer to horse-cloth, caparisoning, saddle or
horse armour.
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5. (Pabu, the warrior of) King Siha’s®' lineage took the she-camels, he makes (his
opponents) fight (while) taking along many (she-camels) over the border (of his
realm).

6. In this manner,** he assembles powerful (warriors) with (his) sword (and)
advances (upon) the (camel) pen (with) an army fully adorned for battle .

7. The horse-riders take the whole (camel) pen, (thus) they conquered the
(opponent’s) realm (on) the command (of the) leading (warrior).*>

8. The Rathaur warrior Pabu quickly ‘returns’ (from) the southern ‘region’.

9. (With) ‘lustrous’*® weapons Pabuji ‘robbed’ the Badshah®® (of his) she-camels.

Git IV similarly opens with the glorification of Pabuji’s exceptional and divine
qualities and this praise is repeated throughout the remaining verse-lines in which
the poet compares Pabuji to (and at times describes him as) a god. And Bamkidas
followed a comparable pattern in composing git V, a poem that centres on the battle
between Pabuji and Jimda. The latter opens with a portrayal of the way in which
Pabuji rushes to the battlefield, dressed as a bridegroom, to combat Jimda, and this
image inspires the rest of this composition. In verse-lines 6 to17, Pabuji is time and
again portrayed as a bridegroom-warrior by equating marriage rituals and amorous
feelings with the rite of battle and warlike passions. This equation is repeated once
more in the last verse-line (17) when Bamkidas portrays how Pabuji is vanquished
and sleeps on the battlefield “like in a bed”, in this way, it seems, comparing the
battlefield to a nuptial bed. But not all the studied gits are governed by the above-
quoted rule. In git II and III the gist of the opening verse-lines (a description of
Pabuji’s marriage) is not repeated. Instead, the poets continue with an account of the
battle between Pabuji and Jimda and end their composition with the hero’s recapture
of the Charans’ cows (cf. chapter 2).

Generative rules

The above description of the alliterative rules and metrical structuring of the selected
poems and my account of the narrative structuring of the gits document the divergent
treatment of rhythm and rhyme rules in actual practice. This finding raises questions

221 Tinterpret “siha harai” as a reference to Raja Siha or Simgha Rathaur’s lineage.

222 Best read as baisT: “usa prakara ka”.

223 This could also be interpreted as: “Many (camels) were taken along for the king”, if liyai can be read
as lie.

2% Kamadhaji vali appears to be an example of a feminine form used with a masculine subject
(kamadhaja). It was no doubt dictated by the need to alliterate valr (v. 7) with kamalt (v.8).

225 Dipam has been rendered dvipam by Shekavat (1968: 25) and translated as the southern island Lamka.
However, dipam can also be traced to dipanau: camakand, shobha dena.

226 Kivalai ra-i is rendered Badshah by Shekavat (1968: 25). Lalas (1962-1988) does not document this
usage.
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about the aptness of late-medieval prosodic manuals studied by me for the poets appear
to have adhered to a set of rules rather less stringent and in many ways evidently
different from those in the poets’ manuals consulted by me. It has also proved difficult
to determine whether, in the above cases, the poets strived to but failed to
consistently apply metrical rules or whether they adhered to an altogether different
set of rules, one which was perhaps based on local traditions and different from the
rules prescribed by the consulted poets’ manuals. There is one reason to presume
that the prosody of the studied poems is flawed. When we take into account the
medieval listings of the different types of mistakes (dos) a Dimgal poet can make
(N.S. Bhati 1989: 50-53, Kharair 46-56), the above noted “variability” of the poets’
application of rules for alliteration and metrics can be classed as mistakes like
chamd bhamg dos that occurs when a poet fails to adhere to a prescribed metrical
count. Or perhaps the observed differences in metrical structure can be seen as
instances of jat virodh dos, mistakes which arise when two metrical counts are used
in one poem. Apart from metrical mistakes, the listed dos also include inaccuracies
like amdh dos or the failure to properly convey the meaning of a verse-line because
of an inadequate or ineffective choice of words. Other examples of dos include chab
kalo dos that arises when a poet uses more then one language, intermixing Marwari
vocabulary with Persian, Punjabi, Braj Bhasa and/or other language registers. And
pakh tit dos refers to mistakes which occur when different types of word-use are
intermixed in a verse, like literary and colloquial word use.

The listed mistakes indicate that most poets did not apply prosodic rules in a
variable or distinctly local way but in an inconsistent, “flawed” manner. It is,
however, also possible that the illustrations of dos listed by N.S. Bhati (1989: 50-53)
and Kharair (46-56) yet again emphasize that medieval poets’ manuals represent a
highly idealized, as opposed to practiced, form of Dimgal prosody. Smith’s (1975:
434) tentative classification of Dimgal, Lalas’s dictionary and my study of the
medieval Pabuji tradition, all document that the listed dos (and in particular amdh
dos, chab kalo dos and pakh tiit dos) are a rather common, and perhaps generally
accepted feature of Dimgal poetry. For this reason, I continue to feel that it is more
likely that the studied manuals reflect attempts to conform current usage to what
might have been defined as ideal or “classical metres” in a way comparable to
Kailasapathy’s (1987: 402) description of medieval Tamil prosody, and the way in
which this was related to metrics of classical Tamil poetry. Even though the former
rules differed from and were at times unrelated to classical prosodic rules, Tamil
prosodists nevertheless traced the origin of medieval metrics to classical prosody
and endeavoured to describe medieval forms as “derivatives” of earlier and in the
eyes of medieval prosodists “standard” metrics.

Yet another way of looking at the above-described problem (the variable
handling of prescriptive rules in the poems dedicated to Pabuji) is Bryant’s approach to
the irregularity or flexibility of Hindi metres. Bryant (1992: 218) argues that, in actual
practice, poetics know many more variations than indicated by traditional manuals or
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contemporary studies of prescriptive rules. From this angle, metrics are best understood
as “generative systems” engendering “optional transformations” or variations to the
rules. This approach does help in explaining why, for instance, the quantitative rules for
the number of metres in Hindi poetry, when put into practice, not always lead to the
differentiation between long or short syllables. Or why a poem may contain verse foots
that are based upon the prescribed number of metres and upon “partial cycles” of
differing length. Looking at Dimgal prosody as a generative more than a prescriptive set
of rules certainly makes it easier to account for the fact that Dimgal poets adhered to
rather variable prosodic rules.

Recitation

Though it is no longer possible to establish whether or not the studied poems were ever
in actual fact declaimed before an audience, the above-described rhyme-schemes and
metrical patterning do offer indirect evidence for the politico-military and recitative
purpose ascribed to Dimgal heroic-poetry. The discussed rhyme schemes and metrical
patterning are thought to have resulted in “metrical tension” that is believed to assist a
performer’s short-term memory. N.S. Bhati (1989: 42) describes the alliterative and
metric rules as mnemonic aids which made it possible to commit long compositions to
memory.??’ The development of recitative rules by Charan poets most convincingly
helps in authenticating the martial function of Dimgal poetry. Medieval recitative
rules first of all pertain to the setting in which a poem can be recited, and underline
that Dimgal poetry was meant to be recited. These rules also suggest the different
purposes of recitative performances like the praise of a patron in court or at
functions organized by the patron.””® N.S. Bhati (1989: 46-50) summarizes the
recitative rules listed in the Raghunath Ripak and the Raghuvarajasaprakas as
follows: [1] reciting poetry while facing the person whose praise one is singing
(sanamukh ukti); [2] reciting poetry in praise of someone who is not present in the
audience (suddh parmukh); and [3] reciting one’s own composition to an audience
(sakhyat srimukh). Other recitative rules that I am familiar with stipulate that a poet
recites (path karnau) his composition in a shrill, loud voice (buland avaj) and also
regulate a poet’s breathing like the ekddoi technique which directs a poet to deliver
the first line of his poem in one breath (N.S. Bhati 1989: 25). Then he intones two
lines each with every breath while the last verse-line is recited in one breath,
together with the first verse-line. Another example of recitation techniques
formulated by Charans is the arduous pamcddotr formula that requires poets to
declaim the first five lines of their poem in one breath (N.S. Bhati 1989: 25). The

27 See also Tsur (1992: 17) who writes that “metrical tension” enables performers to use their “memory-
space” more efficiently by recalling the acoustic memory-traces of metrically dense verse-lines.

228 T imagine that the medieval poets, like contemporary counterparts, perhaps also praised their patrons
for the services his lineage has rendered in the name of Devi by, for instance, commemorating a patron’s
acts of benevolence during a religious ceremony or his efforts in building a temple for goddesses.
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succeeding stanzas are recited two lines at a time until the end of the verse, when the
last four lines are delivered in one breath together with the initial line of the first
stanza.

The staccato, forceful manner achieved through breathing techniques and voice
modulation was meant to maximize the warlike tone and effect of Dimgal poetry. In
medieval times, these techniques are believed to have helped a poet impart his
poetry amidst the din of battle, helping him to make himself heard by exceeding the
volume of the clamour (N.S. Bhati 1989: 24).>* In view of this, it is not surprising
that Dimgal verse is often compared to the sound and effect of war drums, which are
beaten to announce war and rally men for battle, a practice that can also be read from
the portrayal in chamd I (v. 42-47) of the way in which Rupanis join the Yoginis and
Narada in applauding the warring Dhamdhal and Khici heroes by sounding the daka,
the musical instrument of the god of war. The likeness between Dimgal verse and
war drums is further documented with descriptions of the git dhol, a Dimgal poem that
can be recited in eight to ten different ways corresponding with as many rhythms
(tal) played on the dhol, the large elongated drum commonly sounded during battles
(N.S. Bhati 1989: 21, 26). Another example which bears out the martial function
ascribed to Dimgal heroic-epic poetry is the translation of the Rajasthani verb
biradanau which in the first place refers to making someone angry or ready for
battle and arousing a warring frame of mind or to make someone utter a war cry.
Secondly, this verb also denotes the singing of praise and eulogizing, and suggests
the warlike purpose of praise when it serves to urge warriors on by emulating the
example set by other warriors.

Along the above-quoted lines, the heroic-epic poems may be compared with
modern-day “war propaganda” for the aim of poets can be related to the purpose of
martial and military leaders who, the world over, strive to inspire their men for battle
by setting up norms of heroism and by bringing to mind the socio-political, religious
or material rewards of war, including social prestige, political power, spiritual
release, everlasting epic fame and/or wealth in the form of a soldier’s wage and
sharing in war booty. This politico-military function of heroic-epic poetry has,
moreover, been documented in other parts of the world like Africa, Europe and the
Middle East, where it commonly served to marshal men for war by praising their
forefathers’ heroism in order to raise the morale of their patrons and, at the same
time, lower the spirits of their adversaries (Goldstein 2001: 255 and Poulton 1971:
163f).20

22 Till date, Charan poets hold that the intended meaning of a poem remains obscure if it is not delivered
to its audience with the required fervour and distinctive articulation. Contemporary Charan heroic-epic
poetry is moreover thought to contain “words like bullets”, thus documenting the warlike character this kind of
poetry continues to have (personal communication B. S. Samaur, 1999).

23 Hainsworth and Hatto (1989: 190f) record how Celts eulogized the heroism of their forefathers to heat the
warriors fighting blood. In Africa poets recited poetry to edge their warrior-audiences on in battle. Somali
singers recited geerar (unaccompanied chants) to challenge an enemy to fight by slandering him or to cheer on
their patron warriors (Andrzejewski 1964: 49). See also Innes (1974: 10).
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Function

How does the above account of Dimgal prosody contribute to an understanding of
the poets’ possible intentions when they versified the battle between Pabuji and
Jimda the way they did? All the selected poems were composed according to
alliterative and metrical rules which are thought to result from the politico-military
function of Dimgal poetry as a versified battle-cry. The reproduction of the sounds
and moods of war through the staccato alliteration of letter and word pairs combined
with forceful metrical patterning do make it conceivable that the studied poems were
meant to heat the “fighting blood” of warrior audiences on the verge of attack. Be
that as it may, it can no longer be established whether or not these works were
composed for the purpose of recitation or whether, in actual fact, they were ever
declaimed before an audience. To my knowledge, the Rajasthani manuscript
tradition does not divulge such particulars. The prosodic evidence presented above
does, I feel, imply that this kind of poetry had an oral performance context. In
particular the martial purpose ascribed to the intricate rules for alliteration and
metrical patterning and the recitative rules developed by Charan poets allow us to
imagine that the poets of the Pabuji tradition composed their heroic-epic poetry for
the purpose of recitation before or during battle to marshal men for combat and to
praise a poet’s patron’s war deeds during court assemblies and other occassions.
Moreover, the use of poetic vocabulary, similes and metaphors also emphasizes the
warlike mood and perhaps martial function of the compositions. War is at the heart
of all the studied poems and it is the poets’ most important source of inspiration.
This can be understood from the apparent delight with which the poets call to mind
the vagaries of battle. The poetic rendering of battle through alliterative and metrical
tension, word images and the evocation of aural details, all evoke battle in stirring
detail.
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The summary of the narrative content and prosodic form of the chamds, duhas,
parvaro and gits in the previous chapters illustrates which story-lines, themes,
episodes, plots and protagonists are commonly part of the Pabuji tradition. Here, I
will ask how all the selected verses dedicated to Pabuji can best be classed. May all
verses indeed be thought of, as I have been doing thus far, as part of the most
widespread and oldest known narrative heritage, the global tradition of heroic and
epic poetry? To answer this question, I will first review some of the problems of
genre classification, in particular the problems that arise when studying scholarly
definitions of heroic, epic and devotional poetry and their bearing on poetry
dedicated to Pabuji. Subsequently, aspects of the narrative content, descriptive
conventions and symbolic meaning of the poems dedicated to Pabuji are discussed,
including the prosodic form of the poems and the martial purpose ascribed to the
forceful rhythm and rhyme schemes used by medieval Charan poets. To conclude
this chapter, I will make a first attempt at genre classification by asking to what
extent Rajasthani and other scholarly definitions of heroic-epic genres assist in
categorizing the poets’ portrayal of Pabuji and his companions. The main argument
of this chapter is that the classification of the poems under review as “heroic” and/or
“epic” presents several problems given that this heritage includes genres that have
been described in rather incongruent ways by scholars of Asian and European
heroic-epic traditions.

Working definitions

Short and long poetry dedicated to Pabuji is most often classified as vir (heroic) kavy
(poetry) by referring to its subject matter: the versification of the heroism and
B! Longer poems, like duha 1, can also be
classified as prabamdh kavy, or lengthy, narrative poetry which defines the poem
according to its form and narrative content. The poems are also classified according
to their metre. Thus, short praise poetry with a heroic content are listed as Dimgal
git. In addition, short and long praise poems, and poems with a more “epic” length
are all classified according to their metric structure as well (Dimgal diha and
chamd). The parvaro is classed according to its heroic and devotional content,
comprising heroic battle deeds and divine miracle tales, while I have not yet been

martial ethos of medieval warriors.

2! My understanding of Rajasthani classifications of poetry is based on (passim): N.S. Bhati (1973, 1983,
1989a), Deval (2000), Gahalot (1979), Kaviya (1997, 2000), Kharair (1999), Lalas (1988, 1960),
Maheshwari (1989), Menariya (1968, 2000), Samaur (1999), Shekhavat (1968, 1979).
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able to class it according to its metrical structure. Heroic-epic poetry dedicated to
Pabuji, whether long or short, and whether it has a heroic and/or devotional theme,
is also classed Charan kavy or Charan poetry, in a reference to the poets with whom
the tradition is thought to have originated and ignoring the fact that Rajput, Dhadhi,
Bhat, Motisar, Bhil Bhopa and Brahmin poets are also known to have contributed to
heroic-epic Dimgal poetry. The catalogues of Rajasthan’s research institutes also
document a rather open-ended approach to genres and the poems narrative and
prosodic characteristics, given that the gits, duhas, chamds and parvaros dedicated
to Pabuji have been catalogued under various headings, including “historical
poetry”, “heroic poetry”, “epic poetry”, or “devotional song” 2*?

Traditional European definitions of epic genres centre on their length (long),
content (heroic) and form (poetry). Such definitions commonly exclude shorter
compositions like heroic poems that are commonly defined as an initial phase in the
development of epic. Heroic poetry, praise poetry, eulogy and/or ‘“pre-epic
panegyric” all qualify as short poems with little narrative progression created in
praise of the war deeds and deaths of (semi) historical protagonists. This literature of
songs of praise, satire, laments for the dead and war-songs is at times described as a
primary genre in which narrative is implicit and epic is “embrionically present” (De
Vries 1963: 250). Especially heroic songs, eulogy and panegyric are seen as the
sources from which truly long, narrative epic compositions sprang (Hatto 1980:
272).233 Thus, if one would take length as the main characteristic of epic poetry then
most of the shorter virakavy compositions do not fall into the category “epic’ but are
better thought of as heroic poetry, eulogy, war-songs and/or pre-epic panegyric.
Blackburn (1986: 3f), on the other hand, holds that South Asian epic has less
affiliation with praise-poems and poetic metres than with song traditions and song-
rhythms. As noted in chapter 1, he tentatively traces the narrative development of
wideranging regional single-story traditions to pre-epic multi-story traditions with a
limited geographical and social range that are restricted in length and thematic
interests (Blackburn 1989: 1-32).

To explain how local, multi-story traditions become supra-regional single-
story traditions of epic proportions, Blackburn (1989: 1-32) connects narrative
changes to a story’s geographical and social spread. He suggests a direct relation
between, on the one hand, the expansion of story telling traditions to sub-regional,
regional and supra-regional audiences, and changes in the narrative structure as well
as socio-political or ritual purpose of a genre, on the other. Variant versions of a
story, argues Blackburn, should be explained in terms of a “narrative building”

22 See, for instance, the RRI catalogue Marvar-Maratha etihasik patravali and their 8-volume Jodhpur
ke hastalikhit granthom ki suci (N.S. N.S. Bhati 1974-1999), and the Rajasthani etihasik granthom ka
vivaranatmak suci patra (kaviraja samgraha) published by the Shri Natnagar Shodh Samsthan (Sitamau:
1991).

233 Hatto (1980: 17) further notes (paraphrasing Maurice Bowra [1951]) that there may be a resemblance
between panegyric, lament and heroic poetry; “with ‘historical priority’ probably belonging to the
panegyric”. Voorwinden (1989: 63) suggests that epic evolves from heroic songs.
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process that evolves by means of “cumulative sequences of motifs”. In other words,
a story, crossing local and regional borders thus expands to epic proportions by
accumulating themes, imagery and episodes. However, as already noted in the
introduction to this study, the study of the medieval Pabuji tradition clarifies that it
is difficult to imagine a transition from supposedly pre-epic poetry to today’s
vernacular epics. This transition will be discussed in chapter 10, when I detail how
my study of the Pabuji tradition illustrates the problems involved in defining heroic
poetry as an initial phase in the development of epic and the idea that South Asian
epic has no affiliation with praise poetry.

Traditional definitions of epic are as problematic as above attempts to classify
heroic poetry. The question is, as Finnegan (1992: 137f, 150f) argues, whether the
attempt to arrive at unambiguous, standardized genre typologies is a valid
undertaking (cf. Eichinger Ferro-Luzzi 2002: passim). Contemporary studies
highlight the limitations of the definition of “epic” as long narrative poetry with a
heroic content.”** Questions have been raised about all three aspects of the above
genre classification: the length, form and content of epic. How long should an epic
narrative be? Does it contain several ten-thousands of lines, like the Tibetan Ge Sar
epic (cf. Samuel 1992 711f) or can a few thousand lines also be termed “long”, as
can be gauged from Smith’s (1991: passim) description of the extant par epic of
Pabuji? Can shorter narrative poems with a heroic content and episodic structuring
be described as epic? As far as I know, there exists no consensus about answers to
these questions. The same can be said about the question whether epic is always
transmitted in the form of narrative poetry. Studies of South Asian epic traditions by
Blackburn (1986, 1989) and Smith (1991) document that not all epic is poetry and
that present-day Rajasthani performers use poetry and prose to tell their epic tales.
Likewise subject to debate are definitions of the form of epic narrative.” Is epic one
unified poem that integrates episodes about one hero into epic cycles or is it a multi-
story tradition that narrates the tale of several heroes?

As is illustrated by relatively recent attempts to offer a wide-ranging
definition of epic, limited definitions of epic continue to inspire contemporary
studies. An example is Beissinger’s (1999: 10f) working definition of epic as a
“poetic narrative of length and complexity that centres around deeds of significance
to the community”, which serves to transcend the divide between oral an written epic

234 Like, for instance: Finnegan (1992: passim), Kelly (1994: passim), Nagy (1999: 1-21), Oberhelman
(1994: passim), Mayaram (2004), Ong (1999: 18-27), Smith (1989b: 29-41, 1991: passim, 1999: 267-305)
and Reynolds (1999: 155-168).

23 Definitions of narrative itself have also come to encompass wide-ranging verbal and non-verbal forms,
particularly in anthropological studies of the narrative aspect of contemporary heroic-epic poetry, prose
and performance traditions. Narrative and narration are understood in a rather wide sense to connote all
verbal and non-verbal forms where temporal sequence is implied, including visual and plastic art
narratives. Scholars of performance traditions, moreover, highlight that narrative is not just the outcome
of oral or written narration but can also be studied as an act or process, which may result in verbal and
non-verbal forms of expression (Finnegan 1992: 41-45, 154).
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and thus aims to provide a more complex sense of epic as a “larger genre” that can
include various forms, genres and historical backgrounds. This definition
nevertheless continues to be based on ambiguous nomenclature like “length”,
“complexity” and ‘“‘significance” and leaves out prose genres or genres which
contain poetry intermixed with prose tales. In addition, such a definition of epic
excludes divine and/or magical content and ritual characteristics of heroic and epic
genres the world over. Beissinger’s (1999: 2) working definition of epic appears to
exclude tales that depend largely on magical episodes. She ignores the religious and
devotional content of South Asian epics by restricting epic content to “deeds of
significance” and “deeds of grandeur or heroism”, but she does not further define
“significance”, “grandeur” or “heroism”. Thus the question arises whether some
deeds are to be seen as less “heroic” or “epic” than others because they were
achieved with magical, divine or other superhuman aid? The garb of epic hero
would clearly not fit Pabuji if “great deeds” can only be done by epic heroes who
fight their battles alone, without the help of gods or semi-divine creatures. Nor does
he fit the description of an epic hero who is never defeated in battle but always
vanquishes his enemy. Some poets of his tradition do ascribe magical and/or semi-
divine qualities to Pabuji. And he does die in battle in many versions of his tale. It is,
however, precisely his battle-death portrayed as a realization of the martial ideal of
self-sacrifice in battle by the poets, which renders Pabuji a truly outstanding warrior-
hero and hero-god in Marwar.

Clearly, in discussing South Asian oral and classic, written epic, the divide
between mythical, magical and/or semi-historical heroic content of epic is contrived.
In South Asian heroic-epic traditions, including the Rajasthani Pabuji tradition,
divine intervention and magic are common story-elements. Classic and contemporary
heroic-epic poetry tells the tale of gods and other celestial beings who regularly get
involved with human heroes and their adventures not only to alleviate their troubles
but also to aggravate them (cf. Smith 1989a: 190f). Divine intervention, miracle-
stories, supernatural occurrences and so forth are as much part of heroic and epic
poetry as they are of myth. The protagonists of heroic-epic traditions may be
historical men and women, or human actors with semi-divine qualities or magical
talents and gods who are in some way related to human protagonists, for example
through marriage. Besides, South-Asian epic heroes are commonly identified as
incarnations of the divine and/or part or whole embodiments of aspects of gods and
goddesses and other mythological figures. It is not clear to me whether or not the
latter feature is perhaps a specific South-Asian element of epic, as Blackburn (1989:
1-32) argues when comparing Indian oral epics to African epic traditions. However,
Miller’s (2000: 2-5, 31f) more recent study of epic heroes across cultures and
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through time suggests that heroic-epic traditions the world over incorporate all types
of heroes, including those who use magic and/or die in battle.>*

South Asian oral and written epics do, as far as I am able to judge, seem to
have one distinguishing characteristic: the ritual setting and function of epic, in
particular epic traditions with primarily martial and/or sacrificial themes. What is
clear, as remarked before, is that the selected poems dedicated to Pabuji all have a
devotional stance, for most of the poets saw their work as a way to invoke the
blessings of gods and goddesses in general or of Pabuji in particular.®” Thus the
traditional definition of the subject matter of epic as centred on the semi-historical
deeds of human heroes also needs to be questioned. But then how should one define
narratives which are epic in length and form, and which centre on magical and
divine deeds and also on heroic war deeds with a semi-historical bearing? The main
issue involved in the classification of Dimgal heroic and/or epic genres is, I feel, that
heroic and epic genres have a primarily “multifarious nature” and by and large cut
across traditional genre distinctions. As Hatto (1980: 290f) proposes, in discussing
the above and other questions, the themes and underlying heroic ideology of any
epic can be realized in other genres too, for example, through hero-tales, myths or
plays. This point is furthered below, when I take into account the symbolic meaning
underlying the narrative content of the selected poems, their historical function and
oral characteristics, and conclude that all these aspects of the Pabuji tradition give
reason to think of the selected poems as part of one tradition of heroic-epic poetry
with devotional as well as heroic characteristics.

Oral culture

Another scholarly issue which needs to be discussed when one tries to define heroic-
epic genres is the oral and/or written transmission of these traditions and the manner in
which they relate to each other. Since the themes and underlying heroic ideology of
any epic can be “realized” in other genres too, Hatto (1980: 290f) proposes that we
seek “epicality” in the “epic manner”, or oral characteristics of texts and the delivery
style, diction and song of poets and bards. Like the above examination of definitions
of heroic and epic genres, the discussion of the “orality-literacy continuum” which
characterizes these genres, has many more theoretical implications than I could
adequately consider here. For the purpose of this study, the discussion of orality-
literacy theories has been limited to the way in which oral composition is thought to

23 Moreover, gods and divine or miraculous occurrences are also part of quite a few epic traditions,
including some European traditions, termed “mythic-historic” epic by Miller (2000: 2-5) and include the
portrayal of epic heroes as demi-gods and/or human beings who are related to or comparable to gods.

237 Comparable to devotional feelings expressed through “bhakti” (religious devotion, loving faith), the
mainstay of heterodox devotional traditions in South Asia. However, the medieval and contemporary
poetry and devotional practices of the Pabuji tradition are not commonly referred to with bhakti, nor do
the poets of the tradition refer to devotion as bhakti, and for this reason I do not employ this phrase in
this study either.
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shape the narrative of heroic-epic genres, in so far these theories further an
understanding of the form of the medieval manuscript poems dedicated to Pabuji. As
can be appreciated from the contradictory opinions about the literary status of the
Dimgal heritage described earlier, this subject continues to inform contemporary studies
on the Pabuji tradition, in particular the traditional division between oral and written
compositions that is often made to coincide with non-literate and “therefore”
unsophisticated folk genres as opposed to the literate and “therefore” refined poetry of
court poets. To my mind, it is this opposition between oral and written traditions
which is at the root of past and present ambiguous classifications of Dimgal heroic-
epic poetry.

The history of Dimgal heroic-epic poetry written by poet-scholar Kaviya from
Jodhpur (1997: passim) illustrates the strong opposition provoked by the suggestion
that Dimgal heroic-epic poetry may have oral origins. The text-bound bias
demonstrated by Kaviya (1997: 29-31) leads to an appraisal of Dimgal poetry as a
purely literary and written genre, and has given rise to the idea that similarities in the
form and content of oral and written Dimgal genres were brought about by “folk
poets” who copied original written material.”*® As a result Kaviya holds that Dimgal
poetry was first created in writing and later recited to a public, and is the exclusive
vocation of high-caste Charan poet-kings who composed it under the dignified
patronage of Rajput royalty. In this view, oral folk traditions transmitted by illiterate
often low-caste poets, singers and performers who sing for their upkeep can not be
compared with the Dimgal heroic-epic tradition.?*’

It is the definition of the manuscript tradition of Dimgal poetry as a written
“Great Tradition”, a heritage of literary texts which elaborates elite court culture that
disconcerts scholars who hold that literary, written works and oral compositions are
each other’s direct opposites and therefore seem to find it difficult to fathom the oral
characteristics of written Dimgal poetry. However, the world over, heroic-epic
traditions are thought to have their roots in “primary oral cultures” or societies or
communities with no knowledge of writing. This is evident from, for example,
research on the oral qualities of Sanskrit epic, the early Greek Homeric tradition and
from enquiries into the oral substratum that underlies the biblical tradition.>** From
Ong’s study of primary epic it appears that this kind of genre commonly has it roots in
oral cultures (societies with no knowledge of writing), and thus he defines primary epic
as the “oral verbalisations of history” by non-literate cultures or communities, as

28 A distinction, which, as Ong (1999: 24) notes, has been challenged comparatively recently in
European literary history with Milman Parry’s description of the oral noetics of Homeric texts adding
nuance to idealized interpretations of Greek antiquity and its purported written culture of literary “high
art”.

2 This distinction appears to derive mainly from contemporary caste restrictions, which are now attached to
various ways of performing, for example, the distinction between the epic heritage of Pabuji’s scheduled caste
Bhopa performers and heroic-epic poetry dedicated to Pabuji composed by high-caste Charan literati.

240 See Innis (1972: 53-84), Oberhelman et.al. (1994: passim), Ong (1999: 169, 1981: 123f), Smith (1980:
70f), Staal (1986: passim).
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opposed to the “written verbalisation” of history by chirographic, i.e. manuscript
cultures (Ong 1999: 11-12). This definition is not, as one might expect, meant to
highlight the traditional divide between oral and written texts, implying that oral
traditions are the product of an earlier stage of human development, which was
supplanted by later written culture.?*' On the contrary, oral traditions continue to
exist side by side with chirographic and typographic cultures. All “modelling systems
of human thought”, as Ong (ibid.) coins oral, chirographic and typographic cultures,
retain a mind-set of primary orality, while “secondary orality”” applies to contemporary
oral culture as sustained by high-technology media.?*?

Scholars who contest conventional portrayals of oral and literary cultures as
opposed categories propose various classifications of oral genres comprising verbal
expression from traditional oral songs performed by non-literate singers to “oral-
cum-post-oral texts”, which are part of the heritage of literate poets, writers and
performers in chirographic societies (cf. Beissinger 1999: 10, Eichinger Ferro-Luzzi
2001: 105-118, Graziosi 2006: passim). The latter genres embrace orally-derived
chirographic texts, written versions of orally composed texts that serve as a memory aid
for oral performances, written compositions that are orally recited for an audience or
transmitted from one generation of poets to another and, lastly, “fixed” or memorized
forms of oral transmission as opposed to flexible or recomposed oral forms. For the
purpose of this study, it is important to note that post-oral, “secondary” heroic-epic
poetry (also defined as “written verbalisation” of chirographic cultures) continues to
reveal the results of oral transmission techniques, in particular, in the narrative and
prosodic structuring of their form and content.?** Even after heroic-epic traditions
are wholly or partly fixed in writing in chirographic cultures, their “oral residue”
remains in evidence, particularly in its episodic structuring, i.e. the fact that heroic-
epic narrative is recollected through episodes or “informational cores” clustered
around themes and formulaic expressions.

Ong’s studies (1999, 1982) make evident that the limited capacity of human
memory requires the mnemonic structuring of oral memorization to enable a poet to
effectively remember a narrative during its oral performance. Episodic structuring
makes it possible for a poet to remember epic narratives in parts and in a non-linear
fashion, instead of having to perform a lengthy epic verbatim and in a linear way. As

241 Following Vansina (1997: 27), I use the term “oral tradition” to refer to the process of handing down
knowledge through oral transmission and to indicate the outcome of this transmission, including oral and
written epic, song, poetry, performance and so forth. Oral traditions are thought to include all kinds of
verbal communication, including non-verbal communications like artifacts, archaeological relics,
monuments or landmarks. Following Finnegan (1992: 7) and Zarilli (1992: 91), I think of “tradition” as a
“dynamic system of human actions in an ongoing process of generation and degeneration”, which results
in ideas, believes, knowledge, feelings and practices that are part of a local, regional or national culture.
%2 For a further discussion of this premise, see Goody (1968) and Finnegan (1977, 1988, 1991, 1992).

243 My review of the mnemonic structuring of epic narrative is primarily based on (passin): Beck (1989),
Den Boer (1986), Downing (1992), Easthope (1983), (Finnegan (1977, 1988, 1991, 1992), J.M. Foley (1990),
Obeyesekere (1997), Oberhelman et. al. (1994), Ong (1999, 1982), Parry (1985); Peabody (1975), Reynolds
(1999) and Rubin (1995).
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a result, redundancy and reiteration are common features of oral or orally-derived
heroic-epic genres (Ong 1999: 38f). By transmitting his story in episodes, an oral
poets can recall epic narratives that may run in to thousands of verses, as is
illustrated by the oral rendition of the epic of Pabuji by contemporary Bhopas noted
down by Smith (1991: passim). This contemporary performance generally contains
more than 4000 lines, comprising thirteen episodes and takes about 36 hours to
perform. Smith’s study of the oral performance of Pabuji’s contemporary epic
makes clear that the Bhopas have a vast repertoire of episodes at hand from which
they choose according to circumstances and audience demand. The episodes of
Pabuji’s epic are therefore not performed in a way that is necessarily chronological,
given that one episode may be more popular than others and specific occasions may
call for the performance of different episodes.

The performance setting of epic may render an oral narrative redundant, since
redundancy gives a poet some breathing space while he searches for the next line or
episode in his mind, and also helps an audience in keeping track of the events during
long performances. Traditional poets and performers aim at a “conventional
realization” of traditional stories for an audience that usually knows the beginning and
the end of an epic tale just as well as the poet does (cf. Peabody 1975: 176). Thus epic
tales should not be judged according to whether or not they are told in a chronological
manner, as redundancy does not affect a performance in a negative way for “there is a
gap between the notional totality of epic as oral tradition and the practical limitations of
epic in actual performance” (Nagy 1999: 28). The success of a performance and the
status ascribed to a poet depend on the way in which he knows to tell a story, his ability
to deliver a poem as beautifully embellished as possible through his choice of words,
metaphors, digressions and his prosodic brilliance. In telling and re-telling Pabuji’s
story again and again, it is not so much its story-line or plot as it is the poet’s
rendition or “artistic enactment” (Nagy) of parts of the story that will hold the
attention of an audience.

A traditional poet’s mnemonic devices also include formulaic structuring
which help him remember long narratives by “thinking memorable thoughts”,
formed through metrical and thematic memory aids and stereotyped expressions or
formulas: a group of words which is habitually employed to express a basic thought
under similar metrical conditions (Peabody 1975: 179).2* Smith (1981: 57-28)
reports that the oral performance of the contemporary Pabuji par epic is formulaic
and is transmitted near-verbatim in each singing, not because the performers learned
the long composition by heart, but because the performers know how to recall,
almost verbatim, the major occurrences of Pabuji’s story as they know it, and they
are able to augment these occurrences by recalling the conventional formulae
through which these occurrences are customarily told. In the process, “the meaning
structure” of an epic poem does not always coincide with its metrical structure

24 A definition, which was first phrased by Parry and elaborated upon by, amongst others, Ong (1999: 21-
25 and 1982: 92-120) and Smith (1991: 20).
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(Rubin 1995: 205). In other words, prosodic needs often receive priority over a
composition’s meaning. The submission of meaning to mnemonic requirements in
the existing oral epic tradition of Pabuji has been demonstrated by Smith (1991: 14-
16), who records how the Bhopa performers of the Pabuji epic add spoken prose
sections to the verse narrative in order to explain the meaning of the poetic
fragments to their audience, since the poetic language and archaic word use render
part of the contemporary tradition incomprehensible to their audiences.

Third, oral memorisation techniques are also thought to have a bearing on the
content of epic traditions, in particular on the portrayal of epic heroes and their
deeds. Pabuji and his fellow protagonist are typological heroes, who conduct
themselves according to patterns within a set frame of reference, namely the
worldview of the epic community that transmits his story.?*> This kind of hero is the
literal embodiment of the warrior ethos of fighting classes for his heroism is like his
“armour and other outward trappings: its source is located outside himself, in a set
of values and goals prescribed for him, then upheld and defended by him” (Cigman
1994: 165). As the embodiment of the martial ethos of medieval warriors of
Marwar, the Rathaur and Bhil heroes are portrayed as courageous warriors who are
ever ready to fight, willingly sacrificing their lives in battle. These antagonistic
virtues can be recognized as near-universal heroic conventions which reportedly
developed across cultures and were time and again defined as ideals including
physical courage, physical and emotional strength, martial skills and honourable
conduct (Goldstein 2001: passim). The “epic love of war” which from a historical
angle can be understood as resulting from clan conflicts, and warrior ethos may,
from the point of view of orality-literacy studies, be seen as yet another example of
the oral noetics or the “agonistic dynamics of oral thought processes” (Ong),
rendering battle and death generic to epic. The “flat” characterisation of the virtuous
and accomplished hero can also be appraised as the result of mnemonic needs; the
conventional depiction of brave heroes, glorious battle and violent death further a
poet’s ability to summon up his story.?*

In conclusion, I feel that heroic, epic, praise and panegyric poetic and/or prose
genres are probably best thought of, like Ong (1999: 44f) proposes, as oral and
written genres which are shaped by the “oral noetics” prevalent in agonistic societies
or communities of warriors, a highly polarized world where good and evil, virtue

245 See Miller (2000: 162) and Cigman (1994: 169).

24 This is so because, as Ong (1999: 70) puts it: “Oral memory works effectively with ‘heavy’ characters,
persons whose deeds are monumental, memorable and commonly public. Thus the noetic economy of its
nature generates outsize figures, that is heroic figures, not for romantic reasons or reflectively didactic
reasons but for much more basic reasons: to organize experience in some sort of permanently memorable
form. Colourless personalities cannot survive oral mnemonics. To assure weight and memorability, heroic
figures tend to be type figures: wise Nestor, furious Achilles (...) All this is not to deny that other forces
besides mere mnemonic serviceability produce heroic figures and groupings. Psychoanalytic theory can
explain a great many of these forces. But in an oral noetic economy, mnemonic serviceability is a sine
qua non, and, no matter what the other forces, without proper mnemonic shaping of verbalization the
figures will not survive”.
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and vice, villains and heroes, are defined according to contemporary martial
ideologies that (in South Asia) include religiously inspired agonistic ethos. Such an
approach also allows us to see these genres, following Kelly (1994: 1-19), as part of
epic traditions which include or allude to many other contemporary and historical
genres that are also part of an epic community’s oral and written heritage and which
redefine epic while at the same time: “allowing [epic] to stay clearly attached,
despite the passage of time, to earlier exemplars of the genre, yet allowing the genre
to change and revitalize the aesthetic pleasures and social debates it affords” (Kelly
1994: 4)”. For, to quote Kelly (1994: 18) once more, “The epic is a range, or
changing set of borderlines, between the lyric and the novel (...) If epic is a
“marked” genre, it is not marked into a binary relationship, but into one with several
terms. The epic entertains shifting relationships with more sharply-focused genres
such as the drama, the chronicle, the document, the memoir, the autobiography, but
especially the lyric”. And, as I shall argue in this chapter and in the chapters ahead,
the Rajasthani tradition of Pabuji documents that epic can also maintain “shifting
relationships” with heroic poetry, eulogy, prose tales, songs and devotional poetry.

Descriptive conventions

Is “heroic-epic poetry” indeed a suitable term for the selected poems? In describing
the poems’ narrative content and structuring below, I aim to further document why I
have chosen to refer to the studied poems as part of a “heroic-epic” tradition of
Dimgal poetry. To begin with I will examine which descriptive conventions and
heroic typologies were employed by the poets of medieval Marwar and which
historical and/or symbolic meaning may be attributed to the ensuing portrayal of
Pabuji and his companions. As could be read in chapter 3, all the compositions one
way or another evoke the moods, and at times also the sounds, of war, thus giving
voice to medieval ideals concerning battle death, sacrifice, protection, honour and
revenge. In addition, every poem centres upon the glorification of Pabuji, who is
portrayed as an exemplary Rathaur warrior; a brave wielder of spear and sword and a
man of honour, someone who can be trusted to keep his word and who offers protection
to his retainers and devotees. This conventional portrayal of Marwar’s warrior-heroes
is for the most part subject to heroic ideals and poetic imagery and moods which
almost universally delimit the protagonists of heroic and epic genres (cf. Goldstein
2001: passim, Miller 2000: passim).

Despite their clear differences in narrative content, all compositions were
written in praise of war and the warrior by versifying the violent particulars of
combat that resulted in a forceful “poetry of war”. By glorifying the medieval
warriors’ heroism, the poets of medieval Marwar aimed to give voice to the warrior
ethos of antagonistic Rajput and Bhil warrior communities. At the heart of the poets’
renditions of heroism is the spectacle of battle: the manner in which the adversaries
get ready for combat, accounts of their mounting anger, burning enmity and
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verbatim renditions of battle cries. In the opening verses of both chamds, for
instance, the poets introduce both Pabuji and Jimda as steadfast fighters and
prodigies at weapon play who excel in verbal and bodily aggression.?*’” The martial
dexterity of the heroes can also be understood from the poets’ evocation of the gory
details of war, particularly thorough in the chamds. By describing how blood gushes
in battle, lives are taken, warriors are beheaded but their torsos continue to fight,
attention is called to the fact that Pabuji, Jimda and their warriors do not fear death
but, on the contrary, seek it out eagerly.**3 While the poets of the chamds evoke both
Pabuji, Jimda and (in chamd 1II) the Bhil warriors by describing their martial
qualities, Ladhraj also defines Pabuji’s heroic role in terms of kinship and guardian
relations throughout duha 1. Pabuji is time and again defined in relation to others; he
is the grandson of Asthan, the son of Dhamdhal, the half-brother of Buro and Pema,
husband of the Sodhi Rajputni, brother-in-law and enemy of Jimda, uncle of Jhararo
and, as an example of guardianship, the lord and protector of his Bhil and Charan
retainers. These kinship and guardian ties are important since they are essential for
the narrative of duha I in view of the fact that they govern the plot and several sub-
plots of the episodes; for instance, when marriage negotiations lead to the first
conflict between Pabuji and Jimda, Pabuji confronts Jimda for a second time in
order to revenge Buro’s demise or when Pabuji forestalls Jimda’s death to protect
his half-sister from widowhood and as a result is vanquished by Jimda himself.

The gits and duha 11 highlight yet other aspects of medieval heroism (which
can also be read from duha I), including Pabuji’s valour as an outstanding protector
of cattle, a young warrior who rights wrongs, a daring camel thief and a tamer of
horses. In git IV and duha 11, the hero’s divine qualities are also brought to the fore
and are equated with (respectively) those of Shiva and the heroes of the
Mahabharat. At the heart of the parvaro are the miraculous deeds of the hero-god
Pabuji, who protects his devotees from heaven, just like he protected the Charan’s
cattle when he still dwelled on earth). And, lastly, in git V, the poet illustrates his
protagonist’s heroism by equating war-zeal, valour and heroism with amorous
passions. Bamkidas portrays Pabuji as a bridegroom at war who is full of impatience
to embrace the enemy (his bride), thus suggesting the hot-blooded quality of his

247 The depiction of Pabuji foe’s Jimda as an equally staunch hero as Pabuji, probably, served to portray
Jimda as a skilled warrior and formidable opponent to thus underscore the bravery of Pabuji. For the
latter, by taking on not just any enemy but a fearsome hero thus proves himself to be an outstanding
warrior (cf. Miller 2000: 217).

2% The recurring image of headless warriors may, of course, connote Heesterman’s (1985: 47) view of the
ritual, largely symbolic severing of heads in sacrifice to obtain “a treasure or secret that is the essence of
the universe”, a possession for which the gods have to contend with demons. The decapitation of Pabuji
and fellow warriors is indeed presented as part of the warriors’ sacrificial death in battle. However, it
seems to me that the poetic portrayal of decapitation in the Pabuji tradition (and particularly in the
chamds and duha 1) first and foremost connotes regional Jhumjhari tales, second, sacrificial myths
representing the ritual dismemberment of the first human being by the gods and, third, myths about the
demon Rahu who is believed to bring about eclipses, compared to the beheading of enemies by the poet
of chamd 11, by capturing the sun and the moon in his mouth (see chapter 3).
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martial emotions. This dual use of romantic and heroic imagery is at times thought
to be a distinctive aspect of Dimgal poetry, setting it apart from other heroic-epic
genres (N.S. Bhati 1989: 131, Maheshwari 1980: 40). The poets’ versification of
battle are thought to have been inspired by conventional poetic moods which aim to
express and evoke feelings of heroism (vir ras) and corresponding emotions of the
human psyche (bhav) like raudr (anger), utsah (war-zeal), or bhayamkar (terror).>*
N.S. Bhati (1989: 131f) argues that the evocation of vir ras in Dimgal heroic-epic
poetry often depends on a combination of heroic and amatory moods or feelings. Be
that as it may, the passionate or amatory quality of Dimgal “war poetry” appears to
be a rather common, perhaps universal, heroic-epic simile that likens battle to a
wedding ritual, or marriage to a war arena in other poetic traditions like, for
example, Sanskrit epic, ancient Tamil martial genres, Homer’s Odyssey and the
work of lyric poets like Sappho.?® This poetic usage will be documented in some
more detail below.

Another noteworthy aspect of poems dedicated to Pabuji (which yet again
relates this tradition to heroic-epic compositions of traditional poets the world-over)
is the fact that the poets ascribed heroism to their protagonists by delineating the
warriors’ “outer surface” (cf. Cigman 1994: 165, Goldstein 2001: 251-301, Miller
2000: 230). Dimgal typological conventions include detailed descriptions of the
heroes’ attitude, martial skills and deeds, physical strength, bellicose emotions and
facial expressions as, for example, in the customary depiction of antagonistic
feelings in the chamds like in chamd 1, where the poet describes Pabuji’s martial
stance by evoking his blood-red eyes, his anger and his terrifying scowl when he
frowns and the ends of his moustache meet his eyebrows (v. 16-17): “On getting
angry, the brave rose, such (was) (the anger of) the protector: the king(‘s) (anger)
was lighted like a fire (with) ghee. (With) very red eyes (due to) anger, he fights the
fearful (enemy), the ends (of his) moustache move (upwards) (and) meet (his)
eyebrows”.”! And in the subsequent verse-line (chamd 1, v. 18), Pabuji’s physical
strength is revealed with a description of how his outstretched arms touch the sky
and by comparing the hero to Vishnu’s dwarf-incarnation Tikama.

The attention which the poets give to the particulars of the warrior’s armour,
weaponry, war cries and the swiftness of their steeds further delineate the warriors’
heroic and impressive qualities, like in the chamds, duha 1 and git IV, where one

2% The two, ras and bhav, are mutually dependent for their manifestation (Iglehart 1980: 34-35). The
definition of ras and bhav as enumerated by Kharair (1999: 64-74) and expounded upon by N.S. Bhati
(1989: 132-142), does not seem to amount to an unvarying taxonomy of moods and their constituent
emotions. For N.S. Bhati (ibid.) details altogether eleven moods: vir, srngar, raudr, vibhats, adbhiit,
bhakti, karin, vatsalya, shant, hasy and bhayamk ras. However, Kharair (ibid.) lists srngar, raudr,
vibhach, adbhiit, karin, shant, hasy and bhayamk ras as the eigth moods of vir ras. See also Menariya
(2000: 31-35) who lists: vir, srngar, raudr, vibhats, karin, shant and hasy ras.

20 See Goff (1990: passim), Gold (1987: 319), Goldstein (2001: 55), Harman (1989: 1-20, 139), Hart
(1975: passim), Miller (2000: 129), O’Regan (1992: passim), Rissman (1983:103f) and Spies (1930: 28f).
1 Chamd 1 (v.16-17): “uthiyo dhikhi paurasa pala @so, joi atasa raliya ghrata jiso. bhita cola cakhiya ata
rosa bhile, mukha miimcha antm [jaya] mimha mile”.
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reads about the way in which the warriors and their horses are adorned for battle and
the formidable sound of weapons clashing. To underline their agility and speed, the
poets compare the warriors’ steeds to birds of prey, monkeys and Kali’s discus. The
verbatim rendition of the warriors’ war cries, at times, can also be understood as an
illustration of the warriors’ external “attributes” as they in the first place reflect
conventional Rajput ethos, not an inner self, and are cited to highlight the
protagonist’s eagerness for war and his martial dexterity. As Miller (2000: 230f)
notes, and the chamds illustrate, battle cries represent a limited selection of
challenges and threats or ‘“vocal themes” asserting a warrior’s presence and
intentions.*?

The heroic typology made use of by the poets of medieval Marwar can also be
examined by looking at the wide range of epithets accorded to Pabuji and his fellow
protagonists.”? The Rathaur hero is, for example, hailed as the son of King
Dhamdhal (dhamdhala rava-uta) and the grandson of Asthan (asthananotra) and
descendant of Siha (siha harai) or Kamadha (kamamdha, kamadhaja), Kherecai and
Rathavara, titles used for Rathaur warriors. The appellations pala, shriphala and
govahara bring to mind Pabuji’s role as the protector of cattle and the honour of his
lineage. Bhut, jodhdara, sobhata, bhara, nara, narasira, varaddi, anabhamgo,
vairaharana, jagajethi, sira, vira, sakaita and neta identify Pabuji and his fellow-
combatants as warrior-heroes. In addition, the poets also speak of the Rathaur hero
as bhupala, chataradhara, chatrapati, nripata, raja, rava, ravata, denoting a kingly
status. Pabuji’s other epithets were inspired by his martial qualities or physical
appearance: for instance, dhanuvana (archer), bhalalau (wielder of spears) and
bhiijala (long-armed hero). >

The poet of the parvaro, instead of elaborating on the exterior characteristics
and martial qualities of Pabuji, elaborates upon the godly qualities of the hero.
Heroic feats of protection are described in terms of divine protection illustrated with
tales about the hero-god Pabuji who comes to the rescue of his Bhil priests and other
devotees when they are troubled by ill-famed Rajput warriors. In this composition,

22 War cries are at times defined as part of a hero’s armament: when the awesome voice of the combatant
becomes a weapon in itself, powerful enough to put enemies to flight. Miller (2000: 230) describes such
“verbal aggression” as a retrograde act through which warriors move back into animality or even into the
inanimate, as when a heroes voice is compared to the roaring of a lion or the sound of thunder.

233 Heroic typologies have been limited to four hero types by N.S. Bhati (1989: 132f), including the
warrior-hero (yuddhavir), the munificent patron or “hero-in-giving” (danavir), the compassionate hero
(dayavir) and the righteous hero (dharmavir).

2% The same can be said of the other protagonists. Jimda is alternately referred to as: jimdarava,
sambharT jimda, saramgasuti, jayalavala, khict, khiciyam-natha and neta. The Charan woman Deval has
been accorded appelations like: carani, gohari, devalade, sakati. And Pabuji’s Bhil companions most
commonly feature as “140” (sata visi, satavisiya) and also as warriors and heroes (bhara, samvala, rurrala,
stira, suhara, narasira, sakaita, hathiyala, lamkala) or with titles like ahert (“forestdwellers”) or military
titles like paika and paradhi. Lastly, a summary of the names used for Pabuji’s nephew Jhararo who is
described as a boy (balaka), son (betau, biira ro beto), a Rathaur warrior from Marwar (mararu
kamamdha) and Nath guru or ascetic (ayasa, jogi).
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Pabuji is primarily portrayed through a description of his deeds whereas his
appearance and attributes remain unspecified even though the hero-god Pabuji is
addressed with many of the above-listed epithets, including titles for warrior-hero
and protector (jodhara, pala, vira) and with regal titles (ra@vata) and with titles that
refer to him as a god (deva), a deified forefather (jimjhara) and lord, master
(khavimda). The devotional purpose of the paravaro is clear since its poet explicitly
states that he aims to worship Pabuji, who is depicted as a warrior with divine
origins, a deified forefather, folk-god, a manifestation of God and as historical
warrior and righteous hero. The religious and/or devotional content of the other
poems can best be gauged from the extent to which Pabuji has been ascribed
magical and/or divine qualities, like in chamd 11, the duhas and git 1II, where Pabuji
is presented in more or less implicit ways as a warrior with divine qualities, a deified
warrior or forefather and as a manifestation of God, an aspect of God or a god.

Sacrificial heroism

The heroic roles described above may at first glance appear rather different. It
seems, however, that Pabuji and (at times) his fellow protagonists all embody one
hero type. They all strive for one and the same heroic ideal, i.e. the ideal of
sacrificial heroism. This ideal presents battle death, preferably in the course of
protecting cattle, land or women, as the purpose of a warrior’s life. Clearly, the
portrayal of combat and glorious battle death can be appraised as “generic” to
heroic-epic Dimgal poetry and the result of the ‘“agonistically toned past” and
martial ethos of Marwar’s warrior communities (cf. Ong’s above-discussed
theorem). However, as we have also seen, in Marwar, the ideal of sacrificial heroism
was not only delimited by martial values but also by religiously inspired ideals, in
particular the notion of battle death as a sacrifice. The battle-death of a warrior or
tyagi-vir (ascetic hero), who is thought to give up his life in battle selflessly, in order
to serve others, is commonly presented in terms of the ascetic renunciation of life.>
Both a warrior and renouncer were thought to relinquish life. The warrior’s
renunciation comes about by dying in battle while a renouncer is believed to die to
the world in a spiritual sense. A warrior’s asceticism rather differs from what is
thought of as “standard” Brahminical views rendering ascetic renunciation a final
choice upon which one cannot go back. Martial ideals of ascetic warriorhood were
part of pastoral-nomadic survival strategies, which is to say that warrior-ascetics
generally survived by combining settled family life, agricultural subsistence and
cattle herding (or raiding) with military service (cf. Kolff 1990: 80-84).25

233 For a discussion of the symbolism of sacrifice in other South Asian traditions, see Hart (1975: 33-36),
D.S. Khan (1994: passim) and Srivastava (1997: passim), and for Rajput ethos: Kolff (1990: 79-84), Kothari
(1989: 102-117), Scharfe (1989: 175-86) and Stern (1991: passim).

¢ In the desert regions of western Rajasthan, people depend primarily upon cattle for their survival and
follow different strategies, including pastoral and nomadic strategies, and transhumance. Transhumance is
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A medieval warrior did not necessarily think of renunciation as an irreversible
choice but instead choose to become a warrior ascetic to earn a living, share in the
spoils of war, and in time if he survived the vagaries of war, return home wealthy
enough to get married and live a householder’s life. By leaving behind his family
and adhering to the ideal of death in battle, a warrior did renounce “the world”
(family life) but he did so for worldly reasons, i.e. to return to his family in due
course, granted of course that he was victorious in battle. The Dimgal poets,
predictably, offer a decidedly less worldly view of ascetic heroism. They stress the
other-worldly aspect of a hero’s martial deeds. Though Pabuji’s wars, fought over
the retrieval of cows and/or the ownership of a horse, have a clearly material aim
(the possession of cattle), his tradition’s poets do not straightforwardly mention
worldly aims as a Rajput ideal.”> Whether or not Pabuji fought to realize worldly
goals was clearly not a major concern of the poets. They defined martial ideals
chiefly in spiritual terms by presenting battle death as a form of ascetic self-
sacrifice, bringing to mind a warrior’s intention to relinquish his life in battle by
fighting till victory or death.

Charan poets employed martial, religious and marital imagery to equate the
warriors’ death with renunciation, whereby battle comes to symbolize a sacrificial
rite while, at the same time, the battlefield emerges as the altar upon which warriors
offer their lives. The traditional hero’s role as sacrificer, presenting a death-offering
at the altar manifested as a battlefield, is of course a forceful theme of heroic-epic
traditions the world over (Miller 2000: 338). As Feller Jatavallabhula (1999: 96-97)
argues in her study of bloodshed in the Mahabharat, these kind of religiously
inspired, martial metaphors for war symbolize human sacrifice: the ultimate oblation
to the gods.?® The sacrificial nature of Pabuji’s heroism can be understood from all
selected poems. First, in chamd 11, the ascetic nature of the heroism displayed by the
Rajput and Bhil becomes apparent from the death wish and enthusiasm for war

generally defined as seasonal migrations of cattle herding communities which have a permanent or semi-
permanent place of abode the rest of the year. Pastoral-nomadism generally refers to people who migrate
throughout the year along routes that are chosen according to prevalent climatic conditions and the resulting
availability of grazing land and fodder. A combination of transhumance and pastoral-nomadic strategies can
be employed by herding communities who live in drought-prone areas like the Thar Desert and are
dependent on multi-enterprise, multi-resource and eco-niche based strategies for their survival (Gupta 1991:
332). It is in the latter sense that the phrase “pastoral-nomadic” and “mobile” peoples has been used throughout
this study. For discussions of transhumance, pastoralism and nomadism in western Rajasthan, see (passim):
Barth (1962), Bharara (1994), Gupta (1991), Kavoori (1991), Lodrick (2005), Prasad (1994), Robbins (1998)
and Srivastava (1997).

27 Arguably, the poets’ glorification of Pabuji’s battle as a warrior’s chance to add “fame to his sword”
does not stand for an ascetic ideal either unless one wants to read “fame” as a spiritual triumph, a reading
which (bearing in mind the martial and material purpose that I attribute to the selected compositions) is
not the way I would be inclined to interpret such a simile.

28 Ziegler’s (1998: 283, n.83) study clarifies that acts of self mutilation by Rajput warriors also stood for
the sacrifice of (parts of) one’s body to the gods, a sacrifice which was presumably thought of as a way to
extract a boon. See also (Heesterman 1998: 16) on a Hindu king’s role as sacrificer, victim and divine
recipient of Vedic sacrificial rites.
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displayed by them and from imagery that compares Pabuji and his warriors to Shiva
by describing how their bodies, like his, are covered in ashes. The selfless aspect of
their heroism is also clear. Though the reason for the battle is not specified in these
compositions, even so, the references to “a woman” (chamd 1) and to Jimda as a
“(cattle) thief” (chamd 1I) indicate that the protagonists fight to protect Deval’s
cows. And the battle and fall of the “great warrior” Pabuji is unambiguously phrased
as a libation and an ascetic renunciation of the world in this composition. The
imagery of chamd 1 also gets across the notion that a warrior is a sacrificer and a
sacrificial offering, for it is he who offers his own life to appease the gods. This
notion is particularly explicit in the religious imagery of chamd 1, in particular the
bellicose role attributed to gods and goddesses, and the way in which they partake in
the bloodshed. We have read how Shakti and Khecaris feast on the blood, flesh and
bones of the fallen warriors, while Shiva goes round collecting skulls. Thus the
warriors, by dying in battle, nourish Shakti, the Khecaris and, at the same time,
appease Shiva. By describing the blood thirst of Shakti and her Khecaris, the poets
may, in addition, have meant to evoke sacrificial myths associated with the Puranic
goddess and her battle with the buffalo-demon Mahisha. This I read from the
symbolism of blood employed by the medieval poets, rendering blood a “celestial
wine” drunk by the goddess.?”

In the chamds, the blood sodden battlefield, soaked by the blood gushing forth
from the warriors’ wounds and littered with their corpses and skulls, represents the
altar upon which the warriors surrender their life to Earth, the primeval mother
goddess who is watered or fertilized by the blood spilled in battle and by the
warriors’ corpses. Such imagery evokes myths which render a warrior’s flesh and
blood the homologic alloform of earth, a belief inspired by the thought that earth
was once formed of the body of a primal sacrificial man.*® The “blood bond”
between a warrior and mother earth also inspires conventional political idiom
underlining the strong emotive bond between a warrior and his realm by defining this
relation in terms of a symbolic marriage (cf. Inden 1998: 61f, Heesterman 1985: 145,
Tambs-Lyche 1997: 61, 270, Ziegler 1998: 255).26! Late-medieval warriors and/or
kings were commonly represented as the rulers, masters, gods or husbands of the
earth and were thought to be “wedded” to their territory.?®> Along these lines, a king
and/or warrior became a “husband of the earth” and a “giver of life” to his (female)

2 Compare Doniger O’Flaherty’s (1975: 248f) study of Devi-myths as told and retold in the Skanda
Purana and Markandeya Purana.

260 For related interpretations of sacrificial myths representing the ritual dismemberment of the first
human being by the gods as the beginning of the world, creating it from his different body parts see:
Feller Jatavallabhula (1999: 85f), Inden (1998: 41-91) and Lincoln (1981: 75).

261 Kinship metaphors also extended to patron-client relations, for example when a Rajput patron or ruler
was portrayed as the parent of his military retainers or as the father and mother (mata-pita) of non-Rajput
communities (cf. Gold 1987: 305-327, Ziegler 1998: 267).

2 For instance: sam or sami, dhani and datar, titles that connote meanings ranging from ruler, master,
god, husband to “giver of life” (datar).
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realm or land, dharati, a word traced to Sanskrit dharitri (“female bearer”) by
Ziegler (1998: 267).263

Poetic equations of a warrior’s body with an oblation (pimd) in chamd 11 call
further attention to the religious sacrifice a warrior was believed to make to the
mother goddess. Pimd has been described by Ziegler (1998: 254) as a ball of food
representing the yield of one’s fields and as balls of clay signifying an offering of
the land itself. The poet of chamd 1l describes the heroes’ dead bodies as “juicy
meatballs” (gudala rasala) or mamsapimd, an oblation which was meant for the
hungry vultures swarming the battlefield in verse-lines 43, 62, 90 and 99 of chamd
II:

43. varlyama sa(m)grama jhiha(m)ma va(m)pe, kiya tili kamdila su cila kape
43. ‘There’, near the bodies (of) the glorious (warriors), vultures ‘pecked with
(their) beaks at the pupils (of) (the warriors’) eyes.

62. nisamna dahum dali(m) nidhasiyam, harakhe pala cara mane hasiyam
62. (The sound of) the Nagaras (of) both armies ‘filled the air’ (and) the vulture(s)
looked forward (to a feast) (and) smiled in (their) hearts.

90. mamsala bhukhala pamkhala milai, gudala rasala dalala gilai
90. The ‘hunger’ (of) the carnivorous birds is ‘satiated’ ;*** they eat (and) gulp down
Juicy meatballs.

99. piri asa palacaram, ltya amakhi dhau ladhai
99. The ‘hunger’ (of) the vultures is satiated (for) meat ‘became available’ (on)
earth (and) ‘was eaten’.

The sacrificial implication of the above-quoted verse-lines becomes clear when one
remembers that vultures and other carrion-eaters are customarily seen as the
creatures of “mother nature” or “mother earth” and as theriomorphic forms of the
goddess (Feller Jatavallabhula 1999: 85). Put differently, the warriors sacrifice their
lives to the mother goddess by dying in battle and thus satiating her vultures’
hunger.

263 Tambs-Lyche (1997: 107f) notes that a similar (but woman-oriented) way of looking at land can be
read from Rajputnis’ important role in the management of Rajput etsates, suggesting that Rajputnis were
in the first place married to the land and not to their Rajput husband.

241f mamsala is read as mamsala or “maternal uncle’s house”, this verse-line could also be interpreted as:
“Hungry vultures ‘visit’ (their) maternal uncle’s house’”: that is to say, the battleground, which is littered
with corpses, is equated with the welcoming atmosphere of a maternal uncle’s house, where male
relatives traditionally recieve a warm welcome. Personal communication Subh Karan Deval (2000). See
chamd 1 (v. 45): mamsala bhukhala pamkhala mile (“Vultures meet (their) impoverished maternal
family”).
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The sacrificial quality of Pabuji’s heroism in Ladhraj’s duha can be understood from
the selfless way in which the hero comes to the rescue of people in need; he battles
primarily to protect the interests of others, for example, to return Deval’s cows to
her or to revenge his half-brother Buro’s death at the hands of Jimda. The fact that
Ladhraj identifies Deval as a goddess, even if it remains unclear what class of
goddesses she belongs to, suggests that the hero of duha 1, like in the chamds,
battled to placate the goddess since Pabuiji sacrificed his life to protect her cattle. In
duha 1, the hero’s final sacrifice comes about when he holds back Camda and thus
spares the life of his brother-in-law Jimda to protect his half-sister against
widowhood. In addition, the earlier-quoted exhortation of the Bhil hero Camda by
Pabuji also furthers the idea that Ladhraj saw dying in battle an eminent ideal,
equating warriors with ascetics. And Ladhraj’s portrayal of Pabuji’s war skills,
especially his image of the hero fighting with sticks as if playing Holi, draws
attention to the fact that he not only willingly parts with life in battle but also
demonstrates “war-enthusiasm” in preparing to do so. This kind of imagery renders
war a festive occasion, an event to rejoice in like Holi or, like in git V, a marriage
ritual. To my mind, these similes employed by Ladhraj effectively stress Pabuji’s
devotion to war and his heroic renunciation of life.

Altruistic self-sacrifice is not a manifest theme of the parvaro. Combat is
wholly absent from it except for very concise references to fights between Rajput
brotherhoods and the help Pabuji extended to them. In this composition, Pabuji
chiefly wields his power through supernatural means and Pabuji’s divine persona is
at the centre of this poem, in particular his incarnation as a hero-god who always
comes to the rescue of his devotees. Pabuji’s ascetic qualities are brought to the fore
through the epithetical identification of the hero as a Jumjhar, a deified forefather
who died in the course of the service to others, in this case the protection of cattle.
Keeping in mind that Pabuji died to retrieve Charani Deval’s cattle, I imagine that
the poet of the paravaro may have also thought of the hero’s death as a sacrifice to
the goddess even though Deval and her identification as a goddess cannot be read
from this poem. Deval is, nevertheless, part of the preceding duha I and it does
therefore not appear unlikely that the poet of the paravaro may have also thought of
Pabuji’s sacrifice as a way to serve the goddess.

Similar sacrificial overtones can be read from the gits and duha II. In, for
example, git IV, the ascetic nature of Pabuji’s heroism is called to mind with
descriptions of the hero’s death in a fight over cattle. In git V, Pabuji’s sacrifice is
evoked by bringing to mind how the warrior “romanced” death. At first reading, the
fact that Pabuji abandons his bride at the wedding mamdap (pavilion) in Bamkidas’s
git seems to advance the conventional ascetic ideal of celibacy. Pabuji, by leaving
his bride to rush to Deval’s rescue, renounces married life. Perhaps the poet thus
meant to portray Pabuji as an unmarried warrior-ascetic who, through sexual
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abstention, is thought to attain physical, mental and spiritual vigour.?®> On second
reading, however, it appears that Bamkidas’s ascetic ideal did not inevitably include
celibacy. By evoking Pabuji as a bridegroom-warrior, and comparing the rites of
battle to wedding rituals, Bamkidas relates his hot-blooded feelings during battle to
amorous passions. By comparing the hero’s longing for battle and the way in which
he passionately “embraces” his enemy, on the one hand, to the union between a
bridegroom and his bride on the other, the poet, as I shall argue in more detail
below, appears to celebrate the erotic and procreative aspect ascribed to war.
Pabuji’s death is portrayed in similar terms since Bamkidas concludes by describing
how Pabuji falls asleep on the battlefield “like in a bed”, seemingly comparing the
battlefield to the hero’s nuptial bed and, conceivably, battle-death to post-coital
sleep.” Battle-death is also compared to a wedding in chamd (II), given that a
warrior’s death delivers him to the arms of heavenly nymphs who, dressed as brides,
have been impatiently awaiting his demise while stringing flower wreaths to garland
him with and thus elect him as their husband.?*” From Bamkidas’s tribute to Pabuji’s
wholehearted and passionate willingness to fight and surrender his life in battle and
from the zeal with which protagonists are shown to have readied themselves for war,
seeking out death eagerly like bridegrooms longing for their brides, the warrior’s
realization of the ascetic ideal of “dying to the world” attains a festive and
passionate quality.

Procreation

By relating war and violence, on the one hand, to religiously inspired self-sacrifice
in battle and wedding festivities, on the other, the poets highlighted the martial and
religious ideals embodied by medieval warriors. The “erotic” tenor of the above-
quoted similes also points towards the fecund results ascribed to battle deaths, for by
comparing the forces released in battle to sacrifice to earth goddesses, marital
passions and sexual union, the poets evoked the potential of violence to “give birth”
to new life, thus rendering war a means to sustain life, and its violence a procreative
force (cf. Hart 1975: 35). As noted just now, battle can be seen as a form of religious
sacrifice by and of men who give up their lives and offer their bodies to “feed”

265 An ideal motivated by the concept of bhramacarya which advocates the sublimation of sexual feelings

through spirituality and celibacy. See also Kakar (1989: 118f), Smith (1991: 93).

266 “Paudhiyau seja rana bhoma pabd” (N.S. Bhati 1973: 85). The comparison of making love to battle
can also be read from a Rathaur genealogical account translated by Tessitori (1919a: 45) in which it is
said of a warrior that he chose to lie down “on the field of battle of his zenana” (that is to say: he died in
battle).

%7 Yet other similes mirror a warrior’s love for his dagger (kripan) during battle with his amorous feelings
while sharing a bed with a woman, thus comparing the battlefield to a warrior’s nuptial bed and the warrior’s
love for war with amorous passions (cf. N.S. Bhati 1989: 131). The warrior’s love for his dagger has obvious
phallic connotations comparable to Goldstein’s (2001: 349-50) interpretation to the phallic character of
traditional portrayals of the thrust of weapons like, for example, spears.
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mother earth and nourish another aspect of the goddess, referred to as Shakti.
Scholars of the Freudian tradition, like Sudhir Kakar (1989: 118f), interpret such
images, connected to warlike, “man-eating” goddesses, as an expression of men’s
fear or apprehension of women as sexual beings, especially in their role of
mothers.?® According to Kakar, it is the perceived male preoccupation with the
devastating power of uncontrolled female sexuality that inspires the image of fierce
goddesses in heroic-epic genres, commonly understood as symbolic of female
reproductive capacities and sexuality as arcane, menacing forces.”® However, the
linking of the forces released in battle, on the one hand, with marital relations, on the
other, could also be evaluated as an image which served to evoke a confirmatory
appraisal of reproductive processes, and was not first and foremost inspired by
men’s misgivings about women. In reading Tamil marital metaphors for war, Hart
(1975: 35), for example, proposes that the comparison of the forces released in battle
to sexual union denote the potential of violence to “give birth” to new life. Thus war
is rendered a means to sustain life, and its violence a procreative force. The above-
mentioned political metaphors that render a Rajput the husband of the earth looked
upon as his wife, connoting agricultural fertility and human procreation, further
underline a fertility-oriented interpretation of the metaphors.

The poetic connections between a ruler and his land, and the equation of
women with (agricultural) land, or mother earth with the goddess, bring to mind a
common set of images which all focus on the perceived active male principle of
creation as opposed to the passive female principle. Such imagery is also contained
in, for instance, myths that render heaven and earth the archetypal parents of the
world (Dange 1971: 34). The union between heaven and earth, by producing
abundant harvests, also ensures human life and prosperity. In this way, the blood
spilled by warriors on the battlefield, “watering” the earth-mother is suggestive of
agricultural fertility and human procreation, granted that male “blood” can be
understood as a symbol of fertility, comparable to rain or semen, ensuring the
earth’s fecundity.””® Hence, I would suggest that an added meaning underlies the

28 Cf. Damsteegt’s (1997a: 20-26) discussion of Kakar’s psychology of marital relations .

° See, for example, Doniger O’Flaherty (1980: 247) who holds that ambivalent feelings towards
eroticism and fertility in the Upanisadic period resulted in the portrayal of women as the enemy of ascetic
men. A similar notion apparently inspired an interpretation of the mare as a negative symbol in Vedic and
Upanishadic literature, which came to be associated with demons, demonic destruction and the male-
devouring goddess. Doniger O’Flaherty (1980: 261) does, however, also note that the mare was a positive
symbol in Rajasthan considering the positive, powerful role she has been accorded in Rajput warfare in
which she came to present a “secular symbol” and a “royal equestrian image”. It remains to be seen
whether this kind of interpretation helps in judging the role attributed to Pabuji’s steed Kalmi, who is at
times identified as a part-incarnation of the Goddess, an incarnation of nymphs (like Pabuji’s mother) or
equated with “Kali’s discuss”.

% For a study of the conventional use of “seed and field” metaphors connoting agricultural and human
fertility as well as “spiritual fertility” in medieval and contemporary Rajasthan, see Gold (1987: 305-327)
and Harlan (2003: 187f). Reeves Sanday’s (1981: 19, 96) study offers further examples of the way in
which the shedding of blood in war can be read as symbolic of fertility.

26
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earlier-discussed metaphors of chamd (I) portraying, for example, the goddess’s
water vessel filled with the warriors’ blood that can also be thought of as symbolic
of fertility.

I take metaphors that imply the life-enhancing outcome of battle death as
evocative of agricultural productivity as well as human procreation to be
celebrations of fertility-centred understandings of sexuality that portray men as the
“givers of life” to the earth and to women. This male-oriented way of looking at
procreation is characteristic of European and South-Asian traditions which render
female fertility an inert principle, and women’s bodies a passive receptacle for
semen, the latter of which represents the active, life-giving masculine principle. This
view is, moreover, redolent of long-established notions of human conception as a
process whereby a man plants his seed, basically a homunculus, in a woman’s
nourishing “soil” or “womb”.?"! Put differently, the celebration of fertility construed
as men’s primary role in procreation and their ability to control women and their
fertility can be seen as the “master-metaphor” of the studied compositions. A
gender-based evaluation of the discussed imagery allows us to see the discussed
similes as an expression of a male fertility-centred worldview articulated through
metaphors that construe war and a warrior’s role and his battle deeds and battle
death as live-enhancing undertakings.

At the heart of this kind of imagery is the primacy accorded to the active male
principle over the passive female principle, a finding which to my mind helps
position the discussed poems in a worldwide epic-heroic tradition of martial and
military cultures. The poets of such cultures came to define masculine, martial
strength as the control of all that is feminine by (for example) feminizing the
opponent and presenting war as the rape of an effeminate enemy.””” Such a
perception furthers my interpretation of Bamkidas’s marital and martial metaphors,
in particular his comparison of war deeds to a wedding. By positioning masculine
heroes (the warrior-bridegrooms) opposite female or effeminate adversaries (their
brides), Bamkidas (knowingly or unknowingly) feminized the enemy and his poem
seems indicative of the above described gender constructs that value the control of
femininity as a show of masculine strength. Bamkidas’s chosen imagery underscores
the idea that brides, like enemies (and vice versa), need to be conquered and
subjugated. This interpretation is historically valid as well. Research into women’s
role in Rajput society, and the Pabuji tradition itself, unambiguously documents how
marital relations between Rajput brotherhoods commonly served to ensure the

211 As Friedland (2002: 412) puts it: “Man’s capacity to make life, while mediated by his ability to
produce the means of reproduction, rests primordially on his own reproductive force, his capacity to
produce children (...) Children mean workers, warriors, and wombs. Their absence spells collective
death”. See also Reeves Sanday (1981: 4, 60) and Teskey (1996: 15f).

2 The aims of war are defined correspondingly. Military objectives, like defeating or subjecting the
enemy by gaining power over him, killing him or invading his territory, are till today equated with sexual
intercourse, most commonly in terms of rape while the (defeated) opponent is thought of as female
(Goldstein 2001: 349, Goff 1990: 63 and Haste 1993: 75).
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survival of a lineage, preferably through male offspring, and was thought of as a
way to settle feuds, establish political alliances, or to economically advance one
self.?” In societies where marriage amounts to a patriarchal exchange system in
which women are the main currency, there is an evident need to control women by
“domesticating” them for the role of subservient wives and mothers. Especially male
concerns about the survival of their lineage are commonly quoted to explain the
wish to dominate women and control their fertility; thus men hope to ensure that
they can call themselves the father of their wives’ progeny with some confidence
(Goff 1990: 46, Kakar 1989: 66, 118f).

The above interpretations do evidently not rule out that the poets’ images of
the sacrifice of men to ferocious (earth) goddesses stood for male misgivings about
the procreative power of women expressed through images of a blood-thirsty
goddess or Pabuji’s death in battle as the result of embracing his bride. They do, on
the other hand, suggest that the poets were more concerned with the procreative than
with the destructive force attributed to sexual union. The poets appear to have been
particularly interested in what may be understood as men’s vital contribution to the
continuation of life. In sum, the portrayal of war in Dimgal poetry as a form of
religious sacrifice by and of men who sacrifice themselves to “feed mother earth”
may, in this specific context, be interpreted as symbolic for procreativity. This is
suggested by imagery that presents the sacrifice of warriors in battle as a way to
ensure the continued existence of cosmic and, presumably, societal order by
nourishing mother earth and the goddess Shakti. The same can be said of metaphors
that represent a warrior’s corpse as an oblation offered to the goddess’s creatures,
the vultures. The procreative symbolism of similes that present a Rajput as a
“husband of the earth” and “giver of life”, wedded to his female realm (“mother
earth™), is of course rather obvious. By battling to protect his realm and retainers,
giving his life in battle, a warrior is thought to ensure the fecundity of his land and
the survival of his lineage. Even more obvious is the celebration of fertility and
procreation through marital imagery, as when the poets equate war with marriage to
connote sexual union and the continuation of life, probably in particular the
continuity of Rajput lineages through male offspring (cf. Tambs-Lyche 1997: 271).

Mnemonic patterning

As noted in the introduction to this chapter, the manuscript versions of heroic-epic
poetry continue to show the results of oral transmission techniques, in particular in
the narrative and prosodic structuring of their form and content. The “oral residue”
of written heroic-epic poetry may be gauged from its episodic structuring and

13 Compare Tambs-Lyche (1997: 61): “The queen’s role in traditional Kathiawar shows the fundamental
importance of marriage alliance in Rajput polity. This role changes too, but the idea of patriliny is
certainly as fundamental to the marriage alliance as the latter is to the constitution of the clan. The idea of
Rajputhood, as it emerges, involves a complementarity of male and female, of brotherhood and alliance”.
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occurrences of redundancy and reiteration. Here, I will look at these features more
closely by giving attention to the selected poems’ structuring, narrative sequence, the
poets’ explicit reference to oral composition or performance. As a final point, let me
briefly reiterate the historical function that can be understood from the
compositions’ prosodic and metrical structuring (cf. chapter 4).

The clearest examples of mnemonic patterning are found in duha 1 and the
chamds. Duha 1, as noted before, is told in five distinct episodes, dealing with Pabuji's
parentage, marriage negotiations between the Rathaur and Khici families, the theft of
Charani Deval's cows, etcetera. The poem’s narrative progression is relatively
unbroken, for the episodes have been noted down chronologically starting with the
episode of Pabuji’s birth and ending with the hero’s death and, in the last episode, the
revenge on Jimda Khici by Jhararo. However, the narrative sequences of the episodes
themselves break down several times. In the episode about the theft of Charani Deval's
cows, for example, Ladhraj recapitulates the cow-theft in detail before moving on to the
next episode, describing once again (verse-lines 199-237) how Jimda stole the cattle,
the Charani went to Buro for help, Buro turned her away and Pabuji subsequently came
to the Charani’s rescue. This kind of digression at the end of one episode and before
beginning the next episode seems a clear example of “a breather” for the poet,
allowing him and his audience to keep track of events and link one episode to
another.

Another example of chronological confusion crops up in episode 4, the
narrative sequence of which is lost from verse-line 297 onwards, where Pabuji’s
heroic death is portrayed, after which previous events are again repeated in a rather
random way. In verse-line 305, the narrative sequence is picked up again and the
account of Buro’s assault on Jimda continued. After the description of Pabuji’s defeat
by Jimda in verse-lines 362-63, the narrative becomes redundant when the poet
reiterates how Pabuji fought for the protection of Deval’s cows and returns the cows to
her (v. 375). In the last episode, the poet once more reiterates events when he, after
announcing Jhararo’s journey to and arrival in Jayal, does not continue this tale but
reverts to an account of Jhararo’s earlier initiation in the Nath sect and describes
how (v. 445-453) Jhararo has something, probably his ears, pierced by Gorakhnath.
Then the poet summarizes imminent events, telling us how the Yogi Jhararo confronts
his enemy, threatening to behead him. From verse-line 454 onwards, the poet resumes
his prior account of Jhararo’s journey to Jayal.

The oral mode of the medieval transmission of duha I can also be understood
from the words used by Ladhraj to introduce himself and his narrative. The poet clearly
states that he recollects Pabuji’s story by singing, reciting and telling it.

2. devi de varadamna, munato ima ladhamaliyau
2. pabii suraparadhamna, gaum to tiithai gumne

3. “Devi! Give (your) blessing(s), thus ‘requests’ Ladhmal.
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3. Pabu (is) paramount (among) gods, I sing (his) praise (and) you will be pleased
(with) (his) ‘merit(s)’”.

5. bhala pabt bhiipala, mala kahai kirata munim
5. “Pabu (is) ‘dutiful’, (he) (is) the protector (of) all”, says Mala, “let me sing (his)
‘praise’”.

Verse-lines 14 and 383 (duha 1) contain rather unambiguous references to the process
of oral recollection since Ladhraj refers to his art as the recollection of an earlier tale
heard by him. Verse-line 378 could be understood (though such an interpretation may
seem somewhat far-fetched) as a reference to the repetitive or recurrent aspect of oral
transmission:

14. to jayam 11 katha, bhalala mai sambhal1
14. “Spearwielder! Now (follows) the sons’ story (as) (it) has been heard (by) me”.

383. suni agai surataha, kamadhaja tahart kahu
383. “Let me speak (about) you (and) (about) the recollection (of) the Rathaur
warrior (as) I heard (it) before”.

378. de devi asisa, kamadhaja ra suni suni kaghamna
378. “Devi! Give your blessings after hearing the warrior’s story time and again”.

As already noted in chapter 2, in verse-line 83 of the parvaro, the poet refers to this
poem as a recitation which, as described in verse-line 85, was eventually written
down (likhatu) by Pamdit Khusyal:

83. suni lokayai sot, kahya ladhai devi hukama
84. iti pabiiji ra diha sampuranam
85. sam 1827 vi sai ra vaisakha vada 10 dine likhatu pam khusyala cari asaramadhye

The above-listed standard expressions also convey that reciting, reading, or hearing
poetry devoted to Pabuji is beneficial for a poet or his audience, a way to gain insight
into the world, obtain merit or become virtuous. The paravaro’s poet, for instance,
states (c.32): “Upon that [man] [who] ‘reads out’ [and] hears [this poem], I will
immediately ‘bestow’ virtuous [qualities]”. And in duha I (c. 29), the poet states that
he praises Pabuji’s glory “with [his] tongue” (duha I: 29).

Compared with duha I and the parvaro, the chamds contain fewer examples of
mnemonic patterning through redundancy. In chamd 1 (v. 15), the reference to “a
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woman’s request” (probably Deval’s request) to attack Jimda, after the battle
between Pabuji and Jimda has already commenced, could be taken as an example of
redundancy. However, it is also possible to interpret this verse-line as a portrayal of
a woman, perhaps Deval, who urges Pabuji on during, and not before, the battle.’*
Examples of digression are more clear in chamd 1I (v. 10-48) when, for example, the
poet departs from his chronological account of Pabuji’s preparations for battle,
including the decoration and saddling of his horse and a description of the
subsequent battle proceedings (v. 10-37). After this, the poet digresses from his
sequential account of the battle proceedings and once again describes how Pabuji’s
horse is decorated and the saddle straps tightened and so forth (v. 38-40) before he
continues his battle narrative. A more evident example of mnemonic patterning in
chamd 11 is presented by the fact that the already very slow narrative progression
regularly gives way, from verse-lines 68 to 81, to detailed descriptions of the
warriors’ moods and the clamour of battle.

To evoke battle, the poet not only employs poetic descriptions of the clash of
arms but also (as has been discussed in chapter 4) onomatopoeia and forceful rhyme
schemes. In doing so, prominence was given to the evocation of the images, sounds
and moods of war over a chronological account of battle or an explicit portrayal of
which of the protagonists does what. It is therefore not always easy to tell which of
the protagonists or armies is manoeuvring and who attacks, wounds or kills whom.
In verse-lines 60 to 67, it is still apparent that the poet meant to give an account of
Pabuji’s army but in the next verse-lines (68-80) confusion arises when unspecified
armies retreat in terror, unnamed warriors brandish weapons, clash and stagger, and
so on. But in verse-lines 79 to 80, it is not very clear to whom the poet refers when
he talks about a “great army” and ‘“great heroes”.

79. niya chata pahata nihata nare, sara sara sambara samara sa(m)re
80. khalakata vikata avata khisai, viya chata sobhata mamsata vasai

79. They bring (the) warriors to a halt (with) (an) attack, (they) hurl weapons, they
sharpen swords and arrows (and) inflict wounds.
80. They drive back the great army (during) the carnage, and the great heroe(s)
(are) ‘beleaguered’ (and) brought to a standstill.

Though epic convention suggests that the poet talks about the army and heroes of
Pabuji, the main protagonist and hero of this composition, it is also possible that he
meant to describe Jimda and his warriors since both Pabuji and Jimda were
introduced as equal heroes. In view of the fact that in most versions of Pabuji’s story
it is not he who wins the battle, but Jimda, it seems most likely that Jimda also

214 Chamd 1 (v. 15): pala triya ayi pumnai praghara, jimdarava upariya desa jara (“The woman, arriving
(near) the protector, says: “Heroic (lord)! If (you are) strong, (then) “attack” Jimdarava!”).
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conquers Pabuji in the above-quoted lines. On the other hand, Pabuji has also been
portrayed as Jimda’s vanquisher, though vaguely so, in chamd I (v. 58).

Two more aspects of the chamds could be understood as illustrations of the oral
nature of their transmission and/or composition or of the fact that they were part of, or
based on, an oral heroic-epic tradition in medieval times. Firstly, the reference to
recitation in the full titles of both chamds, where it has been stated that the poems were
“recited” by Meha Vithu.””> Secondly, some of the chamd’s story elements bring to
mind themes and imagery from episodes as contained by duha 1 and the gits.
Though neither of the chamds offers evidence for episodic structuring, since the
narrative progression of the poems is very slow and mainly centres on the
versification of battle, their content does, on the other hand, bring to mind elements
of Pabuji’s story, in particular as told in duha 1. Indeed, if one did not know the
different episodes of Pabuji’s story beforehand, it would be difficult to make sense
of some of the more ambiguous references like those in chamd 1, where the cause of
the battle between Pabuji and Jimda is not mentioned, and it is entirely unclear who the
“woman” is who exhorts Pabuji to attack Jimda or why she urges him to do so. Read
together with Pabuji’s portrayal as a “protector”, probably of cattle, and the description
of Jimda as a “thief”, again probably referring to cattle, these allusions gain meaning if
they are interpreted as suggestive of Jimda’s theft of Deval’s cattle, and Pabuji’s rescue
of that cattle. Such allusion can only be understood if one knows other versions of
Pabuji’s tale, as the poets’ medieval audiences most probably did. Consequently, it is
not inconceivable that the chamds were in one way or another part of a wider tradition. I
imagine that the chamds were part of the same tradition as duha I, either as autonomous
works, inspired by Pabuji’s story but performed or written down independently, or as
episodes, part of a longer heroic-epic performance, but came to be transmitted
independently. In other words, I see the described narrative correspondences as an
example of what Kelly, as quoted just now, describes as the “shifting relationships” of
heroic, epic and other genres.

To conclude this section on mnemonic patterning, I shall discuss the shorter
compositions selected for this study. The gits and duha 1I are, at first sight, heroic
praise poems, or heroic poems, while the parvaro appears to be a heroic and
devotional genre, a “devotional praise poem”. As described in chapter 2, the
narrative content of all these shorter works centres on Pabuji’s glorification as a
warrior and/or divine being, though each poem highlights a different aspect of
Pabuji’s story, at times connoting tales elaborated upon in the episodes of duha I, in
particular narratives about Pabuji’s battle and marriage. While this description
clearly gives reason to think of this composition as a panegyric or a “heroic praise
poem”, I would suggest that these compositions, like the chamds and duha 1, also
form part of a broader heroic-epic tradition. The praise awarded to Pabuji by the girs
and duha 11, and the different narrative themes, no matter how limited their content

25 Chamd 1: atha meha vithii ra kahiya shri pabujt ra chamda and chamd 11: Atha pabujhi ro chamda
mehaijht ra kahya.
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is, have little meaning if they cannot be understood in the light of Pabuji’s battle
deeds (git 1, duha 11, parvaro), his confrontations with Jimda (git I, II, git 111, IV,
duha 1I), the way he comes to the rescue of Charani Deval’s cows (git I, IV, duha
II), his marriage to a Sodhi princess and the way he leaves her at the wedding
pavilion (git II, IV, V), the sacrifice made in battle by Pabuji (git I, II, IV, V,
parvaro), or the belief that he was a deified forefather (jizmjhara) or god (git IV).
The chamds’ imagery is also brought to mind, in particular in the evocation of battle
and the way Yoginis partake in the bloodshed, like the presence of Yoginis in gif .

With the above remarks I do not mean to imply that there was a direct relation
between the different poems suggestive of a linear development in time. Nor do I
want to propose that Pabuji’s epic is “embrionically present” in the gits or that the
gits should be thought of as earlier strands of Pabuji’s story elaborated upon in duha
I and/or the chamds (or vice versa). But I do think that the broader narrative of
Pabuji’s story is implicit in the shorter gits, duha Il and the parvaro, since the latter
(like duha 1 and the chamds) all display similar characteristics, including praise,
heroic ideology, devotional strands, themes and imagery which connote diverse
episodes from Pabuji’s adventures. Though the latter episodes are only fully narrated
in duha 1, it does, even so, seem to me that they are implicitly referred to by the
poets of the chamds, the gits and duha 11, for example when they hint at the cause
for battle between Pabuji and Jimda, his hasty departure from the marriage
ceremony, his battle death, etcetera. Though these references are no longer instantly
recognizable, they must, even so, have been known to the poet and, as remarked just
now, apparent to medieval audiences.

One characteristic of the parvaro makes it stand out from the other selected
works: this poem does not share many common themes or protagonists with the
other poems. Its primarily devotional character sets it apart from the more martially
inspired compositions. However, the devotional feelings expressed in the parvaro
are not altogether absent from the other poems (except perhaps gir I and V).
Devotion to Pabuji and other gods or goddesses does figure as a major or minor
concern in duha 1, the chamds and git 1l and, like in the parvaro, illustrates the
narrative link between the veneration of Pabuji and Goddess worship. I therefore
feel that the parvaro highlights devotional themes which are part and parcel of the
Pabuji tradition, just like martial themes are. And I would suggest that the parvaro,
though primarily devotional, can also be thought of as a heroic-epic poem, for the
poem does highlight the martial as well as divine “protective functions” of the
warrior-hero and hero-god. The parvaro, moreover, deals with Pabuji’s miraculous
and martial deeds through distinct, unconnected tales, a manner that to some extent
resembles the episodic structuring of epic. This notion can be further documented by
the fact that tales similar to the medieval parvaro’s tales structure the ritual
performance of present-day episodes which together constitute the oral mata epic of
Pabuji (cf. chapter 10).
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Family of texts

The limited length, narrative content and structuring and the devotional meaning of
most poems proves it difficult to relate them to traditional classifications of heroic
and epic poetry. If length (long), content (heroic, not miraculous deeds) or form
(narrative poetry) should be considered as the defining features of epic then most
poems clearly do not qualify as heroic and/or epic. All poems use devotional and/or
religious imagery. Chamd 1, gits I-IV, duha 11 are too short and do not know
episodic structuring. The narrative progression of the relatively longer chamd 11 is
too slow and ambiguous and does not document episodic structuring either. As
noted before, the only truly epic composition, according to the traditional view, is
duha 1, a relatively long poem, containing 5 episodes. However, duha 1 also has a
devotional, not just heroic, content. Can duha I indeed be compared with epics that
contain thousands of lines? What to think of the idea that shorter poems can be
thought of as part of an earlier tradition of heroic or praise poetry from which longer
“truly epic” genres developed? And are the studied structural features of the chamds,
duhas, parvaro and gits indeed the result of mnemonic patterning?

I have argued that it is likely that the redundant narrative sequence of chamd 1
and II and duha I resulted from oral transmission and composition techniques. The
same is probably true of the episodic structure of duha 1, the allusions to acts of
speaking, reciting and/or listening in the chamds, duha 1 and parvaro. One could,
however, also argue that the listed structural features of the poems and the allusions
to acts of reciting etcetera should be understood as part of traditional literary
composition techniques and stock phrases which served to express a poet’s
intentions in a conventional way, but do not necessarily have a bearing on the
historical performance context of the compositions. But, if one were to appraise the
above evidence for the poems’ oral substratum together with the martial use ascribed
to the distinct poetic vocabulary that emphasizes the warlike mood of the
compositions, and to the intricate rules for alliteration and metrical patterning, to the
use of onomatopoeia and words suggestive of sound and, lastly, to the recitative
rules developed by Charan poets, all this does, I feel, give reason to imagine that the
selected poems resulted from oral transmission and composition and, last but not
least, oral recitation techniques. Or, as John D. Smith (1979: 356) remarks about
contemporary Rajasthani heroic-epic genres: “[W]e are dealing with a textual
reservoir, a “pool” of textual material into which any poet is entitled to dip at any
appropriate moment”, a procedure which also helps account for the narrative
“overlaps” and “variations” that abound in the Pabuji tradition.

I feel that the selected poems are best seen as part of a medieval heritage of
Dimgal poetry that can be defined as the sum of past and present poems, prose
stories and performances. Included in these categories are “possible” versions of
written and oral poems dedicated to Pabuji, orally composed texts never recorded in
writing and no longer orally transmitted, and possible manuscript versions of texts
that have never been (or are no longer) preserved in government or private archives.
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The problems of classification arising from the poems’ evident similarities and
differences are best solved, I think, by considering the variety of story-lines, themes,
protagonists, symbolic meanings, narrative forms, oral and written characteristics as
part of a multi-layered tradition. The fact that the poems dedicated to Pabuji have
several narrative and stylistic features in common, and the direct or indirect
references to narrative themes and episodes connote a wider context, suggesting that
they were informed by a diversity of oral and written tellings of Pabuji’s story,
including older and/or contemporary heroic-epic genres. Following Ramanujan
(1991: 44), T feel that these kinds of poems are best thought of as a “series of
translations clustering around one another in a family of texts”. From this angle, the
heroic-epic genres of the Pabuji tradition can be thought of as a multiform tradition
inspired by common, aggregated sets of sources or “pools of signifiers”.?’s This
common bank of story elements includes plots, characters, names, geography, and
incidents that inspire each poem dedicated to Pabuji. Put differently, each poem is a
“realization”, in time and content, of aspects of common codes shared with other
poems of the tradition.

By seeing the poems as part of a multifaceted tradition that contained heroic,
epic and devotional poetry, I feel that I can list the genres that are part of the Pabuji
tradition as “heroic-epic poetry”. This phrase enables us to take account of the idea
that longer and shorter poems, despite the clear differences in length, narrative
content and prosodic structuring, existed side by side and were (and still are)
composed as part of one “multi-story heroic-epic tradition”, and independently of
each other. The phrase “heroic-epic poetry” moreover serves to account for the fact
that elements of Pabuji’s story may function as narrative “building blocks” for short
heroic and longer epic compositions. This includes the possibility that such building
blocks take the form of separate compositions in the course of an epic performance or
during other occasions, when just one or two episodes are performed. This definition
also includes the notion that shorter heroic poetry may be part of an epic performance,
as a way to embellish an episode, for instance, and the notion that an epic episode itself
may inspire heroic poetry, which then is recited in a different context like, for example,
the tale about Pabuji’s wedding ceremony that is part of duha 1, git V and, as shall
become apparent in chapter 10, also of contemporary epic performances dedicated to
Pabuiji, and of poetry and prose-tales and songs sung during weddings.?”’

The above-proposed definition also allows me to include structural
similarities. By applying Ramanujan’s idea of a common imaginative pool to the
concept of genre, the many genres that are part of the Pabuji tradition can be
evaluated as part of one “multi-layered” and collective narrative, the poets of which

276 The concept of a distinct, homogeneous communal or social pool of thought from which all myths
derive was first put forward in structuralist studies of culture. Here, not a uniform “pool of thought” is
imagined but a corpus that encompasses the whole of the inherited culture or common knowledge of a
community, including a diversity of oral and written traditions in different periods, circumstances and
regions (Ramanujan’s 1997: 22-46).

"7 For example, the wedding-song Araj mhart samhalau in J. Singh Rathaur (1998:11-12).
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continuously refashion story-elements, plots, episodes, chronologies and prosodic
forms, rendering Pabuji’s story through distinct tellings and various, mostly
overlapping, oral and written heroic-epic genres. The continuous refashioning of
story-elements results in distinct versions rendered through various genres. Though
the “texture” and context of a text may be distinctive, both are nevertheless
crystallizations of common codes shared with other texts (Ramanujan 1997: 5f).
Along these lines, I imagine the existence of a common pool of “structuring
devices” shaping the ongoing diffusion of both oral and written versions of poems
dedicated to Pabuji.






Devotional picture of Pabuji, Dhembo and Camda as sold during Navratri
at the Kolu temple (unknown artist).



6 Pabuji’s World

The glorification of the main protagonists of the poems dedicated to Pabuji served to
articulate medieval attitudes towards war. Thus the medieval poets gave voice to the
warrior ethos of Rajput and, in some instances, Bhil warriors. At the heart of several
of the studied poems is the warriors’ death in battle portrayed as a worthy way for a
warrior to breathe his last. This outlook reflects a reportedly worldwide martial
ideal, defining a “good death” in terms of a battle-death, portrayed as a warrior’s
opportunity to enhance his and his community’s reputation by gaining epic fame and
thus remain in the minds of his people for ever. In addition, some warriors, like
Pabuji, have been ascribed divine status after their self-sacrifice in battle. In this
chapter, I will try to account for the differences and similarities between the selected
poems, in particular the extent to which the poets attributed miraculous and/or
divine qualities to the Rathaur hero. By studying the initial stages of Pabuji’s
deification in the medieval tradition as a “narrative structuring technique”, I aim to
answer questions regarding the textual differences contained in the medieval Pabuji
tradition and whether these differences can be seen as part of a sequential narrative
development as described in the introduction to this study. For this reason, the
rationale and outcome of battle as portrayed by the poets will be considered in some
detail below, particularly the connection between Pabuji’s death and his elevation to
(semi) divine status.

Subsequently, in the second part of this chapter (and in chapters 7, 8 and 9) I
propose to study the socio-political status of the poets of the Pabuji tradition and the
composition of the audiences for which the studied poems dedicated to Pabuji may
have been composed. In doing so, I try to account for the concurrent portrayal of the
hero as a warrior, a godlike being, an instrument of God, a deified forefather and a
hero with semi-divine origins aspiring avatar status. Can one assume (even if one
left aside the miraculous and devotional aspects of Pabuji’s story for a moment) that
there ever did exist a warrior chief named Pabuji Dhamdhal Rathaur who lived by
his “wits and weapons” (as Smith put it)? By relating the imagery employed by the
poets to what is known about Pabuji’s world, i.e. the history of Rajput kingdom
formation in Marwar, I propose to argue that the warrior Pabuji represents a clear
historical type emblematic of the medieval history of Marwar.

Warrior-hero and hero-god

For the purpose of this chapter, I define deification as the symbolic and/or literal
ascription of magical or godly qualities to warrior-heroes after their deaths in battle
and the worship of deceased warrior-heroes as manifestations of god and/or deified
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forefathers. These aspects of deification will be highlighted in the following study of
the way in which the poets accorded different roles to Pabuji, varying from martial
hero and ascetic warrior, to warrior with supernatural qualities similar or equal to
god, deified forefather, and a hero with semi-divine origins, the son of a warrior and
a celestial nymph. It will become clear that the ascription of divine qualities to
Pabuji was well under way in some but not all of the poems studied here. We can
distinguish between poems that clearly point up Pabuji’s divinity by linking death
and deification, on the one hand, and compositions that emphasize Pabuji’s martial
role and do not refer to him in any way as a god, even after describing his death, on
the other.

As noted in the previous chapter, the martial ideals voiced in chamd 1 were
bolstered by means of religious imagery, especially the warlike role attributed to
gods and goddesses, which could be read as a secondary theme of this composition.
Neither Pabuji’s death, nor his deification is mentioned. Instead, the poet presents
the outcome of the battle between Pabuji and Jimda in terms of the victory of the
former. As already noted in the summary of the poems’ narrative content in chapter
3, my interpretation of the last verse-line of chamd I does not include Pabuji’s death
and subsequent ascent to heaven as a common theme of this composition. For, in
view of the sentence’s word order (pabu jimdarava sum...), 1 take verse-line 58 to
mean that it is Pabuji who eventually conquers Jimda: “Pabu ‘causes’ Jimda ‘to be
killed’”.?”® Though the poet of this work does not clearly state the reason for the
battle between Pabu and Jimda, it may even so be surmized that it was fought over
cattle since the poem’s “battle-plot” centers upon the retrieval of a stolen herd,
probably belonging to Charani Deval. This can be understood from two references
to Jimda’s theft of cattle in verse-lines 14 and 15: firstly, in the account of Pabuji’s
attack on the (cattle) thief Jimda; and secondly, in the allusion to “a woman” who
exhorts Pabuji to attack the Khici warrior, if Pabuji feels he is brave enough. As
remarked in chapter 3, it appears probable that the woman mentioned stands for the
Charani cattle keeper Deval who turns to Pabuji for help in retrieving her stolen
Cows.

Chamd 11 is largely martial in content for, unlike chamd 1, it is largely devoid of
manifest devotional overtones. The versification of battle is the work’s main theme.
Its poet dwells upon the preparations to and proceedings of battle in great detail and
makes a special effort to evoke the sound of battle by means of alliterative
structuring and onomatopoeia. This composition (again as compared with chamd T)
evokes the battle movements of Rajput and Bhil warriors in some detail. The poet
mentions the time of day when the armies move, the direction in which they are
heading and the obstacles they meet on the way (cf. chapter 3). The reason for and

28 Chamd 1 (v. 58): “pabu jimdarava sum aya parai(m)”. As also argued in chapter 3, a less evident
construal of this sentence’s meaning would result from reading “parai(m)” as pa-r-ai(m), leading to the
interpretation: “Jimda causes Pabu to be killed”. In view of the verse-line’s word-order (pabu jimdarava
sum...), I feel that the latter construal, though possible, is not appropriate.
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outcome of war are clearly identifiable since the protagonists are shown to fight to
“satisfy their longing for death” and to enhance their personal heroism by “adding to
the fame of their swords”. The poet makes apparent that the prime cause for war is
the protection of cows and the outcome of battle is also clearly stated: Pabuji and his
Bhil archers lay down their life. Pabuji’s battle death is cause for the poet to praise
Pabuji by comparing him to god or, depending on the reading of the last line,
ascribing divine status to the hero:

101. pranamamta meha pabu prasidha, (tyum parasidha pramana paha(m)
101. “Meha ‘salutes’ Pabuji(‘s) glory (saying): “You (have) glory like god”.”

If the above-quoted verse-line is in fact indicative of the Rathaur hero’s elevation to
divine status, then it seems likely that the poet by recounting Pabuji’s deeds aimed
to extol God’s glory. As noted before, the above verse-line can be construed in
several ways which do not all connote Pabuji’s deification. Depending on whether
one translates pramana as “standard”, “measure”, “authority”, or “evidence”, the
verse-line could also be construed as the poet’s portrayal of Pabuji as the “proof of
the existence of God”, “comparable to God”, or as “equal to God”. In view of the
fact that the poet does not at any other point in the poem ascribe divine or even
magical characteristics to Pabuji but portrays him as a warrior throughout, I am
inclined to think that the poet intended to portray Pabuji (and his battle death) as
“evidence of the existence of God”, in that God or divinity becomes manifest or
incarnate via Pabuji’s deeds. The latter interpretation does not necessarily suggest
that the poet intended to portray Pabuji as a full incarnation of God but could, I
think, also be understood as a way to depict Pabuji’s sacrifice in battle as a glorious
deed motivated by human qualities that are divine in their inspiration and are
therefore ascribed divine glory by the poet.

If my interpretation of verse-line 101 holds true, the main purpose of chamd
II, though nowhere clearly stated, was to set standards of heroism. A notable
difference between this composition and chamd 1 is that the former not only presents
Rajput warriors as paradigms of martial bravery, but Bhil archers as well. The
warlike code of both groups of warriors is principally voiced through martial
imagery while metaphors connoting religious symbolism are much less pronounced
than in chamd 1. An exception is formed by the portrayal of the hero’s demise which
is expressly described in terms of ascetic heroism, given that the poet of chamd 11
describes his death in terms of a libation and a renunciation of the world. He does
not, however, make apparent whether Pabuji’s oblation should be understood as a
sacrifice to gods or goddesses, like in chamd 1. Celestial beings do not figure in
chamd 11, apart from a cursory reference to yoginis who add to the sound of battle by
playing the damru drum and one allusion to “the gods” in general. The warrior’s
demise could, even so, be understood as a sacrifice to the goddess. Especially the
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last verse-lines of chamd 1l suggest such an interpretation for here it is described that
Pabuji battles to satiate the hunger of carrion birds by making “meat” available to
them. This “meat” (the warriors’ corpses) is furthermore compared to juicy
meatballs (gudala rasala), denoting ‘pimd’, or balls, usually of meal, that are offered
to the spirits of ancestors. This imagery may be taken to symbolize a sacrifice to the
Goddess: by feeding her creatures, the carrion eaters, one also placates the Goddess.

The narrative content and plots of the different episodes constituting duha 1
give voice to the ideal of sacrificial heroism and protection. The hero is in the first
place praised as the protector of cattle, his family and retainers. He is glorified as a
destroyer of enemies, a valorous warrior and powerful swordfighter with a fierce
reputation among neighbouring kings and sultans. Besides, the Rathaur is also praised
as a robber-prince who loots the treasury of Kuvera. The warlike similes of this text
are distinctly less graphic and violent, and not nearly as evocative of the hue and cry
of war as the imagery of the chamds, despite the fact that Ladhraj does dwell upon the
vagaries of battle. In duha 1, the versification of war appears to be primarily intended to
underline the strained familial and marital relations between its protagonists. And,
while the battle over cattle is also central to this poem, the reasons for battle are
nevertheless couched primarily in terms of hostile kinship ties and problematic
marriage relations. The protagonists’ actions, war deeds and Pabuji’s death are
mainly motivated by the longstanding family feuds, dowry negotiations and family
honour. The cause of the bad blood between the Rajput protagonists can be traced to
the fact that Buro killed Jimda’s father and subsequently stole his cows. The
Dhamdhal family hopes to atone for this offence by offering Pema in marriage to
Jimda. But the latter is not so easily mollified. He demands Pabuji’s black mare in
dowry to atone for the murder of his father. Thus the enmity between the
brotherhoods is intensified, as Pabuji does not accede to his demand. Likewise, Buro
assails Jimda because he is under the impression that the latter killed his brother.
Jimda, after killing Buro, fears Pabuji’s revenge and therefore decides upon a
defensive course: to attack the Rathaur hero.

The second battle between Pabuji and Jimda has a clear outcome. Pabuji
eventually lays down his life in battle but not before his headless torso has given
spirited battle. After Pabuji’s torso has been vanquished by supernatural means, the
hero is finally vanquished. Thus Pabuji establishes his rule on earth and attains his well-
deserved place in Vishnu's heaven. The poet proclaims that Pabuji will gain the praise
of mankind “for millions of years in all worlds” and he also declares that God’s power
has been revealed through Pabuji. This avowal may be read as indicative of the poet’s
belief that Pabuji was an instrument of god to see good done on earth or as the elevation
of Pabuji to divine status. Along these lines, Pabuji’s death in battle may be considered
the motivating force of his elevation to semi-divine or divine status. There are several
reasons to think that Ladhraj intended to deify Pabuji by ascribing divine qualities to
him, even though the poet does not plainly state that Pabuji is indeed God or, for that
matter, a deified forefather or godling.
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The first reason is that Ladhraj appears to strike a devotional cord in verse-lines 5 to
7 when he praises Pabuji as “the lord of the earth” and introduces himself as
Pabuji’s warrior and servant in support of religion during Kaliyuga.?” Second, the
above quoted reference to Vishnu's heaven could be considered indicative of the
narrative link that the poet may have meant to establish between Pabuji and Vishnu
in an attempt at avatar-linkage by representing Pabuji as an aspect of (or the full
embodiment of) Vishnu.?®® Likewise, the above reference to Pabuji’s rule on earth
can also be understood in the following ways: first, in epic terms of immortality (as
when an epic hero lives on in the memory of mankind); second, in terms of the
establishment of Pabuji’s and, through him, Vishnu’s religious sway on earth; third,
the hero’s semi-divine origin is clearly established in the birth episode, where he is
portrayed as the son of a Rajput warrior and a heavenly nymph; and last, the most
straightforward indication of the hero’s exalted status (the portrayal of Pabuji’s
death in supernatural terms) directs us to see the warrior’s divinization in terms of
forefather worship. Keeping in mind Blackburn’s description of the different stages
of deification that a local warrior-hero may go through (cf. chapter 1), one could
assess the different ways in which miraculous and divine characteristics have been
ascribed to Pabuji in duha 1 as evidence for a linear development of Pabuji’s
deification from a role as deified forefather to attempts at avatar-linkage with
Vishnu within this composition. However, as shall be argued below, rather than as
successive stages of development, it is also possible to think of the different aspects
of Pabuji’s deification in duha I as representative of roles that could (and in duha 1
did) exist side-by-side.

Ladhraj’s account of the fight put up by Pabuji’s headless torso, and the
manner in which it collapses after his foe throws an indigo-colored cloth over it, first
and foremost, documents forefather worship as manifest in regional Jhumjhari
tales.?®! Srivastava’s (1997: 74) study of the Jhumjhari tradition makes apparent how
the death of a warrior who comes to be revered as a Jumjhar is often portrayed in
terms similar to that of duha 1, especially as regards stories about headless torsos
that can only be “pacified” when a mix of water and indigo is sprinkled over them
after which the torsos cease to fight.?®> The fact that a warrior continues to fight even
after losing his head is explained in miraculous terms: eyes may emerge on a warrior’s

2 Duha 1 (v. 5-7): “bhala pabil bhiipala, mala kahai kirata muniim. pabii patiyaroha, kaliyuga mam tharo
kamadha. sevaga juga saroha, rakhai dhamdhala rava-uta”.

280 See also verse-lines (516-526) of the concluding episode of duha I where the poet has Pabuji praise his
nephew perhaps from the earlier-assigned place in Vishnu’s heaven (chapter 3).

281 Apart from local forefather worship and Vaishnavite influences, Shaktik influences are in evidence as
well: the poet identifies the cowherd Deval as a goddess, even if only once, by referring to her as “Shakti
Devalde”. And the text refers to Nath religious practices, as can be read from the last episode, in which
Jhararo is initiated into the Kanpathi Nath cult of guru Gorakhnath and thus obtains the courage required
to beat Jimda (see chapter 9 for a description of contemporary Nath worship of Jhararo).

22 A headless warrior can also be pacified when women, catching sight of the “bizarre” image that a fighting
torso presents, cry out: “Lo! There comes a man without head”, upon which the headless torso collapses
(Srivastava 1997: 74).
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chest, which enables the torso to continue fighting. Another common theme of
Rajasthani Jumjhar poetry explains that a headless torso can “see” with his heart and is
thus able to find his way in battle even after rather literally losing his head.?®3

Pabuji is not the only protagonist who has been accorded divine status in the
composition under review. Ladhraj twice refers to Deval as Sakati (Shakti) in verse-
lines 289 (mo gayam marastha, suni pabii kahati sakati) and 376 (pabi iyum
prabhanamta, sambhali devalade sakati). And, in verse-line 228, Deval is referred
to as “a-iha”, a title that can refer to a woman and a goddess (Lalas 1962-1988). In
other instances, the poet also identifies Deval as a female Charan (v. 298, carani)
and a member of the Charan community (v. 428, garhavara). Deval’s elevation to
the status of Shakti can only be read from duha I, since she has not been referred to
in other poems or only in a rather vague manner. As I intend to document in chapter
9, Deval’s role in Pabuji’s tale as recounted in duha I relates the hero’s worship to
the cult of Charani goddesses of whom Deval is one.

A last instance of deification in duha I can be read from the ascription of a
divine role to Pabuji’s mare Kalvi. If my indefinite interpretation holds true, verse-
line 212 has Buro explain to Jimda that he cannot have the mare in dowry because
Pabuji is very attached to Kalvi since “(she) was (his) mother”. From this I construe
that Ladhraj meant to portray the mare as an incarnation of Shakti (in this instance
Pabuji’s nymph-mother), a representation reminiscent of the portrayal of the mare
and Pabuji’s mother as Shakti incarnate by contemporary Bhil Bhopas.

Battle is only a minor theme in the parvaro. Its poet employs mainly religious
imagery, and centres his account on the divine help that Pabuji extended to his
devotees, among others, the historical Rajput Gamga in warding of his enemies (v.
44-45).2* 1t is not clear whether the poet here intended to describe the help extended
by the warrior Pabuji or meant to evoke the divine intervention by the godling
(devata) Pabuji, or both. The martial title bhalala (“Spearwielder”) in verse-line 44
perhaps suggests that the poet intended to portray Pabuji as a warrior. However, in
the subsequent verse-lines (46-47), Pabuji is identified as a “jujhari” (Jumjhar), a
deified forefather who immediately comes to the rescue on hearing a cry for help
and who several times “wards off the armies, (which) ‘attacked’ the fort”.?%3 The
latter identification perhaps suggests that the help extended by Pabuji in the previous
verse-lines should also be thought of as supernatural help. However this may be, the

283 As remarked in the previous chapter, the decapitation of warriors in the Pabuji tradition is also
reminiscent of sacrificial myths that represent classical motives like the ritual dismemberment of the first
human being by the gods, the king as victim and recipient of ritual sacrifice, or the ritual sacrifice of
heads as a way to obtain “a treasure or secret that is the essence of the universe” (Heesterman 1998: 16,
1985: 47). And the act of decapitation can also be compared to the way in which the demon Rahu brings
about eclipses by capturing the sun and the moon in his mouth by comparing Pabuji’s warriors to Rahu
and their enemy’s head to the sun and the moon, as has been documented by my (indefinite) reading of
the imagery used in chamd 1I (chapter 3).

2% Parvaro (44-45): “gamgai hu upagara, bhalalai kidho bhalau. muhiyarase khomari, daulatiyo bhagau
durita”.

5 Parvaro (v. 46-47): “jhala suni jujhari, ajagai bi-lipara karai. ukare ke vara, kata kam agila kotaro”.
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parvaro is first and foremost a devotional poem dedicated to the worship of the
godling Pabuji, who intercedes from heaven on behalf of his devotees, and to
express devotion to the Goddess.

The purpose attributed to this poem in the text has been expressed in terms of
a prayer for protection and blessings. In verse-lines 60 and 63, the poet asks for the
hero-god’s protection “with folded hands” and prays that the Spear wielder and
“Lord of the earth” Pabuji may stand by him in times of trouble.?®® The poet also
makes clear that he recites the parvaro (and duha 1) to please Pabuji’s neighbour
Devi and thus obtain her blessings.?” The reward for his endeavour becomes clear
form verse-lines 64-65 in which Pabuji himself is quoted as saying that the
versification of his story by Ladhraj is to his liking and “anyone who reads out or
hears this poem will be rewarded with virtuous qualities”.”® Indeed, so pleased is
Pabuji with the poet’s recitation that he gives him a coin (dugamni) in verse-line 53,
an instance that illustrates yet another function of the recitation of poetry dedicated
to Pabuji: material reward.

Pabuji’s death in battle or ascent to heaven and his subsequent deification are
manifestly absent from the parvaro. One may perhaps imagine that Pabuji’s battle-
death is implied since the parvaro represents the final outcome of deification: the
worship of Pabuji as a deified warrior by his Bhil Bhopa priests and other devotees,
including penitent Rajput warriors. In the parvaro, the praise of Pabuji as a god
includes the description of his protective function in devotional terms, that is: the
divine intervention extended by the god and Jumjhar Pabuji. The protection
extended by Pabuji in these roles includes the retrieval of a stolen temple-drum, the
punishment of wrong-doers, the cure of a Rajput’s stomach-ache and the protection
of women and trees. Pabuji’s medieval Bhopas are, in addition, portrayed as the
Dhol-playing priests of a Pabuji cult with temples in Kolu and Sojat.®® The Bhopas
are also presented as healers who, with Pabuji’s help, cure people of their stomach
ache through a #sicoha or sicau ritual apparently involving the pouring of clean
water to remove impurities and to cure curses.

The shorter compositions dedicated to Pabuji, the girs and duha 1I, are
expressive of similar concerns as raised in the longer poems discussed above; the
varied use of martial and religious imagery, the reasons and outcome of battle, and
the different purposes attributed to the texts. In these poems, war is yet again an

26 Parvaro (v. 60): “e mosil upagara, kijai kari jore kahu”, and (v.63): “’bhalala bhupala, vela ati pariyai

vikhama”.

37 Parvaro (v. 58-59): “pabil parosiha, devi mithai hatha de. japiyo tojasa jiha, kamadhaja yum ladharaja
kahi”.

28 Parvaro (v. 64-65): “kathi ladha te kiitd, mo pyarl pabli munai. parhai siinai supravita, tina upara
karasiim turata”.

9 The medieval Pabuji temples are referred to in the parvaro as “sojhati marha”, “kolu marhi” and
“sojhita thampana”, probably referring to small temples or open-air platforms and covered altars like
today’s thamna or manda dedicated to Jhararo, which is an uncovered hearth on top of a hillock where
Jhararo’s hero stones are worshipped by different caste-groups from the surrounding villages.
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important theme. The reasons for war are most commonly expressed in terms of the
protection of cattle. But the accounts of Pabuji’s death in battle, and subsequent
elevation to divine status, vary considerably. Death and deification are, for example,
not themes of git I and duha 11 for they have a predominantly martial content. And,
though Bamkidas does conclude gir V with Pabuji’s battle-death, the hero’s
deification does not follow from this. Besides, though one could understand his
deification from the allusion to Pabuji’s demise in git II, when the poet refers to
death as a sacrifice to the Goddess, this couplet does not straightforwardly refer to
Pabuji’s death and it is not clear whether or not the poet meant to imply it. In git III,
plain references to Pabuji’s death in battle lack but the poet’s mention of Pabuji’s
temple in Kolu does suggest that he devoted his poem to the praise of the deified
warrior Pabuji, perhaps relating the hero’s deification to his death in battle.

Among the shorter compositions with predominantly martial imagery, death
and deification are themes that are conspicuous by their absence in the manuscript
and printed version of git I. The battle, in these songs, is set off by the hero’s
expedition to loot camels from “the South”, not his protection of cattle. Both texts
primarily honour the martial hero Pabuji as a valiant robber and warrior and, only in
the second instance, as the protector of cattle. Git V is a work with a clearly martial
theme as well. Bankidas commemorates the fact that Pabuji fought to safeguard the
Charans’ cows. To do this, he employs martial as well as marital similes, equating
combat-rites with wedding-rituals. Thus the warrior-groom Pabuji dies in battle,
after embracing the enemy, his bride. The hero’s death is not followed by an account
of his ascent to heaven or his elevation to divine status but, as already noted, in
sacrificial terms by presenting Pabuji’s battle as symbolic of the creative aspect of
destruction, when the forces released in battle and in sexual union are symbolic of
the replenishment of “the ever-vulnerable forces of life”, and a sacrifice to the
goddess.

The last primarily martial composition discussed here is duha II which
celebrates war by praising Pabuji as a young horse-rider, still a boy, who protects
cows. This boy is also remembered for “taming wild horses” and for his attacks on
neighboring enemies, specifically the ‘“Pathans”. But the hero chiefly wages war to
protect cows and thus earn fame and glory. In this composition, the poet underlines
Pabuji’s eminence by comparing “the battle of Kolu” to the battle of Kurukshetra,
thus equating Marwar’s hero and his warriors with the heroes of the Mahabharat.
The outcome of the battle of Kolu is expressed in the idiom of fame, protection and
glory, not in terms of Pabuji’s battle-death or deification.

The predominantly religious imagery of gits II and III allows us to speculate
whether these two compositions were composed as devotional genres comparable,
perhaps, to the parvaro. Git 11 was for the most part composed in praise of Pabuji’s
martial deeds: the hero is depicted as a dutiful Rathaur warrior who is true to his
word and rescues stolen cows. The poet’s intention to portray the Rathaur’s battle
death can only be surmized by reading between the lines. The poet describes battle
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deaths, in general, as a form of devotion to the Goddess by relating how warriors
satiate hungry Yoginis by filling their begging bowls, probably with the blood of
warriors. This image seems evocative of the portrayal of sacrificial heroism
comparable to similar imagery employed by the poets of the chamds. The poet does
straightforwardly define the reason for the battle by articulating Kshatriya dharma
as the protection of cattle and by subsequently describing how Pabuji adhered to this
duty by abandoning his bride at the wedding mamdap (pavilion) to rescue the cows
stolen by Jimda. This git contains several other standard similes already known from
our reading of the chamds and duha 1, in particular versifications of the clash of
armies, warriors wielding weapons and the way in which headless warriors continue
to fight.

The poet of git I, finally, leaves no doubt about the reason for battle: Pabuji
fights to protect cows. The outcome of Pabuji’s fight is less plainly stated given that
it has only been described in general terms that battle-death is a warrior’s “purpose
on earth”. After Pabuji’s headless torso collapses, it goes up to the realm of the gods.
From this description one could infer that Pabuji waged battle and died like a
Jumjhar and subsequently achieved divinity, if that is how his ascent to the realm of
the gods was meant to be interpreted. A more compelling argument for the depiction
of Pabuji’s deification in this poem can be found in the last verse-lines where the
poet speaks of Pabuji’s patronage of a temple in Kolu. On the basis of this, it is
feasible to imagine that this git, like the parvaro, was composed to sing the fame of
the resident deity of Kolu, Pabuji. If this reading holds true, git III can be thought of
as a devotional poem with martial overtones that is illustrative of the final outcome
of a process of deification.?*

Pabuji’s deification

The above comparison of the texts illustrates the different degrees of narrative
importance that the medieval poets attached to death and deification on different
occasions. Different forms of deification are manifested as the worship of dead
warrior-heroes, the attribution of (semi) divine status to warrior-heroes, indefinite
but suggestive instances of avatar-linkage and the cultic practices of the Bhopas of
medieval Pabuji temples. It has become evident that the ascription of divine qualities
and/or divinity was well under way in some but not all of the compositions of the
medieval Pabuji tradition. It is now also clear that Pabuji has been indeed
worshipped as a Bhomio (Jumjhar) during medieval times. The poets portrayed the
Rathaur as a martial hero and ascetic warrior (chamd 1, gits 1, 11, IV), as a warrior
similar or equal to god (chamd 11), as a god and deified forefather (duha 1, parvaro,

20 As will be discussed in chapter 10, this composition can be compared with the parvaro in yet another
way for it also establishes a link between Pabuji’s cult and the worship of Devi. It appears that the poet
also intended to relate Pabuji to Shiva for he wrote that Pabuji’s patronage of the Kolu temple adds to the
fame of Shiva’s temple.
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Some of Pabuji’s different iconographic forms at the Kolu temple.
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git III) and as a hero with semi-divine origins, the son of a warrior and a celestial
nymph and, conceivably, as an avatar of Vishnu (duha 1). If one wants to, these
different roles can be seen as successive stages of the medieval process of
deification that could be related to the theories of narrative developmental
introduced in the first chapter. Correspondingly, Pabuji’s deification, according to
Blackburn’s narrative pattern 1, begins with the adventures of the cow protector,
tamer of wild horses and camel rustler (git I, duha II) and progresses via the
narrative of the death of a local hero (chamd 1, git IV) perhaps at village Kolu where
Pabuji’s temple now stands. In time, the local warrior-hero Pabuji came to be
worshipped as a Jumjhar and god (devata) and served by the Bhopa priests of Pabuji
cults in Kolu and Sojat (parvaro, git I1I).

In particular the ways in which, and narrative moments at which, miraculous and
divine characteristics have been ascribed to Pabuji in duha 1 suggest that Pabuji’s
deification progressed from his role as deified forefather to attempts at avatar-linkage
with Vishnu within this composition. Keeping in mind Blackburn’s idea that magic
birth-stories are added to the story of a local hero in a later stage of a tradition, once it
spreads geographically, the telling of Pabuji’s magical birth-story at the beginning of
duha 1 may be appraised as an indication of the medieval spread of Pabuji’s story
from Kolu village to a regional level, that is, the Jodhpur court where the poet
Ladhraj was a scribe at the court of Jaswant Singh. At this stage, the addition of a
supernatural birth motif to the hero’s tale (duha I) may have resulted in his elevation
to semi-divine status. In the parvaro, this elevation could be read from the poet’s
inner conflict (arising from divided loyalties to different gods) is perhaps suggestive
of the need to establish Pabuji’s divine standing vis-a-vis other gods. This need may
have inspired the further narrative expansion of the hero’s tale in later story-telling
traditions eventually giving rise to his portrayal as the embodiment of Lakhsman in
modern traditions. As I have noted earlier, the latter stage of deification cannot be
read from the medieval tradition, at least not from the works studied by me. But the
indeterminate narrative link between Pabuji and Vishnu made in duha 1 could be
interpreted as the medieval beginnings of avatar-linkage in the present-day Pabuji
tradition. This narrative process may also account for the concurrent portrayal of
Charani Deval as a horse trader, cattle keeper and goddess in duha I, but cannot be
read from the poems under review. The medieval sources also do not document the
relation established by contemporary poets of the Pabuji tradition between the Bhil
heroes, Jimda Khici and Pabuji’s Sodhi bride, on the one hand, and the gods and
heroes of classical heroic-epic traditions, on the other. Avarar-linkage permeates
large sections of the narrative of modern-day versions of Pabuji’s par-epic in which
Jimda is portrayed as an incarnation of the demon-king Ravana, while Ravana’s
sister Surapamkha is thought to be embodied by Pabuji’s Sodhi bride. The Rathaur
hero’s Bhil companions Camda (Camdo), Salaji and Dhembo and the Rebari Harmal
are moreover believed to be the personifications of, respectively, the goddesses
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Caumunda, Visot, Bhaisand and/or the god Hanuman and his army of monkey
warriors (cf. Smith 1991: 271-72 and Hiltebeitel 2001: 91-92).

Apart from the chronological problems which the preceding interpretation
presents us with, the above description of the medieval tradition’s narrative
development also does not really help in accounting for all the differences in
content, purpose and sectarian interpolations between the medieval poems dedicated
to Pabuji. It now seems apparent that death and deification are not, as Blackburn
holds, “twin-themes” that structure the content of all medieval poems especially not
of the shorter, martial compositions or of poems with a markedly devotional tone.
While the hero’s death is evidently an important theme of the tradition in general
this does not mean that his demise is a theme of all the poems under review. And,
even if the poets do mention Pabuji’s death, or imply it, this does not routinely lead
to the elevation of the hero to (semi) divine status. The opposite is also true: the
poets may attribute miraculous or godly qualities to the hero without explicitly
speaking of his death. In addition, it proves difficult to explain with Blackburn’s
theory in hand how the poets came to portray Pabuji, at times in independent texts
but as often in one and the same composition, as a martial and divine hero, a
Jumjhar and a god and (possibly) an incarnation of Vishnu. The clearest example of
this practice is found in duha I, a composition that appears to unite three different
aspects of deification: the warrior’s elevation to semi-divine status, his worship as a god
and deified forefather and possible avatar-linkage. It is of course possible to reason that
the occurrence of all these roles in one composition suggest that duha I represents the
one but last stage of narrative development and deification (the straightforward
identification of Pabuji as Lakhsman’s avatar). Accordingly, the different roles ascribed
to Pabuji could be considered to represent the different stages of deification as narrated
in local multi-story traditions, which have been accumulated in duha I through the
addition of different story-lines from different shorter compositions constituting the
episodes that make up the narrative of duha 1. This line of reasoning does not, however,
help in understanding how poems with different narratives, plots, imagery, length and
functions continued to exist side by side.

Also, though one could see “primary process material” (Hiltebeitel) at work in
the poets’ use of Shaktik or Shaivite similes and allusions to Vishnu, it nevertheless
seems apparent that most story-lines, similes and different heroic and/or divine roles
cannot be traced to “primary process material” from the Ramayan or other classical
sources alone. This is particularly true, I think, of local Jumjhar imagery and the
poets’ account of Bhil Bhopa ritual practices in Kolu and Sojat which cannot be
explained in terms of the re-emplotment of classical narratives. Nor do the allusions
to the hero-gods and battles of classical epic traditions amount to such a re-
emplotment in the studied poems given that these allusions serve a different
purpose, i.e. the glorification of the bravery and strength of Marwar’s heroes by
comparing them to classical examples like in gif III, where the Rathaur hero’s might
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is compared to the strength of Arjun’s bow and in duha II, where the battle of Kolu
is equated with the battle of Kurukshetra from the Mahabharat.

In addition, the use of Shaktik imagery in the chamds, duha 1, the parvaro and
some of the gits, which is clearly reminiscent of tales about the Puranic goddess, her
Yoginis and her battle with the buffalo-demon Mabhisasur, appears to refer to other
literary-historical (not necessarily classical) “process material” as well. Charani
Deval’s indeterminate role as a cattle herder in the chamds and her identification as
a horse trader, cattle keeper and Shakti or “a goddess” in duha 1, links the Pabuji
tradition to narratives that are part of the medieval and contemporary Charani Shakti
tradition. This tradition (which today appears truly “Sanskritized” as Charani
Shaktis are now most often presented as part or full incarnations of the classical
goddesses Durga and Himglaj) is part of narrative traditions which can be traced till
far outside the classical “Hindu belt” to the medieval worship of Charan goddesses
in Makran and Baluchistan. As we shall see in the course of this study, the same can
be said of the worship of Devi in the chamds, duha 1, the parvaro and some of the
gits.

Let me conclude this part of the chapter by saying that Pabuji’s deification
cannot be explained in narrative terms as the result of “deification-by-death” since
the ascription of (semi) divine characteristics does not seem to represent a sequential
process that could be traced from stories about the death of local heroes to deified
forefathers and, lastly, to epic tales about regional gods and supra-regional avatar-
linkage. As a result, the relation between the narrative development of heroic-epic
poetry and geographical expansion also appears to sum up a process that cannot be
documented through medieval poetry, at least not in the case of the Pabuji tradition.
Then how can I account for the concurrent portrayal of the hero as a warrior, a
godlike being, an instrument of God, a Jumjhar, a warrior-hero with semi-divine
origins or a local and regional godling whose devotees seek to attribute classical
avatar status to him? I think that possible answers to questions about the medieval
and contemporary process of the deification of Pabuji, Charani Deval and (in the
contemporary tradition) the Bhil archers and the “demonization” of Jimda Khici and
the Sodhi Rajputni are best found by studying the socio-political and religious
history of the communities who transmit the stories and histories of the Bhil, Charan
and Rajput protagonist of the Pabuji tradition.

As noted in chapter 1, and as I will briefly recuperate here, Blackburn and
Hiltebeitel propose that South Asian patterns of storytelling can be understood by
studying the social range of the audiences of heroic-epic traditions. Blackburn
(1989: 1-32) connects traditions of “pre-epic” stories, songs and poems with local
audiences with a limited social range and restricted thematic interests. Accordingly,
changes in the narrative content, the length and function of a story are explained by
looking at a story’s social as well as geographical spread. Blackburn posits a direct
relation between the spreading out of a local story to include sub-regional, regional
and supra-regional audiences and changes in the narrative content and structure as
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well as purpose of a story. For a story to become part of the narrative traditions of
regional audiences, it is necessary for poets and performers to thus refurbish their
narratives in order to hold the attention of their new, regional audiences made up of
different social groups which do not necessarily take an interest in the purely local
stories about kinship ties and deified dead. The mythification of local history to
appeal to wider audiences is thought to be fully accomplished when the human
origins of a local hero are altogether forgotten and historical warriors are exclusively
thought of as the embodiment of classical epic heroes and/or gods. In short,
Blackburn relates narrative expansion of heroic-epic story-telling traditions to the
widening of a story’s social base. Hiltebeitel (2001: 30), on the other hand, argues
that stories about local heroes hold no interest for broad-based audiences that are not
part of the hero’s caste group and he proposes that stories can only spread to a larger
geographical range and audience as long as the caste identity of a story’s hero
remains the same. Thus, stories which centre on the martial heroes and traditions of
dominant landed castes can be transmitted from one region to another as long as the
hero and the audiences of his story remain dominant landed castes.

In the second part of this chapter, I aim to address the social base of the Pabuji
tradition further by documenting how the Rathaur hero’s adventures represent
concerns typical of early and late medieval periods of Marwar’s history. The poets’
portrayal of their Rajput, Bhil and Charan protagonists will be compared to what is
known about Pabuji’s world, in particular to what is known about the history of
traditional occupational and caste identities of Rajput, Bhil and Charan communities
and the way in which these identities were advanced during Rajput kingdom
formation in Marwar. Next I intend to assess the social make-up of the audiences
for which the studied poems may have been composed. I will consider questions
about the portrayal of audiences, poets, priests and historical warriors by the poets of
the medieval Pabuji tradition. First, I will ask whether (and if so, in what way) the
imagery employed by the poets reflects historical concerns relating the poetic
portrayal of Pabuji to what is known of Rajput typology and history in Marwar.
Aspects of the history of Bhil warriors, robbers and priests will be sketched in
chapter 7. The history of Charan poets and religious cults centred on Charani
goddesses is the subject of chapter 8.

Early-medieval Rathaur history

The well-documented typology of early-medieval Rajput warriors from different
social backgrounds and their opposite, the “pure blooded” Rajput nobles of the late
medieval period, is commonly made to coincide with two different stages of socio-
political organization: the early and medieval period of “kingdom formation” in
Rajasthan. In what follows an overview is offered of, first, the historical context of
Pabuji’s story in early-period Marwar from approximately the twelfth century
onwards until the second half of the sixteenth century. Second, I will review the late
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medieval period of Rajput history dated from approximately the sixteenth century
onwards till the establishment of British administrative rule.

Early-medieval kingdom formation in the Thar desert can be seen as a period
in Marwar’s history when, from the twelfth century onwards, ‘new’ ruling elites
started to establish their hold over the region and competed with each other for
authority. It should be kept in mind, however, that the “newness” of the late-
medieval elites who ascended to power was relative, as Thapar (1999: 115f) argues,
noting that the conventional break between historical (classical or medieval) periods
and, consequently, the distinctions made between old and new ruling elites does not
do justice to the continuities between historical periods and the history of the
peoples involved. The term medieval clearly proves problematic in this context, I
do, even so, propose to continue its use for the sake of brevity and clarity. For the
purpose of this study, Marwar’s early medieval period is thought of as spanning the
centuries between the tenth and the sixteenth century, while the late medieval period
of Rajput history is dated from round about the beginning of the sixteenth century up
to the institution of British colonial rule in Rajasthan.

From the twelfth century onwards, and perhaps even earlier, ruling elites
employed socio-political and legendary traditions to claim ascendant martial
identities. Available historical data for the most part consist of semi-historical, often
legendary (and at times rather confusing) collections of facts and figures, names and
different versions of stories, about which there seems to exist little consensus. As
several scholars of Rajasthan’s history have remarked, dates and names listed in
early Rajput genealogies should be regarded with wariness.' I will not attempt to
sort out all the differing views on the chronology of early Rathaur history. A
somewhat coherent, chronological account of early-medieval Rathaur history is
hampered by the on-going, till date open-ended discussions about the accuracy of
the many different dates associated with this part of their past. More interesting for
the purpose of this chapter is a study of the narrative content of the stories about
early Rathaur rambles in the areas around Kher, Pali and Maheva which give an idea
of the background against which much of the poetry dedicated to Pabuji may have
been composed. The prose stories and poems about Pabuji’s forefathers and their
descendants have been recorded through regional chronicles and genealogical
traditions, most importantly in the Khyat and Vigat compiled by the seventeenth
century chronicler Muhnta Nainsi, minister at the court of Jaswant Singh Rathaur of
Marwar (1638-78).22 Nainsi fulfilled the court position of “home minister”
(divamna) from 1658 until 1666 (cf. Peabody 2001: 824). During this period he
wrote the Marvar ra parganam ri vigat (“Account of the Districts of Marwar”),

2! For a discussion of the language of Rajasthani prose chronicles and the value of the contained data for
historical research, see: Smith (1991: 77), Henige (1974: passim), Peabody (2001: passim), Saran (1978:
1-13), (Tessitori 1921: passim), Ziegler (1976a: 219-250).

292 A similar compilation of facts and fictions about Rathaur history, based on nineteenth -century written
and oral sources, can be read from Tod’s account of the history of Marwar and Bikaner (Tod 1972 II: 1-
167).
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edited and published by the prolific scholar Narayansimh Bhati (1968, 1969 and
1974). Nainsi’ khyat, a compilation of historical prose tales and poetry texts, was
edited by Badriprasad Sakariya (1960, 1984, 1993, 1994) and published under the
title Mumhata Nainast ri khyat. >

The beginning of Rathaur history is usually dated to the twelfth-century, when
Rao Siha Rathaur is thought to have set foot in Marwar.?** It is thought that Siha fled
to the region after Muhammad Ghori sacked his father’s capital, Kannauj (Reu
1938: 18, 45, Tod 1972 II: 9f). Some versions of Siha’s story connect him to the
Brahmin inhabitants of Pali (south of Jodhpur). It is said that Siha came to the
Pallival Brahmin’s rescue when they were under attack from Mer “camel robbers”,
probably tribesmen ruled by Kanha Mer, lord of part of the Pali region. The
chronicler Nainsi, whose patron was a Rathaur, describes how Siha fought the Mer
overlords of the Pali Brahmins and was subsequently enlisted by the villagers to
protect them against further incursions (N. S. Bhati 1968: 9f). D. Sharma (1966: 691f)
holds that Siha died in 1273 when he “probably fell fighting while trying to protect
[cows]”. But Tod (1972 II: 10f) reports that Siha murdered the Pallival Brahmins in
order to appropriate their cattle and land. The different versions of stories about
Siha’s life and his relations with the Pallival Brahmins continue to be the subject of
debates centring on the question whether Siha protected, robbed or murdered the
Brahmin inhabitants of Pali. Unsurprisingly, chroniclers and historians partial
towards the Rathaur lineage interpret the episode in a positive light: Siha maintained
law and order in Pali (M. Rathaur 2001: 39, Reu 1938: 135). Stories about Siha’s
massacre of the Pali Brahmins were noted down by Tod, the ‘British Bard’ of
Sisodiya rule in Mewar, who perhaps mirrored the local dislike for the Rathaur of
Marwar after the ruling Sisodiya family of Mewar, said to be the twelfth-century
landholders of Pali, were ousted by Siha (Tod 1972 II: 10, G.D. Sharma 1977: 1f).
This can also be read from Tod’s (1972 II: 11) opinion of Siha’s son Asthan who,
writes Tod, conquered Kher “by the same species of treachery by which his father
attained Pali” (cf. Tambs-Lyche 1997: 63).

Consequently, in the late thirteenth and early fourteenth century, the period
when Pabuji is thought to have lived, Rathaur kingdom formation got under way in

293 Other medieval chronicles and genealogies used for my study of medieval Rathaur history include: the

unpublished (RORI) Mss. 9720(11) viramde ri bata, 15649 (1) rathaura mem khampa dhamdhala rt
khyata, 22554(11) rathauram r7 pattavalt ri va khyata, 26110(2) jodhpura ke rajaom ki vamsavalr and
published sources like the Jodhpur hukumat ri baht edited by S. Chandra, S. R. Singh and G.D. Sharma
(1976) and the Rathaud vams rT vigat evam rathaudam ri vamsavalf edited by Phatesingh (1997). I also
consulted genealogies of the Khici warriors as recorded by the Khici vams prakas, edited by Khici and
Khici (1994) and a Bhati Rajput genealogy published by Hukam Singh Bhati (no date) and titled:
Yaduvams bhatiyom ki vamsavali aur unaka gaurav.

2% Siha (also spelled Seeha, Sia or Sheoji), is thought to have been the son of the twelfth-century
Gahadvala ruler of Kanauj, Jayachamdra, and the first Rathaur (Rasthrakuta Gahadvala) to establish
himself in Marwar, in Kher, near present-day Jodhpur (M. H. Singh 2000: 27, Sakariya 1984: 166-175,
Tessitori 1921: 266, 1919a: 31, Westphal-Hellbusch 1976: 106). D. Sharma (1966: 687f, 756), on the
other hand, postulates that Siha was the son of Setakamvar, a Rasthrakuta of Gadhipur.
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Marwar, but on a rather modest scale. Siha’s son Asthan (c. 1273-1291), generally
held to be Pabuji’s grandfather, conquered villages around Pali and Kher in southern
Marwar, wresting these areas from the Dadhi underlings of Gohil or Solanki Rajput
lineages (N. Bhati 1968: 12, Sakariya 1984: 279). Asthan’s death has been dated to
circa 1290 and is thought to have occurred during a battle with Jalaluddin Khilji
who, on his way to attack Gujarat, passed through Pali and saw chance to abduct
some of the town’s women. The partly legendary nature of this story can be read
from the description of Asthan’s death who, on confronting the Sultanat forces, died
in battle together with his “140 warriors” (M. Rathaur 2001: 39).2° Here, as in other
poems, 140 should probably be read as a conventional, symbolic number, denoting
“many” warriors, a reading that is also born out by references to Pabuji’s “satavisai
sura” (7 times 20 heroes), that is Pabuji’s 140 Bhil warriors (chamd 11, v. 46). After
Asthan’s demise, his eldest son, Rao Dhuhad (also spelled Duhur, Dhuhad, Dhuhar),
is thought to have ascended the throne of Kher from which he ruled from c.1292-
1309 (D. Sharma 1966: 691, 756). Dhuhad is credited with further advancing
Rathaur rule over Kher by successfully challenging the competing claims of
Chauhan rulers. Dhuhad, who was Pabuji’s paternal uncle, is believed to have died a
violent death circa 1309 (Sakariya 1993: 29). His death is rather similar to Pabuji’s
demise, for we read that Dhuhad was killed in the course of pursuing cattle rustlers
who had stolen cows from his subjects in Siwana.*

In the fourteenth century, Dhuhad’s eldest son Raipal ruled over Kher,
extending his sway up to Barmer and Kundal in western Rajasthan (D. Sharma
1966: 691). About Dhuhad’s younger brother, Pabuji’s father, the fourteenth-century
warrior Dhamdhal, no tales featuring the protection or robbery of cattle are known to
me.”” One version of his life, noted down by Nainsi, depicts Dhamdhal as a small-
time Rajput from Mahevo®® who managed to extent the sway of his lineage over
Kolu by ousting a regional chief named Pamo Goramdhar (Sakariya 1993: 58, N.S.
Bhati 1993: 29). It has, however, also been recorded that Dhamdhal ousted the
Chauhan chief of the region (Tessitori 1916: 167f). Dhamdhal’s main claim to fame

25 The confusion over the date of Asthan’s death also seems to indicate the part legendary character of
this tale. For, if Asthan did die in 1292, it is not clear which Khilji campaign above version of his tale
intended to commemorate. In all likelihood, written and oral records of the event became more scant in
succeeding centuries and in later versions of the story and, as a result, susceptible to factual errors. It is
perhaps because of this, that Asthan’s death came to converge with references to the attack on Gujarat in
1299 led by the Khilji army generals Ulugh and Nusral Khan, who apparently marched from Sindh to
Gujarat, via Jaisalmer and Chittor, a route which, one may imagine, could have taken them through Pali
(Chamdra 1999: 87-88). D. Sharma (1966: 691) writes: “The year of Asthan’s death is uncertain”.

2% Yet other versions of this story (locating Dhuhad’s death at Siwana or Nagana) narrate how the warrior
died fighting after joining the Songira Rajput Satal Soma’s battle against Alauddin Khilji (1296-1316)
(Chamdra 1999: 148).

27 Shekavat (1968: 212) notes that Pabuji was born in the thirteenth century and died in Samvat 1313
(1256 CE). This suggests that Dhamdhal may have lived in the thirtheenth century.

2% Mahevo, Smith (1991: 493) writes, may have been a village or town in medieval Pathan or Gujarat.
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lies in being the father of Pabuji and Buro.”” Marwar’s chronicles and genealogies
provide rather detailed, perhaps semi-historical, information about Pabuji’s
parentage, all aiming to document that he is Dhamdhal’s son.** Dhamdhal himself is
generally listed as the sixth of Asthan’s sons, born from one of his wives,
Uchhrandge, mother of Asthan’s eldest son Dhudah and his younger brother
Chachaga. Dhamdhal died an apparently natural, to Rajput-standards probably
unspectacular, death. All that Ladhraj has to say about the event is: “Seeing (that)

‘his time’ had come, King Dhamdhal dies”.3"!

Dhamdhal warriors’ hero stones at Kher (Keru).

After his father’s demise, Dhamdhal’s eldest son Buro ascends the Kolu throne
while his younger half-brother Pabuji set out on his horse “travelling to unknown
regions” to become a powerful swordfighter with a fierce reputation among
neighbouring kings and sultans (duha 1, v. 61-73). In Nainsi’s seventeenth-century
prose rendition of the story, we read that Pabuji was an approximately five-year old boy
at the time of Dhamdhal’s demise, a boy, moreover, with magical qualities. Nainsi
depicts Pabuji as a young hunter who rode a she-camel and performed miracles

2 Tessitori noted (1916: 109) that an early twentieth-century oral tradition about Dhamdhal records that
Dhamdhal had 15 sons, including Buro, the second son, and Pabuji, the thirteenth son.

30 (RORI) Ms. 15649 (1) rathaura mem khampa dhamdhala T khyata (3-4), Khici and Khici (1994: 51),
Nizami and Kheechi (1990: 47), Phatesingh (1997: 7), M. Rathaur (2001: 40). The contemporary tradition
contains several versions of Pabuji’s birth, dating it to the thirteenth century and locating his birth in
Jhunanagar (district Barmer) or in Kolu (cf. M. Rathaur 2001: 41). Smith (1991: 75) notes that Pabuji is at
times also portrayed as Asthan’s son in some contemporary, oral versions of his story. Medieval sources
document similar views, listing Dhamdhal as Asthan’s eldest son (Tessitori 1919a: 31) or the the eighth
son of Asot’hama (Asthan) (Tod 1972 1I: 11).

3 Duha I (v. 58): “pekhe dina pugeha, rava dhamdhala cisarammiyo”.
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(Sakariya 1993: 59). In the centuries following the death of Dhamdhal’s two sons at
the hands of Jimda Khici, the history of the Rathaur sub-clan of Dhamdhal warriors
received little attention from the region’s chroniclers, except for the history of
Viramde, son of the Dhamdhal Rathaur Dhuhad, the sixteenth-century ruler of
Merta, who fought a long drawn out war with neighbouring Rathaur ruler Maldev
(G.D. Sharma 1977: 8f). And Nizami and Kheechi’s (1990: 368) Survey of Kheechi-
Chauhan History documents that the seventeenth-century Dhamdhal Rathaur and
Khici clans were described as “khavas-pasaban” or personal attendants and arms
bearers of the king who were seated behind the throne of the Jodhpur ruler during
formal court sessions.’®> However, late-medieval events in the erstwhile Dhamdhal
“realm” Kolu appear to have gone largely unrecorded; I only know of Tessitori’s
comment (1916: 109) about a seventeenth century Marwari chronicle that ostensibly
documents the bequest of Kolu to Pabuji’s Bhopas by the sixteenth-century Rathaur
ruler Gamga.

Though landholders, farmers and priests claiming Dhamdhal Rathaur ancestry
continue to live in Kolu and Kher till today, the ruling ambitions of the Dhamdhal
branch of Rathaur warriors were apparently nipped in the bud after Jimda killed
Pabuji and Buro.’®
nothing to change the lineage’s decline in later times if it is true, as Tessitori (1919a:
38f) notes, that Dhamdhal’s eldest son Nabhala died childless while Dhamdhal’s
four grandsons were slain.’™ Other descendants of the Rathaur patriarch Asthan did
expand Rathaur rule over Marwar, furthering the brotherhood’s regional
prominence, notably during the reign of Rao Chumda (c. 1383 to 1423), Rao Satta
(c. 1419-28) and Rao Rinmall (c. 1428-1438), who took advantage of the weakening
Tughluq state. In the last decade of the fourteenth century, Rathaur armies invaded
the Sambhar, Nagaur and Ajmer territories of Delhi Sultanate underlords (Chamdra
1997: 221, G.D. Sharma 1977: 4).

During the early phase of kingdom formation in Marwar, Rathaur claims to

The fate of Dhamdhal’s sons and grandsons apparently did

regional supremacy were time and again met by similar ambitions nurtured by
“semi-independent” landholders belonging to several Rathaur and other Rajput
brotherhoods. In the period between the twelfth and the fifteenth century, the main
challengers to Rathaur power included Rathaur sub-clans like the Mertiya Rathaur
from Merta as well as Delhi Sultanat subsidiaries, Mer overlords, and neighbouring
Rajput rulers of Bhati, Chauhan, Gaur, Khici and Sodha descent. This period of

32 Nizami and Kheechi (1990: 368f) trace this convention to [1] Mughal ceremonial practices and [2] to
the Mahabharat’s description of armed bodyguard of “trusted heroes, patriotic and devoted to the master”,
who were seated behind the king. The Kheechis are, in addition, said to have been awarded the privilege
of being the keeper of the king’s personal weapons during Gaj Singh’s rule over Jodhpur (c. 1619-38).

33 Tessitori (1916: 109) records how in the seventeenth century 210 Thori are thought to have lived in
Kolu alongside 300 “Muhammadans”, 210 Dhedha, 130 Bania and 20 Rajput.

3% The landlord of present-day Keru (Kher), who inhabits a mansion there, claims Dhamdhal descent,
perhaps traceable to Pabuji’s nephew and Dhuhad’s eldest son, Raipal. Regrettably, the landlord proved
rather reticent about his ancestry, the only time that I met him.
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Rathaur history has been documented by Marwar’s poets and chroniclers by means
of descriptions of full-size battles and minor skirmishes fought either in efforts to
expand Rathaur rule at the expense of rival claimants or to defend the brotherhood’s
territories against incursions.%

Narrative concerns

The Pabuji tradition has a number of narrative features in common with early
Rathaur historiography. It has become clear that Pabuji’s adventures as read from
our poetic sources represent often reiterated themes which are also part of the
region’s prose chronicles. Pabuji’s ancestors have been portrayed, like Pabuji, as
small-time warriors who spent much of their lives squabbling over cattle, including
cows, camels and horses. Several of Pabuji’s warrior forefathers were chieftains of
parts of fourteenth-century Marwar. They are thought to have died, like Pabuji,
during battles while protecting cattle, women and, in a few instances, land.
Likewise, Pabuji’s probable contemporaries, like his uncle Rao Dhuhad, is also
remembered for dying in the course of pursuing cattle rustlers (in one version of his
story). But, unlike Pabuji, not one of his forefathers has, as far as I can see, been
elevated to semi-divine or divine status. This seems all the more remarkable since
the above narrative concerns of the Pabuji tradition are also a common feature of
stories about other Rajput heroes and folk gods like Devanarayan, Tejaji and
Vachhada Dada. The latter’s story repeats many of the narrative concerns of early
Rathaur history. In one version of his story, Vachhada Dada is remembered (akin to
Bamkidas portrayal of Pabuji in git V) as a youthful Rajput bridegroom who, while
proceeding towards his bride’s house, abandons his barat on hearing shepherds call
for help to rescue their cattle from robbers (Mankad 1956: 60). Vachhada Dada dies
in the ensuing battle. His story continues with a repetition of the warrior’s heroic
feat seven times in seven successive lives until he is elevated to the rank of demi-
god by the sun-god.*%

The fact that divinity was accorded to several Rajput heroes who met a violent
end but not to early Rathaur warriors like Dhuhad, who died the same way, further
underlines that the above described “deification-by-death” does not help in
explaining all aspects of Pabuji’s deification. Nor does it help in comprehending
why other Rathaur heroes have not been partly or wholly deified even though their
stories closely resemble the nucleus of the stories (i.e. their death in a battle over
cattle) told about Pabuji and other Rajput folk gods. As I hope to show in the next
chapter, the answer to this problem can be found by further studying the historical

95 See (passim): N.S. Bhati (1968, 1969), Sakariya (1960, 1984, 1993, 1994) and Ziegler (1976a, 1976b,
1994, 1998).

% Today, Vachhada Dada is worshipped by Rebari, Charan, Ahir and other pastoral-nomadic peoples as
a protective deity who helps in retrieving lost buffalos.
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context of Pabuji’s story and in particular the narrative and historical part accorded
to his Bhil companions.

Early Rathaur history can be summed up as recurring stories about fights over
the ownership of cattle, in particular cows, camels and horses.’”” The above
summary of this history suggests that if Pabuji indeed lived in the beginning of the
fourteenth century, he hailed from a relatively long line of warriors and cattle
protectors or cattle rustlers. Dhamdhal Rathaur history thus allows us to think of
Pabuji and his forefathers as typical early-medieval warriors or Rajput, an epithet for
warriors that is thought to have covered the segmented identity of many kinds of
men, especially young men (javan) who combined agricultural occupations with
pastoral-nomadic migrations, trade and military undertakings. Kolff (1990: passim)
describes this type of early Rajputhood as a designation upon which a wide range of
people, including migrant labourers, armed peasants, pastoral-nomadic and tribal
groups prided themselves. The title Rajput used to include as diverse trades and
professions as “horse-soldier”, “trooper” or “headman of a village”. These
geographically and socially mobile young men who travelled north-western India in
search of employment formed an “open status group” of warriors on taking service
in war bands and regional armies and claimed the rank of Rajput and, in early
medieval Marwar, could also claim the title of Afghan (Pathan). These regional
soldiering traditions gave rise to a medieval “military labour market” in Hindustan
(Kolff 1990: 39, 71-75) and, I would like to suggest, in north-western Rajput
kingdoms.

It is against this background, i.e. the history of a parallel diffusion of military
labour and the transmission of regional martial oral epics in Hindustan and north-
western regions, that the origin and spread of story traditions like the present-day
oral epic of Pabuji have been positioned by Hiltebeitel (2001: 463, 492), who
describes Pabuji’s story as a recollection of the rivalries between imperial overlords
and “little kings”. In the course of these rivalries, a “little rajputization process” was
set in motion and folk traditions became “Rajputized” when people gave new
meaning to the Sanskrit epics (Hiltebeitel 2001: 509). In the “hinterland kingdoms”
of “little Rajputs” this process is thought to have been inspired by similarities
between the epics (specially the Mahabharat's) allusions to “Vedic Vratya war
bands and the lifestyles of earlier medieval “low status Rajputs™” (Hitlebeitel 2001:
441). Hiltebeitel sees many similarities between the lives of epic Kshatriya warriors
and antagonistic Vratya warrior bands of the Vedic past, on the one hand, and the
lives of medieval “little Rajputs” like Pabuji, on the other.

37 Ziegler (1998: 247) notes that instances of horse theft and death resulted from disputes over the
ownership of horses can be traced to the 16" century in Marwar. However, Chamdra’s (1999: 30)
description of horse trade in India and Central Asian suggests that a lively trade has been conducted
between these regions since “ancient times”. Historical descriptions of the character and martial use of
Kathiawari and Marwari horse breeds suggest the same (Hendricks 1995: 251-253, 279-281).
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Late-medieval Rathaur history

Before further discussing “little rajputization”, let me briefly recapitulate what is
known about late-medieval Rajput martial culture and kingdom formation in
Marwar. The late-medieval phase of Rathaur socio-political organisation is thought
to have originated in the second half of the fifteenth century, when the Rathaur ruler
Jodha Rinmalot established a first foothold in Marwar, about three centuries after
Rao Siha came to the region. The right to precedence among Rathaur sub-clans as
advanced by Jodha’s khamph is generally traced to this period in Rathaur kingdom
formation, since it is thought that Jodha considerably extended the sway of the
Rathaur lineage over large parts of the region thus consolidating Rathaur rule in
Marwar towards the end of the fifteenth century. And it was Jodha who chose
present-day Jodhpur as the site of a new Rathaur capital around 1455 (Tessitory
1919a: 69).

From the sixteenth century onwards, the history of Rathaur rule in Marwar,
especially their political and marital relations with Mughal overlords, has been well
documented. Like in the previous centuries, the people of sixteenth-century Marwar
witnessed unremitting warfare. Detailed studies record the long-drawn-out struggles
between Rathaur rulers and Mughal subsidiaries based in Jodhpur, on the one hand,
and competing Rajput brotherhoods in adjoining areas, on the other.*® T will not
dwell upon these particulars of Marwar’s warlike history here but limit myself to a
review of those aspects of late-medieval Rathaur history that have some bearing on
the historical context against which the Pabuji tradition may have developed. For
this reason, I will outline the life and times of late-medieval rulers who are thought
to have patronized the composers or scribes of some of the medieval poems
dedicated to Pabuji: [1] Rao Maldev (Maldeo) who ruled from circa 1532-1562 and
who is thought to have been the patron of Vithu Meha; [2] Rao Jaswant Singh,
Ladhraj’s professed patron, who ruled Marwar from 1638 to 1678; and [3] Raja Man
Singh (1803-1843), the recognized benefactor of Jodhpur’s court poet Asiya
Bamkidas (1781-1833).

Maldev, the son of Rao Gamga, is thought to have ascended the Jodhpur
throne in the early 1530s. He is credited with attempts to further increase the
prominence of the Rathaur ruling lineage in Marwar in an era when questions of
primogeniture had become a matter of fierce struggle among the different Rathaur
brotherhoods (N.S. Bhati 1974: 10-13). The fact that many major and minor Rathaur
chieftains gained an important say in matters of ascendancy and alliance politics
based on marriages between brotherhoods is seen as one of the prime causes of

3% For a study of late-medieval Rajput politics in Marwar see (passim): Bhadra (1998), N.S. Bhati (1991),
S. Chamdra (1999); G.D. Sharma (1976), Chattopadhyaya (1994, 1997); Peabody (2001), Saran (1978),
Saxena (1989), D. Sharma (1968, 1990), M. Sharma (1977); V. Sharma (2000); D. Singh (1990), Stern
(1991) and Ziegler (1976a, 1976b, 1994, 1998). See also Tod (1972 11 : 29-167).



Pabuji’s World 169

many of the late-medieval allegiance wars between Rajput clans and sub-clans.’” In
addition to internal brotherhood struggles, many other causes for strife existed in
early sixteenth-century Marwar, like the conflicts between local chiefs of
neighbouring Rajput brotherhoods and battles that ensued after Mughal incursions
into Rajput desert realms. As a result, the territory of the Rathaur under Rao Gamga
(c. 1483-1531), Maldev’s father, had become limited to a few Jodhpur districts and
some surrounding areas.’!® In the bordering districts which formerly fell under the
Jodhpur throne (like Pokaran, Phalodi, Merta and Siwana) semi-independent
Rathaur chiefs claimed the upper hand (G.D. Sharma 1977: 9). As noted just now,
Maldev tried to re-establish the prominence of his lineage, Jodha’s direct
descendants, in Marwar by means of long drawn out struggles with “unruly”
Rathaur sub-clans, in particular those of neighbouring Merta, ruled by Viramde, son
of the Dhamdhal Rathaur Dhuhad (G.D. Sharma 1977: 8f). In the 1540s, Maldev
eventually suffered defeat at the hands of Viramde who had sought and obtained
military aid from Sher Shah Sur.!! Though Maldev did continue to rule from
Jodhpur after this defeat, the size of his realm and his political power had been
rather diminished.’> Upon Maldev’s death, Mughal underlords expanded their
political influence in Marwar to such a degree that matters of succession came to be
wholly decided by Mughal overlords from the 1560s onwards.*!?

In the second half of the sixteenth century, when Ladhraj is thought to have
composed duha 1, Mughal imperial rulers and their Rathaur underlords established
further military and administrative rule in Marwar. This was the time when Rajput
identity came to reflect the various ways in which alliances between Rajput
subsidiaries and Mughal overlords took shape. As regional power equations came to
be defined in Mughal terms of military service and loyalty based on landed rights,

39 Tod (1972 1I: 25) notes a portrayal of the relations between nineteenth-century ruling houses and
“junior branches”, quoting the latter as saying: “When our services are acceptable, then he [the ruler] is
our lord, when not, we are again his brothers and kin, claimants, and laying claim to the land”.

310 The cause of the annexation wars in Marwar during Maldev’s time is commonly traced to his father’s
rule, when Rao Ganga managed to ascend the Jodhpur throne instead of his elder brother Vikram. This
arrangement led to several wars between Ganga and Vikram until the former triumphed and annexed
Sojat (G.D. Sharma 1977: 10, Tod 1972 II: 19-23).

311 G.D. Sharma (1977: 10) dates Maldev’s defeat at the hands of Viramde to the battle of Sumel in 1543.
312 G.D. Sharma (1977: 10-12) lists eastern districts like Sambhar, Didwana, Lalsot, Chatsu, and Mewat
as parts of the Rathaur realm lost by Maldev to competing chieftains and Mughal rulers. However, his
rule was still considerable, judging from the fact that, from his re-occupation of Jodhpur (1545) till his
death in 1562, he claimed control over Jodhpur, Sojat, Jaitaran, Phalodi and Pokaran (near Kolu), Siwana,
Jalor, Sanchor and Merta and is known to have occupied Barmer and Kotada in the far-west, and to have
made incursions into the territory of Jaisalmeri rulers (cf. N.S. Bhati 1974: 43-4).

313 The territory of the Mertiya Rathaur had already been divided by Akbar among Viramde’s sons, while
a portion of the realm came to be administrated by Akbar’s imperial servants. In 1574, after Maldev’s
third son, Candrasen, did not manage to withstand the advance of Mughal troops, Akbar granted Jodhpur
to Raja Rai Singh of Bikaner. In time, the power struggles among Maldev’s relatives were resolved by
Akbar, whose army occupied Jodhpur in 1563, after first invading the territories of Rathaur subsidiaries in
Jaitaran and Merta. According to G.D. Sharma (1977: 23, n.92), Jodhpur chronicles date this event to
1565 while Mughal sources date it to 1563 (G.D. Sharma endorses the last mentioned date).
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the identity of Rajput landed elites and their identification with and loyalty towards
different Mughal rulers led to the re-definition of diverse regional soldierly
traditions. This seems to have been the case in particular during the reign of
Ladhraj’s patron, Jaswant Singh (ruled from 1638 to 1678). His rule is commonly
described as a time when Rajput-Mughal relations began to be thought of in terms of
incorporation: the merging of Rajput military and administrative culture with
Mughal standards. Jaswant, a subsidiary of the Mughal rulers Shahjahan and
Aurangzeb, is credited with reorganising Marwar’s revenue system, thus far been
based on a system of pattas (land grants or leases) in lieu of military services by
developing a system founded on Mughal jagirs (land stipends).>'* Jaswant is thought
to have aimed at a redefinition of the power relations between Rathaur royalty and
their Marwar subjects. Relations which were traditionally defined in terms of
loyalty, patronage and kinship alliances are thought to have been transformed into a
ruler-client relationship based on service and exchange. It is, in this regard, good to
note, as Ziegler (1998: 259) does, that patron-client relations based on land tenure
did exist before Mughal incursions into Marwar. However, loyalty defined in terms
of service and exchange apparently only became a customary under Jaswant (cf.
G.D. Sharma 1977: 12f).

The wide-ranging impact of Mughal policies on the political and social life of
medieval Marwar is a common theme of studies about late-medieval conditions.?'
The notion that the majority of Marwar’s Rajput and non-Rajput people came into
contact with Mughals only intermittently has been considered less often. Ziegler
(1998: 243f) argues that there were considerable variations in relations between
successive Mughal and Rathaur office holders. Thus, at the same time as Rajput-
Mughal culture flourished at central courts, the majority of Rajput warriors,
especially those sub-clans settled in outlying realms (like in the desert-districts of
Jodhpur, Jaisalmer and Bikaner) remained far removed from imperial Mughal rule
or their subsidiaries who ruled from Jodhpur. A case in point is the unyielding hold
of Rathaur sub-clans over far-western Marwar. In these out-of-the-way, difficult to
reach desert territories, minor chieftains continued to hold sway who long refused to
submit to the authority of the Jodhpur ruler (Ziegler 1998: passim). In these desert
realms, hostilities and feuds between minor and major Rathaur brotherhoods and

314 According to G.N. Sharma (1990: 35, 42, 173), in the eighteenth century, a patta was a written record
on the basis of which a holder was entitled to collect land revenue and other taxes from lands earmarked
by Rajput rulers. This system seems to have existed in rudimentary form from the time of Rao Maldev
onwards, who combined patta grants with older bhaibamdh chakkar or assignments based on services
lasted to him by men from his brotherhood (bhaibamdh). During the eighteenth century, most Rathaur
rulers continued to bestow pattas, granting them against military as well as civil services but the basis of
these grants was the Mughal jagir sytem.

315 See, for example, Streusand (2001: 362f): “Akbar now dominated Hindustan (...) His relationships
with rulers of Amber, Jodhpur, Bikanir, and Jaisalmer eliminated any threat from them and gave him a
cut of their revenue and access to their military resources”. Compare Richards (1998: 157f).
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their retainers continued unabated. In addition, local and regional power struggles
ensued among Rathaur and Bhati as well as minor Mughal claimants to revenue.

The assertions of authority and pre-eminence advanced by the Rathaur rulers
of central Marwar continued to be challenged by their “subjects” in the outlying
districts. This state of affairs appears to have lasted throughout the sixteenth and
seventeenth centuries when successive Mughal rulers tried to grant Pokaran and
Phalodi districts to the then rulers of Marwar, Mota Raja Udai Singh and Gaj Singh.
However, neither the Mughals nor their Rathaur underlords appear to have been able
to establish long-term factual authority over the tracts since they were alternately
claimed and re-claimed by rival Rathaur and by Jaisalmer’s Bhati rulers. The same
can be said of Mota Raja Udai Singh’s attempts to make real his appointment as
jagirdar of Pokaran by Akbar given that he never did get a proper hold over the area
since his claims continued to be contested by Bhati rulers (Ziegler 1998: 257). And
Raja Gaj Singh, who had been granted Phalodi by Akbar, never managed to wholly
assert his authority in this region either. Nor was he able to acquire full possession
of land granted to him in Phalodi, Merto, Sivano, Jalor, and Samcor at different
times during the period between 1620 and 1626 (Ziegler 1998: 258). In sum, the
Rathaur subsidiaries of the Mughals did not manage to decisively subjugate
competing Rathaur claimants to power, especially not in the far western areas of
Marwar like Barmer, but also not in Pokaran and Phalodi, the two cities between
which Pabuji’s Kolu temple has been located since approximately the latter half of
the fifteenth century.

From epigraphic evidence collected from the temple-complex in Kolu, I
gather that the Pabuji temple and the surrounding desert area have been among the
sites where the rulers of Jodhpur contended for power with underlords and Rathaur
sub-clans from Phalodi, Pokharan, Jaisalmer and Bikaner. This can be read from the
different rulers and chieftains who through the centuries patronized the Pabuji
temple and its priests. Of the two temples situated within the present day temple
compound at Kolu, the oldest temple (referred to here as the “red temple”) is flanked
by a kirtistambh (memorial pillar) which dates its donation, and perhaps the
foundations of the red temple itself, to Samvat 1515 (1458 CE). On this kirtistambh,
the name of the warrior who donated it to the temple is mentioned: one Dhamdhal
Khimamra (or ruler of Khimamra) and one Sohar Nara.*!® I have not found any data
about the history of this warrior or his family in the chronicles of Marwar, except
Tessitori’s (1916: 109) listing of Dhamdhal’s “15 sons”, which mentions one
Sobhata as the father of Sohar among the many names recited to Tessitori (1916:
109) at the beginning of the last century. A list that did not represent an altogether

316 This part of the inscription reads: “ohm S§r ganesa samavata 1515 varake badawa sudhi 11

budhavasare maharava rathaura dhamdhala sutra maharawatha pabu prasada kypita ki(tri) karavitam
dhamdhala khimamra som sutta sohara nara (...)”. Compare Tessitori (1916:108).
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Pabuji’s red temple (above) and white temple (below) at Kolu.
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correct view of past Dhamdhal generations, as Tessitori (ibid.) also noted.*"’

The inscription on the second face of this kirtistambh indicates that Kolu was
part of Phalodi district in 1458, for the memorial pillar appears to have been erected
during the reign of Satal, Jodha’s eldest son, who apparently established himself in
the desert between Pokaran and Phalodi prior to ascending the Jodhpur gaddr
(throne), as may be concluded from the inscription on the second face of the pillar,
reading: “maharaya jodha suta raya $ri satal vijaya rajye” (“during the reign of King
Satal, son of Jodha”) (cf. Tessitori 1916: 108, 1919a: 70). Another inscription, found
on a devali (hero stone), also dates the building of the temple to Samvat 1515 (1458
CE) and mentions Dhamdhal, son of Sohar Nara and Khimamra (or ruler of
Khimamra).3!® This hero stone (kept in the chambers of the temple’s head priest
Tulsi Singh Rathaur at the time of my visits) appears to be the oldest dated devalr
preserved in the temple, and its inscription identifies Pabuji as the son of Dhamdhal,
and grandson of Asthan.*'® This hero stone, like most of the other stones kept at the
temple, portrays Pabuji while riding a horse.*?

The second temple within the compound today, the “white temple”, is the
most recent of the two temple structures. A kirtistambh to the left of the entrance of
this building commemorates its founding in 1711 CE (Samvat 1768) during the time
of Abhey Singh (son of Ajit Singh) by one Bhopa named Bagachamd.*?' G.N.
Sharma (1990: 75) dates Abhey Singh’s succession to the Jodhpur throne to 1724,
after his father Ajit Singh had been murdered by another of his sons (Bakht Singh).

317 Tessitori (1916: 109) listed: (1) Dhamdhal, (2) Ude Simgh, (3) Ram Simgh, (4) Gaj Simgh, (5)
Likhamana Simgh, (6) Dev Raj, (7) Khimva Karana, (8) Sobhata, (9) Sohara and Kamo, (10) Godo, (11)
Neto, (12) Vagfo, (13) Sami Das, (14) Rupo, (15) Neto, (16) Hara, (17) Maha Simgh, (18) Ano and,
lastly, (19) Buro.

318 “Samvata 1515 varkhei bhadava sudi 11 vara (adidhavara) rathaura asthana sutha dhamdhala sutha
pabii samga devatana khivara sutha soma soha(d)ra soya prasada po”. A temple priest read the unclear
letters, which appeared to represent “soha(d)ra”, as “nara”, suggesting: Sohar Nara. Tessitori (1916: 107)
described a similar inscription, which mentions a Dhamdhal Rathaur named Sohar, son of Sobha,
identified by Tessitori as the ruler of Khimvara and son of Devathamna, perhaps the sixth Dhamdhal
ancestor Deva Raj. However, it seems more probable that khivara sutha soma soha(d)ra refers to the
ninth Dhamdhal, Sohar, son of Sobhata, son of Khimva Karana, and that the word deva thamna signified
the platform (devathan) as place of worship or a small temple (devasthamn) alongside which the
memorial pillar was erected. It is not clear to me whether the inscription read by me is the same but
weathered version of the inscription transcribed by Tessitori or an altogether different record. Tessitori
did not mention the location of the stone image of Pabuji or any other particulars of his epigraphic
records.

319 Tessitori (1916: 107-08) transcribed the inscription on an even older stone image of Pabuji dated to
Samvat 1483 (1426 CE) set up by a Dhamdhal Pa or Paha (pa/ha]) during the reign of one Maharaja
Lavakhana. I have not been able to trace this stone image among the devalis at today’s Kolu temple.

320 On this devalt, like on a few other hero stones, Pabuji’s face and the head of his horse have been
chipped away. According to the priest, this happened during Mughal raids on the temple. No dates appear
to be known for such raids in western Rajasthan, neither in the present-day oral tradition, nor in secondary
historical sources.

321 This part of the rather weathered inscription possibly reads: “Samvata 1768 vara khe matt phaguna
suda 7 sukarava sare karata ka nakha(satre) $rt pabiji ra devala (...) raja dhi raja maharaja (saramma)
(...) sahart ka(va)raji sri ajita simghjt Sri abheya simghji ri vara mahai bhope bagachamda jata palani”.
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The inscription’s reference to 1711 as Abhey Singh’s time (“vara”) perhaps
indicates that Kolu was awarded in tenure by Ajit Singh to Abhey Singh at the
beginning of the eighteenth century, perhaps in an attempt of the former to
strengthen his hold over district Phalodi awarded to him by the Mughal ruler
Bahadur Shah in 1710.3%

WOldest hero stone depicting Pabuji kept at the Kolu temple.

The inscription on the kirtistambh in the middle of the temple courtyard appears to
date its establishment to 1710 when it was donated by a devotee named Narottam
Nathji, son of Karnidan of village Savarije.’*® This inscription mentions 1710 CE
(Samvat 1767) as the time of Maharaja Shardar Singh, perhaps referring to Saradar
Singh, son of Vijay Singh, who ascended the Jodhpur throne three years after Abhay

22 During this year (1710), the position of Ajit Singh as the ruler of Jodhpur appears to have been rather
precarious. It was a time when Ajit Singh was engaged in “internal disturbances”, aiming to exert his
administrative control over Jodhpur and neighbouring areas (G.D. Sharma 1977: 227-231). These
disturbances kept him so busy that he failed to heed the summons of the Mughal ruler Bahadur Shah to
present himself at his court and be formally recognized as the ruler of Jodhpur. When Ajit Singh finally
did present himself at Bahadur Shah’s court in 1710, he was granted Jodhpur along with the parganas
(districts) of Sojat, Siwana and Phalodi, the latter of which probably included Kolu. This finding tallies
with the inscription on a devalf on the red temple’s upper altar which mentions Ajit Singh name and is
dated Samvat 1770 ( 1713 CE).

323 A very weathered inscription which I (with the help of the temple priests) rendered as follows: “1767
vaisak sudhi 6 Sri pabuji mahardja karnt danda putra paliwala jatt dhamatha gaom savarije narottama
nathaji maharaja di raja sri Sardara simghajt re vara mem”.
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Singh is said to have died (1749).%2* The fact that the year 1710 is mentioned as the
time of Shardar Singh, while 1711 appears to have been the time of Abhay Singh
perhaps suggests that the two were engaged in a brotherhood rivalry pending the
official grant of Jodhpur and Phalodi district to Ajit Singh in 1710 after which Ajit
Singh’s son Abhay Singh would have gained the upper hand.

Kirtistambh in the middle of the Kolu temple courtyard.

The side-building of the temple, at present functioning as a dharamsala, was added
to the temple complex in the time of (or at the behest of) Bikaner’s ruler Gaj Singh.
The temple’s Rathaur priest dates the construction of the dharamsala to the
nineteenth-century. Gaj Singh seems to have been a devotee of Pabuji and donated
the dharamsala to demonstrate his piety. This nineteenth-century ruler of Bikaner
was certainly a contemporary of Asiya Bamkidas (1781-1833), the composer of the
short gita pabuji rau asiya bamkiddasa rau kahyau published by N.S. Bhati (1973:
85). This Charan poet is known to have risen to prominence at the early-nineteenth-
century court of the Jodhpur Rathaur Man Singh, who ruled from c. 1803 to 1843.
Bamkidas witnessed the waning of Mughal dominion and the advance of the British

324 Vijay Singh appears to have ruled Jodhpur from circa 1752 to 1793, dates which do not tally well with
the dating of the kirtistambh (1710). For if Vijay Singh was the father of a son old enough to administrate
districts of Marwar in 1710, he must have been rather aged, when he ascended the throne 32 years later,
and vigorous for he ruled for another 43 years. Perhaps the kirtistambh was erected to commemorate
Shardar Singh’s birth in 1710. It is, of course, also possible that the kirtistambh inscription
commemorates yet another person named Shardar Singh, not traced by me.
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East India Company’s military and political ambitions aimed at administrating large
parts of Rajputana, as Rajasthan was then called. The eighteenth and nineteenth
centuries can thus be thought of as yet another era of minor squabbles at the local
level and all-out regional warfare shaped by Rajput brotherhood rivalries and
continuing challenges to the succession claims and ascendancy of the Rathaur rulers
of Jodhpur (cf. G.D. Sharma 1977: 219-241). Apart from Rajput overlords and their
feudatories, Maratha and British forces also came to engage in the Rajputana power
contest, often on invitation of Rajput rulers or their feudatories, who sought Maratha
or British alliances in regional battles against their peers and rivals.

Great and little Rajput traditions

When, from approximately the sixteenth-century onwards, the ruling aspirations of
landed Rajput elites gave rise to less inclusive, more stratified, social and religious
identities, the open character of Rajput identity, thought of as an “open status”
category during the early period of state formation, changed. From then on, ruling
elites began to redefine the title Rajput by contrasting early medieval warrior
identities with Rajputhood as defined by the landed elites of the region who looked
upon themselves as the true aristocratic Rajput warriors and rulers of Marwar. In
addition, Rajput identity also came to be perceived as similar or comparable to the
legendary Kshatriya warriors of the Vedic past. This shift in the perception of Rajput
status needed its own literary form. Complementing the segregation of
genealogically orthodox ruling Rajput lineages as opposed to low status Rajput
lineages, a literary Rajput “Great Tradition” was conceived, thought of as a courtly
tradition of “Great” or “High” culture that encompassed Rajasthani written, literary
poetry composed by Charan court poets. These compositions are first and foremost
thought to reflect late-medieval images of Rajputhood, creating a link between
reigning Rajput lineages of the period and the high-status Kshatriya warriors of
Vedic times by blending legendary and/or historical genealogies with myth.

It was through different tellings of the Agnikul myth that medieval Rajput
warriors came to be portrayed as a new generation of Kshatriya warriors sprung
from the fire lit by the sage Vashista to fight the demons who intended to disrupt the
fire-ritual. Thus late-medieval Rajput status came to be defined in Brahminical
terms.*”> The chronology of this process appears to be rather uncertain.
Chattopadhyaya (1994: 181-185), for instance, holds that the class of upcoming
Rajput rulers at first thought of themselves as Brahmaksatra (Brahman-Ksatriya) to
legitimize their ritual and political stature. According to him, the link between
medieval Rajput warriors, on the one hand, and Brahmin and the Kshatriya rank, on
the other, apparently lost its meaning from the tenth century onwards. Once Rajput

325 Brahmin priests are credited for taking the initiative for this fire-ritual. It is said that they were the ones
who (after having ousted the impious Kshatriya warriors of the past) were in charge of the fire-ceremony
on Mount Abu to bring to life a new class of Kshatriya warriors (Chattopadhyaya 1994: 186).
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lineages established a firmer political foothold in Rajasthan, and surpassed the power
and status traditionally accorded to Kshatriya heroes, the upcoming rulers no longer
seem to have felt the need to legitimize their ambitions by referring to Kshatriya status
and, instead, came to define themselves solely as Rajput. However, Chamdra (1997:
251f), dates the severing of ties between Rajput rulers and Brahmin priests to a later
stage, that is the beginning of Sultanate rule in northern India.??

In addition, Ziegler (1998: 248) notes that warrior elites only came to refer to
themselves as Rajput after the fifteenth century, until which period the ritual Kshatriya
status accorded to (and appropriated by) early medieval ruling elites remained of
importance. From the sixteenth century onwards, Rajput rulers no longer presented
themselves as the embodiment of the “true Kshatriya rulers” of Vedic times even if they
did continue to claim ties with Khsatriya ancestors. Late-medieval Marwar’s
chronicles represent medieval times as a period of vikhau (distress), when the “ideal
order of things” (construed as Vedic societal order) collapsed, following the demise
of the sovereign rule of the Vedic class of Kshatriya warriors. Although late-
medieval Rajput rulers no longer presented themselves as the embodiment of the “true
Kshatriya rulers” of ancient times, they did not altogether sever their perceived ties with
Khsatriya ancestors either, since they came to see themselves as the descendants of the
legendary Kshatriya lineages. And though Rajput aristocracy continued to perceive
itself as lower in rank than its glorified ancestors, medieval rulers did credit
themselves with a comparatively elevated rank in society for their efforts to reassert
“Vedic ideals™.

Hiltebeitel (2001: 441, 448) dates the political use of the Agnikul myth to the
sixteenth century, when versions of this myth apparently gained in importance to
define Rajput status in Brahminical terms. According to his view, pre-twelfth-
century South-Indian variants of the Agnikul myth inspired regional martial epics in
Rajasthan and introduced themes like the birth of Rajput warriors from fire, the
manifestation of goddesses as family or clan goddesses, and the defeat of enemies,
including Raksa, Daitya, Asura, Danava, Buddhist, Jain and Muslim enemies. The
South-Indian variants of the Agnikul myth can apparently be related to regional
“folk” Mahabharats and Ramayans which became part of the traditions of hinterland
populations and little Rajput kingdoms (Hiltebeitel 2001: 414f). The narrative
themes part of this body of South-Indian myths are also part of the Pabuji tradition
like, for example, stories which document claims to royal stature and tales about
cow theft, retaliatory sacrifice and divine assistance offered by different gods and
the socio-political role of goddesses (Hiltebeitel 2001: 415, 453). It appears that the
variant Agnikul myths told in Rajasthan from the sixteenth centuries onwards
chiefly served to establish links between medieval Rajput rulers and Vedic or epic
Kshatriyas (Hiltebeitel 2001: 448). Hiltebeitel (2001: 441) holds that the affinities
between medieval Rajput roles and Vedic myth should not be understood as
documenting continuity between an ancient heroic age and the sixteenth-century

326 See also G.N. Sharma (1966: 684).
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Rajput great tradition, rather, they direct us (as noted just) to address questions about
similarities between the epics, Vedic Vratya war bands and early medieval “low
status Rajputs”.

The divergent dating of the uses of the Agnikul myth in Rajasthan probably
results from a failure to distinguish different types of Rajput men and their ritual as
opposed to the socio-political status and/or of a failure to make a distinction between
the different uses of Agnikul myths to voice different kinds of identities in different
periods of time. It appears to me that the Rathaur rulers’ endeavours to acquire a
classical background for their lineage (whether in terms of mythical descent from
Vedic Kshatriya warriors and/or genealogical succession to the rulers of Kanauj)
should be primarily understood in the context of late sixteenth and seventeenth
century claims to Rathaur ascendancy vis-a-vis the rulers of other Rajput lineages
and, secondly, against the background of Rajput-Mughal politics.**” However, my
main concern here is the professed difference between the literary Rajput great
tradition, on the one hand, and oral and written little traditions of non-Rajput, low-
status or “little” Rajput communities, on the other. Apparently, the values associated
with the early-medieval Rajput world, in later times, continued to be diffused into
hinterland Rajput kingdoms through the ongoing transmission of regional martial
epics, including Pabuji’s story. This transmission gave rise to the aforementioned,
late-medieval traditions of “spurious” or “little” Rajput communities, a term which
in later times came to include communities from minor Rajput lineages and other
social groups, chiefly agrarian castes and pastoral-nomadic or tribal peoples who
aspired to forms of Rajputhood that did not always coincide with definitions put
forward by aristocratic Rajput lineages. To this typology, Ziegler (1998: 268) adds
the Marwar’s idiom of padra Rajput landholders. Based on his study of seventeenth-
century Marwar’s chronicles and administrative documents, he defines padra Rajput
as the chiefs of small landholdings or “lesser” Rajput chiefs who were also named
caurast dhant (master of 84 villages) and bhaibamdha bhomiya (lord of small
landholdings). Thakura or rajavi were the titles used to refer to landed elites, or
vadaghara ra chori (sons of great houses), the Rajput rulers of greater kingdoms.

The interests of Rajput ruling elites have come to be thought of as far
removed from the rural world of “little” Rajput communities. In socio-political and
literary terms, great and little Rajput communities and their traditions came to
represent two different late-medieval spheres: first, the world of ruling Rajput elites

327 Tlustrative of this thought is Tessitori’s (1921: 262f) observation of the “genealatry” prevalent in the
late sixteenth century among Bikaner Rathaur and Akbar, i.e.: “[the] extravagant claim which the
Rathoras had begun to put forward (...) that they are the offspring of raja Je¢ Canda of Kanauj and, more
remotely, of Rama Candra himself. The reasons which led the Rathoras to put forward this claim are easy
enough to understand, and that they should have put this forward at this particular time [1593], is a fact
which is easily accounted for by the stimulus which the Rathoras in particular and the Rajput in general
received from the Court of Akbar. That Akbar was himself a believer in genealatry (...) is conspicuously
demonstrated by Abul Fazl himself, who, in the first chapters of his “Nama”, has wasted much ink to
trace the descent of this monarch to that common father of mankind, Adam”.
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asserting their status in terms of genealogical “purity”. And, second, the world of
small Rajput landholders and tribal, peasant or pastoralist groups of peoples who
sought to legitimize their ongoing claims to Rajput status by referring back to early-
medieval Rajput history.*”® In Hiltebeitel’s (2001: 414f, 492) view, such claims
represent a “little-rajputization process” that are supported by regional martial epic
story telling traditions, in particular Pabuji’s epic. Accordingly, late-medieval claims
to Rajput status as advanced by diverse “marginal” groups were aimed at achieving
“pure” Rajput status, not by referring to contemporary (that is, late medieval) Rajput
courtly traditions but by evoking the initial stages of regional history, when many
different kinds of people could still lay claim to the title Rajput. Thus, one can
distinguish two processes of Rajputization, both aimed at achieving Rajput status:
[1] based on a courtly great tradition and Vedic myth to validate the ambitions of the
landed elite; and [2] based on regional and local traditions of subject communities,
which referred back to early-medieval Rajputhood in an attempt to support the
upwardly mobile aspirations of a variety of minor Rajput lineages and other non-
Rajput groups vis-a-vis ruling Rajput families.

Apart from attributed royal allure, late-medieval elite Rajputhood also
reflected the various alliances between Rajput subsidiaries and their Mughal
overlords. Regional power equations were interpreted according to Mughal ideals of
military service and loyalty based on landed rights by phrasing military service in
regional and imperial armies in terms of naukari or the “honourable service in a war
band” and “retainership of a lord” (Kolff 1990: 20, 76), and resulted in a new
“political grammar” aimed at roping in different soldiering traditions by giving
voice to the relations between Mughals and the peoples they aimed to control. This
late-medieval soldiering tradition came to be articulated through the language of
naukar?, a military idiom which could be understood by, and appeal to, many
different regional parties, including “spurious” as well as elite Rajput warriors.

Naukart, in various regional contexts, encompassed the soldierly traditions of
retainers in the (long-distance) service of military entrepreneurs, like Payak (foot
soldier), Nayak (chief) and Javan (a young man or soldier): warriors or soldiers of
peasant, pastoral-nomadic or tribal origin, which included Afghan and Rajput men.
At the same time, a distinct Marwar’s political grammar developed. Judging from
Ziegler’s (1998: 267) study, Rajput rulers, small-time chiefs and patrons were
termed Sama (Sami), Dhani and Datar, titles connoting meanings that range from
ruler, master and god to husband. These titles reflect political and poetic metaphors
that conceive of Rajput rule in terms of a marriage between a king and his land,
looked upon as his wife. Kinship metaphors also extended to patron-client relations:
a Rajput ruler came to be seen as the parent of military retainers that are usually
overseen by the ruler’s sons (betd). Upon rendering military service (cakri or seva),
a ruler’s retainers became his servants (cakra), who were rewarded with landed

328 See Blackburn (1989:216-218), Chattopadhyaya (1994: 185), Hiltebeitel (2001: 414, n.2), Kolff (1990:
73, 84).
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rights in return for military service, and were also considered to be his wards (vas),
military retainers who were part of royal Rajput households.*® As was noted in
chapter 5, this kind of idiom defines a Rajput’s duty in terms of a symbolic marriage,
rendering a Rajput wedded to his land or a “husband of the earth” who is a datar
(“giver of life”) to his female land or kingdom called dharati, a word traced to
Sanskrit dharitrt (“a female bearer”) by Ziegler (1998: 255, 268).

In heroic-epic poetry, the connection between a ruler and his land, and the
equation of women with (agricultural) land, or land with the goddess (“mother
earth”) connotes a rather common set of images, evoking mythical beliefs that
render earth the homologic alloform of a warrior’s flesh and blood. Such kinship
metaphors for political relations might be traced to myths about the creation of the
earth, narrating how it was formed of the body (parts) of a primal sacrificial man. It
is believed that the world began with the ritual dismemberment of the first human
being by the gods who then made use of his different body parts to create the world
(Feller Jatavallabhula 1999: 85-88). The poetic connection between a ruler and his
land also brings to mind a common set of images inspired by perceptions of an
active male principle of creation as opposed to a passive female principle.
Accordingly, father heaven (rain, sun) and mother earth are imagined as the
archetypal parents of the world (Dange 1971: 34). As noted in chapter 5, the merger
of heaven and earth is described as resulting in abundant harvests and thus ensures
human life and prosperity. Along these lines, it is also possible to think of the poets
portrayal of the life-enhancing aspect of battle death as evoking agricultural
productivity and human procreation by portraying warriors as the “givers of life” to
the earth and to women. The blood spilled by warriors on the battlefield can be seen
as “watering” the earth-mother if we allow that male “blood” can be understood as a
symbol of fertility, comparable to rain or semen, ensuring the earth’s fecundity.
Taken together, such metaphors can be read as indicative of a fertility-centred
worldview articulated by portraying war and a warrior’s role (including his battle
deeds and death) as live-enhancing undertakings.

Poetic concerns

The above outline of Rathaur Rajput history served as an introduction to the way in
which customary Rajput typologies are commonly made to coincide with early and
late medieval stages of socio-political organization. Our study of the different

3 Sagai, the bonds of brotherhood through marriage, also existed between Jodha’s descendants and
moslim Khan rulers of Nagaur (Ziegler 1998: 254). Marwar’s idiom for patron-client relations not only
defined the relations between Rajput warriors and their leaders but also accommodated Muslim warriors
and Mughal rulers, as can be read from the fact that Rajput jati accommodated moslim (Turk) and Hindu
warriors. Rajput apparently thought of Mughal rulers, in particular Akbar, as representing the warrior-
ideal embodied by Ram, the archetype of Rajput martial ideals. This connection furthered the
incorporation of Rajput military culture by the Mughals. As a result, Rajput service for a Mughal emperor
came to be thought of as similar to local service to Rajput rulers. See also Saxena (1989: 390f).
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versions of tales about early Rathaur has enabled us to judge the narrative
significance of certain themes and imagery common to the Pabuji tradition since it
has become clear that these features are not only part of narrative poetry but also to
Rathaur history. As noted above, Pabuji’s adventures represent oft-reiterated themes
typical of early-medieval Rathaur history for Pabuji and his ancestors are portrayed
as archetypical early-medieval Rajputs: geographically and socially mobile young
men who travelled north-western India in search of livelihood and employment,
often taking service in military war bands and regional armies. These men, of
dissimilar backgrounds and with disparate social ranks, formed an “open status
group” of warriors claiming the status of Rajput, and were part of a medieval
soldiering tradition that gave rise to military labour markets in northern India. Such
labour markets included Rajput warriors from Rajasthan who became part of the
Mughal armies of Hindustan and, I think, warriors recruited for the armies of north-
western Rajput rulers or for the armed bands of men who owed allegiance to minor
chiefs.

Interestingly, the word “Rajput” has not been used in any of the poems under
review, even if Pabuji and his allies are portrayed as the archetypical Rajput
warriors. As I shall document in more detail below, a range of titles and epithets is
offered to denote the warriors according to their local places of origin, their lineage
names and their martial roles and ascribed heroic abilities.

The distinction between Rajput great and little traditions appears rather less
straightforward and meaningful for literary-historical analysis when we take into
account the way in which the medieval poets of the Pabuji tradition portrayed
warriors and Rajputhood. The selected poems offer little evidence of a
preponderance of later “classical” definitions of Rajputhood in Marwar. As I aim to
show below, the poems do not point up the contrast between early-medieval Rajput
identities with late-medieval Rajputhood as defined by “pure blooded” Rajput
warrior elites with ruling aspirations. The most obvious examples of late-medieval
socio-political concerns to be read from the poems under review are, first, the
references to Pabuji’s kingly status and realm and, second, the changing relations
between Rajput warriors, on the one hand, and Bhil warriors, on the other, which
can be understood from the different portrayal of Bhil warriors in chamd 1l and of
Bhil warriors, thieves, and priests in duha I and the parvaro.

In what follows, I intend to illustrate how the poets gave voice to Rajputhood
by studying the identity ascribed to Pabuji and his warriors. Thus, I hope to be able
to assess whether the imagery employed by the poets reflects the above listed
historical concerns, i.e. Rajput typologies and the political idioms of early and late
medieval Marwar’s history. And I will ask what the lack of references to the title
Rajput or, for that matter, the very infrequent references to Kshatriyahood, signify?
It will be argued that the poets’ choice of words adds yet another political and poetic
grammar to above described terms of military service and patronage. Before doing
this, it should be noted once more, as already remarked in the general introduction to
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this study, that the poets’ evocation of the past in the poems dedicated to Pabuji is,
of course, primarily inspired by poetic conventions, vocabulary and metrical needs,
and should not be thought of as representing “hard” historical facts. The poets’
choice of words does, however, prove to be of historical interest when studied as a
reflection of their view of medieval life and the way in which early and late
medieval historical experience was embedded in their compositions. In addition,
some of the selected poems also prove to be suggestive of the Rajput-Afghan
military culture and Marwar’s terms for military service which in some respects
resembles the idiom of naukari.

For the purpose of the following literary-historical analysis, early medieval
historical concerns are assessed according to the narrative importance given to cattle
and the aspirations of warriors who belonged to Rajput and non-Rajput groups.
Poetic wordings and imagery relating to these themes will be dealt with as evoking
early-medieval pastoral-nomadic themes, suggestive of a world where socio-
political identities were not as well-defined as in later medieval society. Late-
medieval poetic concerns are defined as wordings and imagery relating to socio-
political stratification, patron-client ties, marital relations among Rajputs (as
predominantly evoked in duha I), Rajput claims to landed rights and, most
significantly, references to lineage-based status evocative of Vedic Kshatriyatva and
elite Rajputhood.

Rava-uta, Rathaur and Kherecau

Let us begin by looking at the different epithets used for Pabuji and his warriors.
The chamds’ idiom suggests that Pabuji may have been considered a Kshatriya since
the poets included references to the “thirty-six”, a phrase that connotes a legendary
number of Rajput brotherhoods. The reference to the “thirty-six” must have served
to establish a link between the medieval Rajput warriors and ancient Kshatriya
warriors.*® However, the word “Rajput” does not figure in either of the chamds.
From this it should not be concluded that the chamds’ poets did not mean to portray
Pabuji as a Rajput of noble descent for they did portray Pabuji as the son of a king, a
rajaputr. The poets identify Pabuji as the son of king Dhamdhal by referring to him,
though not often, as a warrior of the Dhamdhal lineage (“dhamdhalam”) who hails
from the territory or “country” of the Dhamdhal Rajput warriors (“dhamdhala
desa”).¥! The most common epithet used in referring to Pabuji’s lineage is
“Kamadh” or “Kamdhaj”, the customary honorific for Marwar’s warriors of the
Rathaur lineage, while Pabuji is only once actually called a Rathaur (chamd 1I).3*

3% The word Kshatriya is not used in the chamds, their poets only mention that Pabuji’s army is made up
of “the” “thirty six” (chatist and chatrisi).

31 Compare chamd 1 (v. 13), chamd 11 (v. 23).

332 Kamadh, Kamadhaj and Kamamda (S. Kabamdha) in the first place denote a Rathaur Kshatriya, and
secondly refer to a certain class of demons from the Ramayan who were buried alive by Ram. Thirdly,
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The references to the Dhamdhal lineage and ‘“realm” perhaps reflect that the
majority of Rajput warriors prided themselves on royal ancestry even if they did not
actually rule or did not rule great kingdoms (Peabody 2003: 37). And I also imagine
that the poets thought of Pabuji as a paragon of Ksatriyatva since the name
Rathaur® can be taken to connote royal status and, perhaps, Ksatriyatva, if its
origins can indeed be traced to royal titles like Rashtrakuta and Rastavar.***

The poets of the chamds, like the poets of all the other studied poems,
combined martial and royal epithets to portray Pabuji, Jimda and their warriors. The
martial epithets used most frequently by the poets of all the compositions under
review are: bhara, sobhata, bharabhica, bhata, vira, varadai, bharai, varavira,
jhagajhethi, anabhamgo, netabamdha tribhamgam, connoting honorifics like
warrior, hero, warrior-hero, outstanding hero and leader. In addition, the poets also
used martial epithets inspired by the various qualities ascribed to warriors by
drawing attention to the combatants’ protective functions and war feats, for
example, when they call Pabuji pala or palha (“Protector”). Other martial honorifics
evoke the warriors’ bodily qualities like in bhujala (“Long-armed hero”) or identify
fighting men by their weaponry, like bhalala and sakaita (“‘Spearwielder”) or by
their mounts (asavara or “Horseman”). In the seventeenth-century duha 1,
“Kamadh” is the preferred title for Pabuji. Ladhraj’s chosen epithets more often
portray Pabuji in kingly terms than in the chamds for Pabuji is referred to as: the son
of a warrior-king (dhamdhala rava-uta), a lord and king (maiha pati, nripa). In duha
I, Pabuji is moreover identified as a Rathaur warrior (kamadha, rathavara, rathorau)
and kherecau (kharecau). The latter title is the most notable honorific used in duha 1
since it has not been employed in any of the other poems under review.’* It would
seem that this title serves to link Pabuji to his lineage’s place of origin Kher (Keru),

Rathaur can also mean “dhar” or “torso”, perhaps evoking the poetic image of Rathaur warriors’ headless
torsos which continue to fight (Lalas 1962-1988). Other kingly titles used in the chamds include:
chataradhara (King) and ujjalai kula (“Pride of the dynasty”).

333 The clan name is also spelled “Rathorau”, “Rathoda”, “Rathada”, “Rathur”, “Rathav” and “Rathavar”.

3% Lalas (1962-1988) describes the Rathaur as an old Kshatriya branch with royal Suryavanshi,
Yaduvanshi as well as Chamdravanshi origins in different periods of time. The name Rathaur has been
traced to the Gahadvala Rashtrakutas of Kanauj of whom it is thought that the first Rathaur, Siha, sprang.
Siha’s name is thought to have changed from Rashtrakuta via Rathavar to Rathaur. Reu (1938: 4) traces
the meaning of both Rathoda and Rashtrakuta to a combination of the words ratta or rastra (kingdom)
and kuta (lofty), together meaning: “a great kingdom”, and further connects the Rathaur to the
Rashtrakutas by describing how the name Rashtrakuta was “corrupted” to forms like Rathvara, Rathada
and Rathaur. Bingley (1999: 118) writes that Rathaur derives from Rashtrakula, “a royal race”. The
discussion of the historical and/or mythical roots of Rathaur ancestry and clan names is beyond the scope
of this study.

335 Kherecau, according to Lalas (1962-1988), derives from S. khetanam. In his Rajasthani dictionary,
Lalas distinguishes between a Rathaur Rajput (kherecau) and a Rathaur Ksatriya (rathavara). It is not
clear to me whether or not any special meaning should be attributed to this usage and whether the title
Kherecau, referring to the geographical beginnings of Rathaur rule, was reserved for late-medieval “little
Rajputs”, while Rathaur (rathavara) was the preferred title of late-medieval ruling elites claiming
Kshatriya status.
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a village near present-day Jodhpur, which is believed to have been the first foothold
of the Rathaur in Rajasthan.*¢

The frequent use of the epithet dhamdhala rava-uta was clearly more inspired
by prosodic than by political motives, since it almost always appears at the end of a
verse-line to fulfil alliterative and/or metrical requirements, like in verses 290-95 of
duha I:

290. tai di narT tirastha, rambhai dhamdhala rava-uta(m)
291. pavai jala pyastha, khala gayam khijariyam

292. kohara kalam siha, rati dhamdhala rava-uta

293. bhalai(m) bha(m)laloha, ayo kohara upara

294. vasadha vahaleha, re Ii dhamdhala rava-uta

295. pabii pant paya, carantyam nu camdaiyai

The addition of dhamdhala rava-uta in the above example probably served to
balance the metrical count of the even-numbered and uneven-numbered verse-
lines.**” However, the frequent use of dhamdhala rava-uta, taken together with the
recurrent choice of other royal epithets (narapala, bhupala, maiha pati), does further
bolster Pabuji’s royal persona. From duha 1, he emerges as the son of the warrior-
king (kamadha-rava) Dhamdhal from the lineage (kula) of the ruling lineage of
Marwar. The honorifics accorded to the hero’s half-brother Buro (who ascended the
Kolu throne after Dhamdhal’s death) also centre on the lineage’s royal stature:
nripa, nripati, chatrapati, pahi. And from the fact that the poets describe Buro as the
lord of the kingdom (raji) Kolu, it is clear that King Buro made, or is thought to
have made, territorial claims. In addition, the poets have Buro rule over a fortified
village or fort (kota), for Ladhraj speaks of Buro’s kotavala (‘“fort commander”).
Apart from royal honorifics, Ladhraj also uses common martial titles to name
Pabuji, like warrior and hero (vira, yekala, simha, sahula), protector (pala) and
swordfighter (trijarahatha) and spear wielder (bhalalo). The dual use of martial and
royal epithets is also common to the parvaro in which these honorifics are used side
by side with designations like devata (god) and jimjhara (deified forefather). But in
this devotional composition too, the hero is most often spoken of as a Rathaur

3¢ Geographical references often motivate the use of names for Rajput lineages like the Chauhan, Hada,

Sisodiya and Kachavaha warriors who are, respectively, also named: Sambhari, Bundichat, Mevaro,
Amero or Jaipuriyo. These epithets are comparable to Kherecau for they refer to the link between
different Rajput lineages with their territories, signifying a Rajput from Sambhar (Sambhari), Bundi
(Bumdichat), Mewar (Mevaro), Am(b)er (Amero) or Jaipur (Jaipuriyo) (N.S. Bhati 1989: 28). Honorifics
connoting geographical links are used alongside epithets that refer to the martial status or genealogical
status of Rajput warriors like: Madapat (a Bhati warrior from Jaisalmeri) and Jaduvamsi, an epithet that
calls to mind the claims forwarded by the Bhatis to royal Yaduvanshi origins.

37 The occurrence of the rare form dhamdhala rava-uta(m) (v. 290) seems to suggest, moreover, that this
phrase was added to more fully alliterate with khijariyam (v. 291).
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warrior (kamadhaja) in addition to titles like “spear wielding warrior” (bhalalo
subhata) and “hero” (vira). Royal stature is ascribed with titles like dhamdhala
rava-uta and “son (descendant) of Jodha Rathaur” (Jodha-suta). And Pabuiji is also
referred to as a sami, a title that (as noted just now) denotes a small-time chief.?3

The ascription of “common” martial epithets alongside royal epithets to
Pabuji can also be read from the gits and duha I1. Honorifics which denote heroism
and martial prowess are, for example, varadar and pati (git 1) and abhiyamanau,
bhalalau, bharai, varavira, pala and kamdhalama®™ in git 11. To Pabuji’s role of
cow protector as projected in the chamds, the poet of git I adds Pabuji’s role as a
tamer of wild horses. And in duha I and II, the description of the hero’s adventures
as a camel rustler portrays him as a quintessential warrior and looter, competing
with other cattle-rustlers. Interestingly, in git I, the only poem to expressly mention
Kshatriya dharma, a Kshatriya’s duty is defined in terms of the protection of cattle
and not in terms of the protection of land or struggles over landed rights, the more
common description of Kshatriya dharma. And the poets of the girs commemorate
Pabuji’s Dhamdhal Rathaur ancestry. In gif I, for example, the hero is portrayed as a
warrior of King Sinha’s lineage.’** The use of the epithet “pari” in git I sums up the
use of marital, martial, royal and religious titles, for it connotes meanings ranging
from husband and master to ruler and god (cf. chapter 5).

Realms and borders

Another way of looking at poetic Rajput typology is by considering poetic images
related to realms and borders and other allusions to landed rights. Though cattle and
not land is at the heart of all poems, and (as remarked just now) git II expressly
defines a Kshatriya’s duty in terms of the protection of cattle and not in terms of the
protection of land or struggles over landed rights, most poems, including the
chamds, describe Pabuji and his fellow protagonist Jimda as warrior-kings who
fought over the ownership of land as well as cattle. Considering the poets’ pastoral-
nomadic interest in cows, camels and horses, I had expected also to find imagery
connected with grazing rights or squabbles over grazing lands in the poems. Apart
from pastoral-nomadic interests contained in the versification of battles over cattle
and references to watering places in the form of wells, the struggle over grazing
rights, however, appears to be almost wholly absent. In duha I, the poets’ pre-
occupation with cattle has been contained in episode 4 with an account of the
watering of Deval’s cattle and Pabuji’s battle with the “demon” that blackens the

338 In the parvaro, the royal title “chatra dhari” is reserved for the Rathaur ruler Jaswant Singh (parvaro,
v.78: “jasavamta jodham naiha(m), chatra dhart pratapai chato”).

339 “Broad-shouldered hero”.

0 In addition, Pabuji is portrayed as a dhamdhali (“of the Dhamdhal lineage”) git III. The poet of git 11
also describes Pabuji’s role in royal terms when he speaks of raja rita, the royal rule or rite, which Pabuji
followed and by using common epithets like rava and chataradhara.
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well’s water. In most of the poems, however, pastoral-nomadic interests occur
alongside the poetic description of Pabuji and Jimda as warrior-kings who fought
over the ownership of cattle as well as land. Though we may infer that for the
Rajputs of the desert of Marwar (and kingdoms further west) the struggle over land
in the first place meant a struggle over the access to grazing lands and not, like in
more fertile regions, a struggle for the ownership of agricultural land, this is,
however, not a theme made manifest by the poets.

Apart from the above-quoted pastoral-nomadic concerns, the selected poems
also record a poetic awareness of kingdom formation since Pabuji’s role is also
couched in terms of royal reign, portraying him as the protector of “the earth” or his
“kingdom”, probably best thought of as Dhamdhal territory around Kolu and Kher.
In the chamds, for example, the poets evoke “Dhamdhal desa” when describing the
battles between the two Rajput lineages and evoking the arrival of Jimda Khici and
his forces at the borders of Pabuji’s territory (dhamdhala desa).**' And the poet of
git I (v. 36) speaks of the Dhamdhal’s kingdom (dhamdhalam chata). “Desa” and
“chata” can be taken to mean “realm”. Considering the context of the initial period
of kingdom formation in and around Kolu (described above) the words are perhaps
better thought of as having connoted minor “territories”, in particular early-medieval
Rajput territories with unstable and frequently contested borders. Or perhaps “desa”
and “chata” were used to connote seasonal access to grazing lands, though the
primary meanings of both words, which in the first place connote a land or kingdom,
do not really support such an interpretation.

In later medieval times, when the Dhamdhal lineage no longer held any
territory of consequence, desa may have been mainly used to refer to early-medieval
Dhamdhal territory thought of as a kingdom by late-medieval poets. From the
fifteenth century onwards, as the above summary of the history of Rathaur kingdom
formation illustrates, royal sway was exerted from Jodhpur by Rathaur warrior-kings
who claimed direct descent from Jodha. Examples of the ascription of royal status to
Pabuji in terms of territorial rights and claims to landed status as increasingly
emphasized in the late medieval period can be understood from the seventeenth-
century duha 1. Its imagery involves the ascription of kingly titles to Pabuji and his
brother Buro and the claims to realms and forts, lineage and marriage-ties,
reminiscent of seventeenth-century royal Rajputhood. The poets’ imagery does not
reflect the above finding that, in the centuries following the death of Dhamdhal’s
two sons, the ruling ambitions of the Dhamdhal branch of Rathaur warriors were
nipped in the bud and the seventeenth-century Dhamdhal families came to be known
as “khavas-pasaban” or personal attendants and arms bearers of the Rathaur ruler
who presided in Jodhpur (Nizami and Kheechi 1990: 368). Accordingly, the

31 Chamd 1 (v. 15): “pala triya ayi pumnai praghara, jimdarava upariya desa jara”. Chamd 11 (v.23):
“jhimdarava carai jama rava(m) jhisai, dala(m) halai dhamdhala desa disau”.
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ascription of royal stature to the Dhamdhal hero in duha 1 may have primarily
reflected a contemporary (seventeenth-century) ascription of kingly status which
does not necessarily had any bearing on the real status of the Dhamdhal warriors of
that time. But Ladhraj depiction of family relations and marriage ties in duha 1 does
relate his poetic concerns to historical Rajput politics, in particular to the key
importance ascribed to marriage relations in forming alliances between
brotherhoods. For, despite the fact that the main reason for the battle between Pabuji
and Jimda is cattle in duha I as well as in the other selected poems, Ladhraj usually
couches the reasons for battle in terms of kinship and marriage relations. Pabuji is
portrayed as the protector who saves “his granddaughters and grandsons from harm”
and thus the honour of his lineage.

Ladhraj describes the warrior’s prime motivation for battle in terms of
longstanding family feuds and dowry negotiations. These events motivate the
protagonists’ actions and eventually cause Pabuji’s death. As can be read from the
summary of the narrative content of Ladhraj’s poem in chapter 3, Ladhraj evokes the
unsuccessful dowry negotiations between the Dhamdhal’s and Khici’s as the main
trigger for war. By marrying his sister Pema to Jimda, Buro intended to atone for the
fact that he killed Jimda’s father and afterwards stole the Khici’s cattle. But Buro’s
plan backfires when the dowry negotiations turn sour and a dispute arises over the
possession of Pabuji’s mare. Buro’s attempts to mollify Jimda by offering him
elephants instead of the mare Kalvi also fail since Jimda continues to insist on
receiving the black mare in dowry. Jimda is quoted as saying that he does not need
elephants and horses since he has enough of them for cattle is his “trade” (vaipara).
The only way that the Dhamdhal family can hope to pacify him is by giving Kalvi in
dowry 3%

The ensuing battle destroys the “relations through marriage” (chamd 1, v. 10)
for in the end Buro thinks of a ruse to help Jimda in obtaining Kalvi. He prompts
Jimda to rob Deval of her cows thus challenging Pabuji for a battle. It is the wrangle
over dowry which (in the last episode of duha I, v. 434-37) gets quoted as the main
reason for the brotherhood battles by Pabuji’s nephew, Jhararo. Finally, the Rajput
warrior code of honour and revenge directs Jhararo to behead his uncle Jimda thus
avenging the death of Buro and Pabuji. And this is where the feud between the
Dhamdhal and Khici Rajput warriors, as far as the story of duha I goes, ends.>*

Imagery related to the Dhamdhal’s realms is not part of the parvaro at all,
though one does come across references to the early sixteenth-century succession
wars between the Rathaur ruler Gamga and his elder-brother Vikram in 1529.
Gamga is thought to have ascended the Jodhpur throne instead of Vikram with the

2 Duha T (v. 122-23): “vadi khicT tina vara, ghari ghora hatht ghana. vita mamharai vaipara, kyu na lum
kalavi”.

3 Till today, some members of Dhamdhal and Khici clans of Jodhpur and surrounding villages speak ill
of each other and the Dhamdhal refuse to give their daughters in marriage to the Khici, calling to mind

5

Jimda’s “ignoble murder” of his two brothers-in-law.
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help of his followers from Rathaur sub-clans. This state of affairs, as discussed
under the caption “Late-medieval Rathaur history”, led to several annexation wars
between Gamga and Vikram and resulted in the usurpation of Sojat by Gamga. The
poet lists Gamga’s victory as one of Pabuji’s miraculous deeds and avers that it was
Pabuji’s help that rendered Gamga triumphant. Another example of Rathaur
territorial rule mentioned in the parvaro concerns the seventeenth-century rule of
Jaswant Singh. This is, however, a late-medieval concern and is in no way related to
Dhamdhal rule in Kolu (or anywhere else). The parvaro’s poet in the first place
defines Pabuji’s supremacy and his role in Rathaur history in terms of divine rule
and not in terms of political power or territorial sway.

I think it is noteworthy that a seventeenth-century poet like Ladhraj deals with
dowry in terms of cattle in the above-quoted negotiations between the Dhamdhal
and Khici families in duha 1. In addition, Ladhraj also suggests that Pabuji donates
she-camels from Sindh, perhaps in dowry to his niece Kelam, the daughter of Buro
and Gailavot (duha 1, verse-lines 70-71).3* The gift of cattle in dowry and not, as
seems to have been more common among Rajput warriors, a gift of clothing and
land to establish territorial bonds between brotherhoods (cf. Ziegler 1998: 261)
further suggests that the poets of the late-medieval Pabuji tradition like Ladhraj were
not interested in agricultural land or agrarian rights as narrative themes but mainly
versified themes related to pastoral-nomadic life.>*® The fact that Jimda describes
cattle as his trade (vaipara) moreover suggests that Jimda, and perhaps Pabuji, were
not only seen as warriors and cattle-thieves but also as cattle-keepers and perhaps
traders in seventeenth-century Marwar.

The abiding interest of pastoral-nomadic concerns in seventeenth century
poetry need not surprise us even though the late-medieval period is generally
described as an era when Rajput kingdom formation led to the establishment of
centralized rule, the consequent expansion of an agricultural economy and, as a
result, the decrease of the pastoral-nomadic economy of the region. This view has
been largely based on the historiography of eastern Rajasthan, which documents the
process of kingdom formation in the fertile, rainfed fields of eastern regions like
Mewar (Udaipur), Haroti and Ajmer and largely ignores or even glosses over the
geographical background of western regions (cf. Chandra 1996: 230, Mukhia 1993:
204-15, Peabody 2003: 91-101). As was noted just now, the history of kingdom
formation in the desert surrounding Marwar, Jaisalmer and Bikaner is different from
processes elsewhere in Rajasthan. Likewise, the region’s economy, unlike the
agriculture-based economies of eastern Rajput kingdoms, remained largely pastoral-
nomadic, which meant that cattle and trade remained the mainstay of the regional

3 Duha 1 (v. 70-71): “sagara simdha olamdi, vina lekhai samdhi varaga. amne dai anabhamga, ramato
dhamdhala ravauta”. This event is described in much more detail in the contemporary tradition (cf. Smith
1991: 385-86).

35 Though cattle, horses and elephants were also given in dowry to arrange courtly Rajput marriages,
they were (so to speak) “auxiliary” gifts and did not equal the importance accorded to them in the context
of Pabuji’s story in which the gift of the horse is pivotal to the dowy negotiations.
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economy. In the infertile, rocky and sandy plains of the Thar Desert, agriculture was
clearly not a durable survival strategy.

If and when the monsoon reached the vast expanse of sand and sand dunes,
agriculture was possible to a limited extend. But for the greater part of the year, the
region lived up to its local name “region of death” (Marusthali) since it was an area
with dry warm winds, high temperatures and scarce (if any) rainfall. To the west of
Jodhpur, towards Kolu and on to Jaisalmer, the yellow sand dunes further increased
in volume in medieval times as, indeed, they continue to do today (cf. Tod 1972 I:
605). Late-medieval Jodhpur, Bikaner and Jaisalmer were oasis among sandy plains
where cattle and trade, not agriculture, remained the mainstay of a principally
pastoral-nomadic economy.*$ Where wells could provide enough water, meagre
harvests of desert crops like barley supplemented the desert inhabitant’s diet.*¥’
However, not agriculture but trade provided the main income of Jodhpur, Jaisalmer,
Bikaner and smaller desert towns like Barmer or Phalodi. They were situated on
important medieval trade routes connecting the South-Asian peninsula to Central Asia
and, via Baluchistan, to the Middle East. Chapter 8 offers a further discussion of the
pastoral-nomadic economy of the desert and of its chief trade centres.

Rajput-Afghan martial culture

Regardless of the royal allure of the epithets used for Pabuji and despite the mention
of Dhamdhal realms and forts, it seems to me that the Rathaur hero was in the first
place portrayed as the quintessential early-medieval Rajput. Especially from the
chamds, git I and duha 11, Pabuji emerges as an itinerant warrior who waged “wars”,
best described as small-scale conflicts, during looting expeditions and squabbles
over the ownership of cows, horses and camels. The poets’ choice of words in the
chamds and duha 1 does, however, direct us to imagine such small-scale conflicts,
the upshot of encounters between rival groups of cattle-rustlers, in terms of daunting
war scenes crowded by vast armies made up of combatants armed to the teeth, to
make it appear that the hero was in charge of “armies” of horse-riders. This is
particularly true of the portrayal in the chamds of the imposing martial splendour of
the rival Dhamdhal and Khici heroes, their armies, armament, armour, horses and
elephants. On the whole, the poets’ choice of words appears to connote a regular
army or sizeable armed force except when in chamd 1 (v. 31) and chamd 11 (v. 68)
Pabuji’s army is also referred to as a group (jita, samuha) perhaps referring to the

346 See, for example, Bharara (1994: 13), Deloche 1980: 237, Devra (1978: 582), East and Spate (1950: 54),
Ludden (1994: 7f), Raychaudhuri and Habib (1982: 1), Tod (1972 I:171, II: 133, 154-158, 236, 500f, 554),
Verma (1978: 115).

37 Blanford (1876: 89) described how in the nineteenth-century Thar Desert “(w)hen rain falls, crops of
bdjri (Holcus spica) are raised. When rains fail, the population lives principally on the milk of cattle and on
imported grain”.
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early-medieval Rajput-Afghan war band but, more probably, denoting a Rajput-Bhil
band of warriors of more modest size and appearance. 3*

Explicit references to Rajput-Afghan aspects of the Marwar’s military labor
market in the Pabuji tradition could be understood from the poets’ use of military
terms and titles. Especially noteworthy in this regard is the idiom used to denote
Pabuji’s enemies. The poet’s portrayal centered on Pabuji’s army but he also
included a description of Jimda and his men. In most of the selected compositions
Jimda is referred to as a Rajput and receives several martial epithets that are
accorded to Pabuji as well, for instance: mitkhi (leader), jayala rava (ruler of Jayal),
anabhamgo (hero) from the Khici lineage (kula khici).** Jimda also figures as a
Sambhari, a Chauhan Rajput from Sambhar and a Khici Rajput leader (khiciyam
natha) in git 113%° But, interestingly, titles denoting Jimda’s enemy status can also be
traced to presumably Persian or shared Sanskrit/ Persian origins, like in chamd 11
where the Khici army is said to have been made up of Lodhi soldiers. Such a
wording perhaps reflects Rajput-Afghan military culture, conceivably defining
Jimda as a Sultanat Rajput subsidiary in charge of Lodhi soldiers. Judging from the
fact that Afghans have been part of Rajput armies, and vice versa, this is not
unlikely (cf. Kolff 1990: 57). It is perhaps a poetic instance that illustrates how in
medieval times, both the titles Pathan and Rajput did not necessarily represent two
mutually exclusive identities. A Muslim could acquire Rajput identity, and Rajput
lineages, like the Muslim Qayam Khan Khici Rajput branch could, and did, convert
to Islam (Nizami 1990: 315-316).%! Another instance illustrating the ascription of
Muslim identity to Pabuji’s enemies is found in duha II where Pabuiji is said to have
fought enemy armies of Pathan (Pathamna), probably from Sindh.>>

The poets’ identification of Pabuji’s adversaries should perhaps be read as
primarily symbolic and not as literal references, for the poets employed identical
“Hindu” titles for Jimda as they did for Pabuji, next to titles that rendered Jimda a
Muslim or Pathan warrior. Thus, even though Jimda was at times pictured as a
Muslim, a “foreign” (perhaps Lodhi) enemy, he was at the same time thought of as a
Rajput warrior and ruler: a Chauhan Rajput from Sambhar as well as a Muslim or
Hindu warrior of the Khici lineage and, conceivably, a Lodhi soldier. If the chosen
wording can be understood as a reflection on Rajput-Afghan military culture in
Marwar then (taking into account the other, differing epithets used for Khici) this

38 Words to describe the assembled forces in chamd 1 (verse-lines 20, 47, 48, 54, 58) like tumga, sena
and ghara seem to refer to regular armies. In chamd 11 (verse-lines 13, 26, 29, 61, 64, 66, 71, 83) such
usage includes: kataka, dala, pauha, ghata and thata.

3 See: duha 1 (v. 89, 501), chamd 1 (v. 5,8, 11), chamd 11 (v. 3).

30 Git 11 (v. 24-25): “jathai paga thobhiya sambhar jimda. haka suna khiclyam natha naha haliyau”.

31 As Thapar (1999: 78-80) has noted, the historical meaning of ethnic, geographical or cultural monikers
for “foreigners”, like (respectively) Turuksha, Yavana and Mleccha, varies according to the context in
which they were used, thus reflecting a diversity of perceptions and not clearly delimited geographical,
political and/or religious identities.

32 Duha 11 (v.10): “pabi pari pathamna, pasi kamala pariya pachau”.
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kind of word use seems to chiefly elucidate that it was not the enemy’s Muslim or
Afghan identity that set him apart but his outsider status. This status, seen from the
perspective of the Dhamdhal Rathaur, apparently included Pathan and/or Lodhi
soldiers, Chauhan Rajput and Sambhari Khici. The fact that neither Pabuji nor his
army is ever in any of the studied poems included in the ranks of Muslim warriors
suggests that, from the poets’ point of view, there was a clear difference between
Dhamdhal Rathaur “insiders” and all other warriors, including Pathan or Afghan
outsiders.

As far as I can see, most poets appear to have employed chiefly Sanskritic and
Marwari martial and military terms, at times used side-by-side with (presumably)
Persian idiom.*>* Terms for military service reminiscent of the idiom of naukarf are
mostly found in references to Pabuji’s Bhil archers in chamd 11 where they are
identified as Payak (Paik).*** Payak denotes a servant but also refers to Naukar,
(armed) foot soldiers, heroes and warriors. While Lalas (1961) traces Payak to
Sanskrit padati (foot soldier), McGregor (1993), on the other hand, cites Persian
paika (footman, armed attendant, message bearer). The historical use of Payak
perhaps reflects that it is possible to trace this martial title to Sanskrit as well as
Persian origins for the title was in use during pre-Mughal and Mughal times as
suggested by, for example, Bhadra (1998: 473-490) who distinguishes several
classes termed Paik, like the Kandi Paik (archer) whose name can apparently be
traced to kandi or kar (“arrow” in the north-eastern dialect of Kamrup). Bhadra
(ibid.) also notes that the Paiks of kingdoms in north-eastern regions of the
subcontinent served as archers and footmen after (but maybe also prior to) the
seventeenth-century Mughal invasion of the region.?%

In the chamds, identical honorifics have been accorded to Bhil and Rajput
warriors, in particular the honorific “Bhat”, which denotes a hero and (foot) soldier
and according to Lalas (1962-1988) is synonymous with the title Naukar. But only
Bhils are referred to with the honorific “Payak™ and this title is only used in chamd
II. The words used in chamd II to describe arms and armoury are also noteworthy in
this regard. Compared with the phrasings in the other studied poems, the poet of
chamd 11 appears to have employed a distinct idiom particularly suggestive of a

353 It appears that terms for weaponry and armour change over time as they are used by different kinds of
people and become part of the martial culture of different communities (Bhakari 1981: 92-121). It has
proved difficult to establish whether words like guraja (mace or club) should be traced to Pharsi or
Arabic garz (Lalas 1962-1988) or Hindi garaja (thunder) (McGregor 1993), or both. Similarly, sara,
which is translated as “talavara” (sword) by Lalas and ascribed Sanskrit origins (sara), can also be traced
to Persian sara (head, top, tip, arrow) by McGregor. Bhakari (1981: 96) notes that bows made of (S.) sara
or “reed” were also known to the authors of the Mahabharat.

3% Chamd 11 (v. 49): “bhara heka heka vasekha bharam, paradhi payaka palha tana(m)” and (v. 54):
“[paika aghaga] milai praghalam, paradht lodhi ghasa palam”. Other epithets employed for the Bhil will
be discussed in the next chapter.

35 Bhadra (1998: 473-490) also lists the Gharduwari Paik who combined archery with the occupation of
elephant drivers. In addition, a distinction is made between low-class bowmen, the Karis Paiks of Kacch
and Ahom, who were seen as lesser archers than the local, high-status Chamua archers.
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Rajput-Afghan context.’> Several words used in chamd 1I can ostensibly be traced
to Arabic or Persian martial idioms, for example: hukama, jarada, kamana,
khurasant, phauja.® The name Khurasani (khurasant) accorded to blacksmiths who
sharpened Pabuji’s sword at the onset of battle apparently derives from the
blacksmiths’ place of origin Khorasan in eastern Iran. It is likely that the poet meant
to refer to the Lohani Afghans of the same area who carried on trade between Kabul,
Multan and north-western India since Babur’s time and probably even earlier
(Chetan Singh 1998: 437-39).%%® Though this subject clearly needs further study, it
does seem to me that the vocabulary of chamd II (more than the idiom used by other
poets) is indicative of the existence of a distinct, possibly Rajput-Afghan war
vocabulary reminiscent of the idiom of naukari. An impression which is bolstered
by comparing the “mixed vocabulary” used in chamd II with the predominant use of
Sanskritic, Avadhi and/or distinctive Marwari martial idiom in the other selected
poems (dala, chakarau, dhanaura, kataka, sanaha, sena, and so forth).

Political and poetic grammars

Upon studying the imagery employed by the poets, and relating this to what we
know of early and late medieval history of Marwar, it has become clear that the
warrior Pabuji represents a clear historical type, well-known from early and late
medieval Marwari poetic and prose sources, i.e. a small-time warrior and cattle
rustler. The poets’ imagery documents several historical concerns, in particular
martial warrior roles and the different political idioms used in early and late
medieval Marwar. As we saw, the poets employ terms for martial and military
service which are at times reminiscent of the idiom of naukari. In particular the
idiom used in chamd II proves to be suggestive of aspects of Rajput-Afghan military
culture.

The above consideration of the poets’ choice of words is interesting since it
illustrates that the poets of the Pabuji tradition did not use martial epithets, political
titles, and ethnic or geographical designations to represent unchangeable or fixed
definitions of identity. It has become clear that, even in the late-medieval period,
when Rajput and other identities are thought to have become more rigid, the roles

36 A few words of ostensible Persian origin have also been used by Ladhraj, like: jalam, phauja and
hukami. On the whole, however, Ladhraj (like most other poets whose work is reviewed here) appears to
have used words for armies and battle equipment, which are for the most part traceable to Sanskritic,
Avadhi and desi (“desaj”) origins.

37 A linguistic analysis of the above-quoted word origins was not undertaken for this study, which is
based solely on the dictionaries compiled by Lalas (1962-1988) and Mc. Gregor (1983) and descriptions
of arms and armour by Bhakari (1981: 92-111), Sarkar (1984: 111-142) and Saxena (1989: 256-66).

%8 Interestingly, Khurasani has acquired a multiplicity of meanings in Marwari, many of which indicate
people, animals and arms connected with warfare and hailing from Khorasan. For apart from smith,
Khurasani has also come to mean: “sword”, “foreigner”, “Muslim”, “horse”, “arrow”, bow”, “army” and
“Badshah” (Lalas 1962-1988).
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and ranks ascribed to Pabuji and his companions continue to reflect a wide range of
meanings and (self) perceptions, comparable to the way in which early-medieval
ascribed Rajput status is described by Kolff (1990: passim) and Thapar (1999: 80).
A noteworthy finding of my study of the chamds, duhas and gits is that the word
“Rajput” does not figure in any of these compositions. This does not imply,
however, that the poets did not think of Pabuji as a Rajput, that is, a scion of the
ruling Rathaur lineage since he is portrayed as a “prince” (rava-uta), the son of King
Dhamdhal and the offspring of one of the ruling lineages of Marwar, the Kherecau
or Rathaur.® The absence of references to the title Rajput indicates that local
definitions of warriorhood for Rajput warriors like Pabuji remained the primary
poetic frame of reference. In this way, the poets’ idiom adds yet other political and
poetic grammars to existing terms, that is, a clearly local vocabulary, the use of
which highlights that Marwar’s warriors could be defined in several ways. This was
done, most significantly, by references to their place of origin, lineage, realm, as can
be read from titles like kharecau, dhamdhala rava-uta, kamadhaja, rathavara.
Second, Pabuji and his fellow protagonists were also ascribed titles, highlighting
their martial prowess and war feats (bhalala, subhata, vira, pala, and so forth).

In the late medieval period the lack of references to Kshatriyahood becomes
all the more significant if we consider the above-described theories about the use of
the Agnikul myth to define Rajputhood in Brahminical terms. As we saw, the poets
did not directly refer to the heroes as Kshatriya, or use Kshatriyahood as a frame of
reference, except in git II, where Kshatriya dharma is straightforwardly defined as
the protection of cattle. Considering the extent to which pastoral-nomadic concerns
inform most selected poems, we may imagine that the poets commonly defined
Kshatriyatva in terms of the protection of cattle and not in terms of agricultural land
or the protection of realms.

The poetic data do not give a clear idea of the above-documented typology of
the late-medieval “pure blooded” Rajput noble. The lack of references to
Kshatriyahood and stories like the birth of Rajput warriors from the sage Vashista’s
fire, in an attempt to redefine late-medieval Rajput status in Brahminical terms,
indicates that the Agnikul myth was not a major source of inspiration for the poets
of the Pabuji tradition (cf. Brockington 1998: 427). This finding perhaps also
accounts for the fact that Brahmin protagonists have no role to play in the medieval
Pabuji tradition. The poets remain completely silent on this subject. One neither
reads about Brahmin protagonists, nor does one come across any references to the
socially privileged position of Brahmin communities in the medieval society of
Mawar. This is not to say that Brahmin traditions had no part to play in the history
of the region, but it does mean that the poets of Pabuji’s poems accorded no
(narrative) importance to them. A finding which (as shall be discussed further in

359 The literal meaning of rava uta does, of course, correspond to the literal meaning of raja putra
(Rajput). Both titles signify “son (of) (a) king”, i.e. a prince.
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chapter 8 on Charan history) is not surprising considering that the roles Charan poets
ascribed to themselves included roles claimed by Brahmin courtiers.

Late-medieval concerns can be read from the poems’ references to the
Dhamdhal’s kingly status and realm and, secondly, from their portrayal of the
changing relations between Rajput warriors and Bhil warriors. As noted just now,
references to Pabuji’s royal stature do not appear to include invocations of the
Agnikul myth and seldom refer to the Kshatriya status. The variable roles ascribed
to Pabuji’s Bhil companions are documented by comparing the Bhil martial roles as
evoked in chamd 11 and the portrayal of Bhil warriors, thieves and priests in duha |
and the parvaro. Especially, the conflicts between the Bhil priests of Pabuji’s
temples and “impious” Rajput warriors as evoked in the parvaro underline the
changing relations between Rajput warriors and their former allies, the Bhil archers
(as evoked in chamd II). These sixteenth or seventeenth century circumstances do
appear to offer an example of less open and more stratified socio-political identities
which could illustrate that the relations between “little Rajputs” and Rajputizing
classes, on the one hand, and the upper echelons of ruling Rajput elites, on the other,
were strained. In the next chapter (7), the socio-political identity and status of
Pabuji’s Bhil warriors will be studied in more detail.






Memorial stone dedicated to Pabuji’s Bhil archers at the Kolu temple.



7  Warriors, Robbers and Priests

The historical context of the Pabuji tradition has thus far been presented in terms of
a world inhabited by great and little Rajput warriors. Now I will look at the
historical roles accorded to Pabuji’s early-medieval comrades-in-arms, and his late-
medieval priests, the Bhil. An analysis of the way in which the Bhil were praised in
some of the poems (in particular chamd II) or were, alternatively, almost entirely
excluded from compositions (like from chamd I and some of the gits) offers yet
another way to gauge aspects of the medieval context of narrative poetry about
Pabuji. With the following study of what is known of the history of the Bhil of
Marwar, I also hope to answer questions regarding the different aspects of Pabuji’s
deification, in particular the question why Pabuji has been deified while other
Rathaur heroes were not, even though their stories closely resemble the nucleus of
tales (i.e. their death in a battle over cattle) told about Pabuji and other Rajput folk
gods. The most suggestive illustration of the poetic and historical role ascribed to
Pabuji’s Bhil companions is offered by the poet’s portrayal of the relation between
Pabuji and his archers in chamd 11. As I hope to show, the representation of the Bhil
in chamd 11 adds yet another poetic and political grammar to the known military
“sociolects” of medieval Rajasthan, i.e. the “Payak register” relating to Bhil warriors
while other aspects of this Marwari idiom are reminiscent of the earlier-described
naukarf tradition.

Bhil

I shall begin with a summary of what is known of early and late medieval Bhil
history in western Rajasthan. The title “Bhil” (like the title Rajput) has not been
used in any of the texts under review. My usage of “Bhil” in this study is based on
the self-image of some contemporary Bhil who trace their ancestry to the bowmen in
Pabuji’s army. From anthropological data, it appears that “Bhil” might be traceable
to Sanskrit bhilla: “a barbarian of a particular tribe”, and to Prakrit Abhir, with a
similar meaning (Koppers 1948: 23, 27). Bhil is also traced to Tamil bil (bow)
pointing up the Bhil’s superior archery skills and tracing their ancestry to Eklavya, a
Bhil who is thought to have outdone Arjuna with his aptitude for the use of bow and
arrow (Koppers 1948: ibid.). Likewise, Valmiki, the poet to whom has been ascribed
the composition of some versions of the Ramayan, is thought of as a Bhil bandit
(Vail) who (upon repenting his lawless way of life) received the blessings of
Saraswati, the goddess of learning, and was thus enabled to versify Ram’s
adventures. From anthropological literature it appears that Bhil identity, like early-
medieval Rajputhood, may have been a rather “open” category since a Bhil can be
seen as belonging to a group of people from different backgrounds all of whom
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describe themselves as Bhil. Werz-Kovacs (1982: 23f), for example, holds that Bhil
is not a “tribal” name, because the people who are commonly classed “Bhil” form
neither clearly definable linguistic, racial, nor cultural communities. Instead, she
proposes, Bhil should be evaluated as an ascribed, generic title for several
“altindischen Stammen” who were classed Bhil by “culturally advanced” people like
the Rajput after they subjected the Bhil to their rule (Werz-Kovacs 1982: ibid.).

Today, Bhil is most often defined as an “ethnic” and/or caste name, and
contemporary Bhil “castes” are classed as “scheduled tribes” in Rajasthan, Gujarat,
Maharashtra, and Madhya Pradesh. In an attempt to emancipate Bhil and like
communities from past and present stereotyping, they are also referred to with names
like adivast (indigenous people), girijan (hill or mountain people) or vanavasi (forest-
dwellers).*® But, such labels are often based on, to my mind, out-dated perceptions of
racial differences between Rajput and non-Rajput groups, and are thus often used to
further feelings of racial and cultural superiority by people who set apart “backward
tribals” from “superior Aryan races”. This construct can also be read from the
reports of British travellers, ethnographers and administrators who aided the
dissemination of racial definitions which till date inform portrayals of the Bhil of
Rajasthan as “dark-skinned, short and ugly” and originating from ‘“aboriginal”,
Dravidian, Austric or other ‘“Non-Aryan” forefathers.*®! This portrayal most
commonly serves to underline the superiority of the allegedly light-skinned, tall
“Aryan race” (or caste) like Rajput warriors. Several of the few available “modern”
studies about Bhil are still partly based on nineteenth-century racial theories.
Wilhelm Koppers’s 1940s research (Die Bhil in Zentralindien), for instance,
includes a section on Bhil physiology (“korperliche Eigentiimlichkeiten) for which
Koppers extensively quotes nineteenth-century colonial administrators and
ethnographers, in particular the medical officer of the Mewar Bhil regiment,
Hendley. According to the conventional ethnographic practice of his days, Hendley
studied Bhil physiology and measured the skulls of Bhil men to compare
unfavourably their appearance to that of “The Hindu” and thus emphasize the
perceived differences between “Aryan people” and “non-Aryan tribes” (Koppers
1948: 34).3¢

Keeping in mind the discriminatory usage of terms like “Bhil” and “tribal”, it
is good to note here that in referring to the Bhil as “tribal” in the below study of the
historical and poetic portrayal of the medieval Bhil, I adhere to Thapar’s (1999:142)
non-racial use of the word and understand “tribal” as a socio-economic term

30 These appellations, denoting a community’s socio-political identity and geographical spread, have caused
offence to some Bhil writers who argue that such titles continue to brand them as primitive, backward, illiterate
and/or criminal peoples.

1 See The Imperial Gazetteer of India (1908: 101), Koppers (1948: 34), M. H. Singh (1891: 57), Tod
(1972 1I: 141, 248).

%2 Tod (1972 I: 8f) describes the Bhil and Mair as mountaineers and the “aboriginal tribes” and “wild
races” of Rajasthan. However, some Bhil were able warriors because, Tod (ibid.) imagined, their progeny
“may have been improved by the infusion of Rajpoot blood”.
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indicating the life-style of communities like lineage-based hunter-gatherers, slash-
and-burn cultivators and warriors. In medieval Rajasthan, the Bhil are thought to
have been hunter-gatherers and warriors who had their realms or territories in the
hilly tracts of the Aravallis and the desert tracts of western Rajasthan and Sindh
(Burton 1852: 323, The Imperial Gazetteer of India 1908: 86, Tod 1972 I. 181f, II:
283). Few historical data seem to have been preserved that document the early-
medieval history of the Bhil in Marwar. And it appears that legendary tales about
Bhil pre-eminence in the region are no longer part of either oral or written
contemporary Bhil traditions in Marwar since, as contemporary Bhil priests told me,
the early-medieval period is “too long ago to remember”. However, some tales about
early Bhil-Rajput relations have been recorded from which it appears that Bhil and
similar communities like the Meda and Mer were part of Rajput armies and marriage
alliances in the early stages of kingdom formation (Chattopadhyaya 1994: 186, Tod
1972 1: 539, II: 347f). Some Bhil are also known to have held high positions at
Rajput courts (Tod 1972 II: 141). Marriage alliances between Bhil and Rajput
families till today serve to authenticate the claims of Bhilala, Gola or the semi-
nomadic Girasiya to Rajput ams (essence), tracing their ancestry to Rajput
forefathers (M.H. Singh 1995: 376, Srivastava 1994: 591f, Tod 1972 I: 539, II: 248,
283).

Yet other tales narrate how Rajput warriors “were implacable enemies” of the
Bhil, hunting them down and killing them mercilessly until the last century, “taking
the best lands from them and pushing them back into the barren stony hills of
Western-India” (Fuchs 1973: 191 as quoted in Werz-Kovacs 1982: 28). Stories
abound about Rajput warriors who, upon fleeing from rival forces, found refuge
with hunter-gatherers and pastoral-nomadic peoples (Tod 1972 I: 272, II: 325). After
enjoying their hospitality, the bonds between non-Rajput and Rajput parties were
either consolidated for centuries to come, or ended in the subjugation of Bhil hosts
by their Rajput guests (Tod 1972 I: 236f, 548, II: 178-181, 372f, 252). One such
story is the nineteenth-century version of a tale about the sixth-century Rajput Guha
(or Goha) and the Bhil “Mandalica” as described by Tod (1972 I: 180f). This tale
evokes the friendship between the “Guhilote” Rajput Guha of Lahore and “the chief
of the savage race of Bhil” Mandalika, the ruler of Edur in southern Rajasthan (Tod
1972 I: 181). Guha, fleeing from “barbarous Scytians”, was granted refuge in Edur.
He became a friend of the Bhil who in due course elected him their king, after which
Guha murdered Mandalika reportedly without reason since the latter had already
acknowledged Guha as the new ruler of Edur, or so the story goes. This and similar
tales adequately illustrate the volatile power relations between communities like the
Bhil and Rathaur Rajput warriors which, after the latter gained ascendancy in
Marwar, are customarily defined in terms of the subjection of Bhil, Mina and other
communities to Rajput rule.’®

363 See also Pangarhia (1988: 33-38), Rousselet (1983: 240), Tod (1972 I: 136f, 241f, 539; II: 9, 17, 137-
143, 170, 241, 282, 299-301, 348,372f).
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Unruly tribes

The dominant Rajput brotherhoods did, however, have some difficulties in keeping
their tribal “subjects” (as the Bhil and others are defined in nineteenth and twentieth
century sources) subjugated. This can be understood from the fact that many non-
Rajput communities continued to voice their claims to an autonomous status until
well into the twentieth century (Radhakrishna 2000: passim, Tod I: 9, 538-543, 1I:
241, 247, 283). From colonial sources it becomes evident that the Bhil and other
communities, like the Koli, Meo, Meda, Mer and Mina, did not perceive their status
in terms of subjection. In particular the tribes of Shekawati, Mewar, Mewat and
Marwar were rather independent minded. Here autonomous tribes held sway over
most of the roads. Although Mughal emperors are known to have sent guards to
protect their officials on their way through these regions, this could not protect their
caravans and camps from raids (Bernier 1934: 208). This is hardly surprising for,
upon reading the account of the Dutch traveller Francisco Pelsaert (1979: 307f), it
becomes clear that local officials would conspire at letting robbers have their way on
the road as these officers too wished to share in the proceedings of the, in the eyes of
the Mughal and Rajput authorities, “unlawful” extraction of transit dues.**

In addition, the nineteenth-century Bhil of Mewar remained capable of
denying travellers passage through their territories. Tod (1972 I: 8 n.5), on a journey
through erstwhile Rajputana, first had to procure the arrow of a local Bhil headman,
by way of travel-permit, before being able to continue on his way. The fact that many
Rajput rulers only managed to collect taxes from the Bhil by force, if at all, also
points up how “unruly tribes” continued to be a force to be reckoned with. The same
can be said of the tribal Mina of Ajmer, known as tireless “robbers” from the twelfth
till the nineteenth century, whose historical role was described as follows by Tod (1972
I: 539f): “Like all mountaineers, they of course broke out whenever the hands of power
were feeble”. The ruling Sisodiya clan of Mewar also remained apprehensive about the
menace posed by the “marauding barbarous tribes of Bhils, Mérs, and Meenas”, who
threatened to overrun Rajput estates from the southern, eastern, and western hills
bordering Mewar (Tod 1972 I: 116). Some Bhil chiefs, moreover, managed to hold
sway in forts and played a not unimportant role in late-medieval power struggles:
“All (mountaineers) rose to power from the common occupations of plunderers
aided by the national jealousies of the Rajpoots. If the chieftains of Méwar leagued
to assault the mountaineers, they found refuge and support in Marwar; and as their
fortresses at all times presented a sanctuary, their Rawuts or leaders obtained conse-
quence amongst all parties by granting it (Tod 1972 I: 541).”

Bhil and other tribal communities, branded “bandits”, “unruly tribes” and
“robber-peasantry” in Rajput courtly and British colonial sources, evidently
remained powerful enough to contest assertions of sovereignty as put forward by
their self-proclaimed Rajput, Mughal and British overlords. Few sources appear to

34 Imperial Gazetteer (1908: 36f, 86f, 221, 241, 288); Malcolm (1827: 87f); Rousselet (1983: 240), Tod
(1972 1: 143 n.2, 541, 1I: 255).
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be available for a description of this aspect of Bhil history in Marwar. But I imagine
that in the nineteenth century, after most Rajput ruling houses signed a ‘“peace
treaty” with the British, the political position of the Bhil tribes of Marwar (like that
of Bhil elsewhere in Rajasthan) changed considerably. Of the Bhil of Mewar, who
enjoyed a “semi-independent” status under the Maharanas of Mewar, it is known
that they became the subject of British and Mewari “pacification campaigns”, from
1818 onwards (Chundawat Singh 1983: 92-99). It seems that the Rajput rulers of
Mewar tried to suppress the Bhil with the help of the British, who came to the
Rajput’s aid since they feared that unrest would spread to other tribal territories
within the colonial domain.

The tension between Bhil, on the one hand and Rajput and British parties, on
the other, escalated when the British started to undertake census activities which, the
Mewar Bhil suspected, served to mark Bhil men for recruitment in the British army
and to levy more taxes on them. The recording of the name, age and marital status of
Bhil women by British administrators was also greatly resented. When,
subsequently, the Mewar rulers attempted to take over the control of the roads
through Bhil pals (villages), the Bhil violently resisted what they saw as an
encroachment upon ancient rights, citing centuries-old agreements between Bhil and
Mewar rulers that gave the Bhil the right to levy bolai and rekhwali taxes on the
Udaipur-Kherwara road (Chundawat Singh 1983: 95).%" In the period between 1868
and 1879, this led to a policy of violent repression in order to “settle” Bhil territories
in Mewar.

In other parts of Rajasthan too, Bhil and Mina assertions of autonomy inspired
“uprisings” against the British policy of “pacification” aimed at restraining Bhil and
Mina communities. In 1908, the colonial administrators are believed to have reason
to fear the aforementioned communities’ ambitions to form a separate “state” within
territories the British claimed as their own and employed a (to Pangarhia’s (1988:
33f) mind) “disproportionate amount of violence” to bring the uprising to an end.

Bhil resistance to being “pacified” earned them the administrative title of
“criminal tribes”. As Lloyd (2007: 369f) remarks regarding the bureaucratic
classification of Indian communities as “criminal” by British colonizers: this label
was informed by British fears about potential resistance to or evasion of colonial
governance.*®® Though this kind of labelling still catches the imagination of some

35 The unrest had several other causes which illustrate the changing standing of Bhil in Rajasthan, as can
be understood, for instance, from stories about non-Mewar mercenary soldiers (Pathans) that were
employed by the Sisodiya rulers of Mewar, who set up money lending businesses and reportedly charged
the Bhil exorbitant interest rates, upon which the Bhil killed several Pathans. Mewar officials retaliated by
destroying Bhil villages (Chundawat Singh 1983: 95f).

3% The “criminalization” of peoples was not an exclusively colonial affair. In the Khatoota Ahala Karana
(1992: 14f, 88, 111), covering Rajput correspondences in the period 1633 to 1769, for example, the right
to collect taxes from travellers through their domains, as claimed by minor Rajput Thakurs, was listed as
extortions and robbery. The activities of Bhil and other non-Rajput groups received similar labels. See
also Gupte (1917: 4) who describes Bhil as Kings of the Forest, accomplished archers and “awfully
crooked” men to deal with.
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contemporary scholars and politicians, it does not appear to have been internalized
by its target communities.*’ Research into the oral traditions of the Meo of Mewat,
for instance, documents that this tribe did not think of their activities in terms of
robbery but in terms of a duty accomplished: “In the darbar of Delhi, Shah Jahan was
the ruler of Hindustan. His horses, loaded with gold, were passing by Ajangarh. The
Pahat Meos learnt of this. In those days in the Pahat Meo pal of 210 villages there were
many brave warriors who used to challenge kings, all twenty four hours. This was their
duty (Marayam 1994: 24)”. Accordingly, I think that descriptions of the “rebellious
raiding activities of bandits” or, depending on which sources one consults, “the
heroic accomplishment of their duty by brave warriors” are best understood as
illustrations of the way in which non-Rajput groups continued to claim autonomy in
opposition to attempts to subject them by ruling Rajput communities and colonial
administrators. In this context, it is good to mention Mayaram’s 1997 and 2004
studies of Meo oral traditions, which she describes as “a form of oppositional
practice” against “statist” Indo-Persian representation in court chronicles of Meo
resistance to revenue collection. Indo-Persian claimants to imperial power generally
represented Meo resistance as a criminal and/or rebellious act to undermine what
was construed as the legitimate assertion of dominance by Lodhi or Mughal parties.
British administrative practices followed a similar imperial strategy to uphold the
image of colonial administrators as the legitimate defenders of order and justice
against the “criminal insurgence” of obdurate “subjects”.

Bhat, Paradhi and Payak

By examining the roles ascribed to Pabuji’s companions in the selected poetry
sources, I aim to demonstrate that the concerns noted in the above summary of what
is known of early and late medieval Bhil history in western Rajasthan are also part
of the Marwari poetic tradition. As can be read from chapter 3, the poets of the
selected poems ascribed rather different roles to the Bhil. The poet of chamd 11
evoked the Bhil as heroic warrior-archers and Pabuji’s loyal companions. In duha I,
the Bhil are portrayed as dark, godlike beings, imposing warriors and thieves. And
in the parvaro, the Bhil are depicted as the drum-playing priests and devotees of
Pabuji who possess the gift to ritually cure ailments. The Bhil are not at all
mentioned by the poets of most gits and duha II. Only in git I, the Bhil have been
accorded a minor part, since two Bhil warriors (Camda and Damai) are mentioned in
passing. The poets’ different ways of portraying the Bhil will be studied below with
a closer look at the roles accorded to them in the chamds, duhas, parvaro and gits.

37 After the repeal of the Criminal Tribes Act in 1952, “criminal castes” became “denotified”. Since then
these communities are officially classed “denotified tribes”. In practice, however, they are still often
referred to as “criminal tribes”. And, as d’Souza (2000: passim) points out, they are still commonly
thought of as “congenital criminals” or “criminal ethnic groups” with “criminal instincts”. See also
Freitag (2001: 55).
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The portrayal of Pabuji’s army made up of Rajput and Bhil warriors in chamd 1 only
indirectly evokes the Bhil by referring to them as “140 brave heroes”; their warrior
role is not expanded upon. In chamd 11, on the other hand, the poet praised their war
skills at length and also specified the names of the Bhil warriors and their virtues
and battle deeds. This point is of note because these details have not been considered
worthy of mention by most of the other poets, except (but only cursorily so) by
Barhat Amardas, who briefly mentioned two Bhil warriors (Camda and Damai) in
git 1. Though he said little about their standing in this short composition, it is
nevertheless clear that Amardas accorded leadership and heroic valour to Camda and
Damai for they are said to have brought along “their army of 140 Bhil warriors”
who all “proved their worth in battle” (git II: 37-40).

To my mind, the versification of Bhil heroism in chamd 11 is expressive of the
same kind of unreserved admiration as the poets’ usually accorded to Rajput
warriors. For Pabuji’s Bhil archers were introduced halfway through chamd 11 (v.42)
following a detailed description of Pabuji and his Rajput soldiers’ war preparations
followed by a separate account of the battle deeds and valour of Pabuji’s Bhil
warriors, an account that takes up a significant part of the narrative. The admiring
tone employed to describe the Bhil in chamd 11 is most pronounced in verse-lines
42-55, 67 and 92-94:

42. bha-u palha tana paradha bharam, agha anabhamga jhisa anara(m)

43. varlyama sa(m)grama jhiha(m)ma va(m)pe, kiya tili kamdila su cila kape
44. dhanahala bamhala jhamtala dhayam,*®® hathiyala lamkala trikala hayam
45. macharala khaigala rosala mane, vikarala ghadala ja kalavanai*®®

46. dhimcala bhumjala sudrala dhayam, satavisai sura saghira sayam

47. suharam camdiyau ina riipa sajhe, mila piinima camda ni ksatra®’® majhai

48. khakhu pemala khamdhara khalai, vagavalata visala visa valai

49. bhara heka heka vasekha bharam, paradht payaka palha tana(m)

50. hiya satavise satha heka manam, dhana dhana narapati dhana dhana(m)>®’!

51. dhamdhala samau bhrama dhumha dharai, khata maragi palha turamga kharai
52. bhara pa-ila meha la bhimca bhala, jhiliya pamthi padhari jujhakala®’

53. dhara dhujati*” [par dhanakha dharam, karajoda kadala kha-uga®*karam

38 Unclear. Perhaps: ghayam, thayam. Alliterative rules suggest: dhayam.

3% The word kala is followed by a hyphen, which reportedly served to connect it with vanai.

370 Unclear. Perhaps: kritra.

371 Unclear. Perhaps: dhane. End-rhyme suggests: tana(m) (v. 49) and dhana(m) (v.50).

372 Unclear. Perhaps: jujha(m)ka(m)la.

373 The word dhiijati followed by an insert-sign, probably referring to the verse-lines scribbled in the top-
margin of the manuscript, which reads: “par dhanakha dharam, karajoda kadala kha-ugakaram, pa-ika
aghaga”. By inserting this verse-line in v. 53 and v. 54, which read “Dhara dhuja ti milai praghalam,
paradht lodht ghasa palam”, the first letters of all the last and first words of the half-lines of both verse-
lines achieve alliteration: Dhara dhuja ti-( pai dhanakha dharam, karajoda kadala kha-uga karam), (pa-

ika aghaga) milai praghalam, paradht lodhi ghasa palam. The poet may have also meant to achieve end-
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54. paika aghaga] milai praghalam, paradht lodhi ghasa palam
55. leva sraga arati praba ladhai, vahasiivam palha pramana vadhai

67. samarT gani paradhiye savare, kiya kumdala raha ganama karai

92. vi(m)dhi pa(m)na samampe dhena varai, camdiyai rina namau camda carai
93. lo(m)ham baliya vaka sraga lahe, rina khamkhu pemala sati rahai
94. kiya paradhiyai kali nama®”® katham, satavisai simdha pala satham

In these verse-lines, the poet pays tribute to Pabuji’s Bhil fighters by describing
them as fearsome Paradhi combatants “decked out like the great warrior Yam”. And
he recites the warriors’ matchless qualities one by one, listing the names of Camda,
the chief-in-command of the Bhil archers Khamku, Pemal, Khamdhar, Visal, Pail
and Mehal.*’¢ Camda is most splendidly adorned of all the Bhil warriors for “he
shines (like) the full moon amidst stars” (chamd 11, v. 47).”7 The 140 Bhil archers
never weary of battle and continue to display courage even while vultures crowd the
battlefield to devour fallen warriors, picking at their eyes with their sharp beaks.*”®
The Paradhi army confronts Jimda’s soldiers, here referred to as Lodhi warriors, and
attack time and again hoping thus to fulfil their desire “to obtain heaven” (chamd 11,
v. 54). Together the seven Bhil and their archers make up an impressive army that,
once on the move, shakes the earth. The weapons most commonly ascribed to the
Bhil is the bow though the poet also has them wield swords®*” and “arms to strike
and throw with” (chamd 11, v. 53: karajoda). Loyalty is yet another heroic quality
ascribed to the Bhil as can be understood from the fact that the warriors Khamkhu
and Pemal die side-by-side with Pabuji and thus attain a well-deserved place in

rhyme for after inserting the verse-lines from the top-margin, the last words of all half-lines end with am
(amo.

34 Unclear. Perhaps: kharaga.

375 Unclear. Perhaps: nada.

3 Some of the names for the Bhil archers can be seen as epithetical references for they could be
translated as “Moon” (Camda), “Heroic Man” (Khamku), “Loved One” (Pemal), “Powerful” (Visal). The
meaning of the names Pail, Mehal and Khamdhar are less clear to me. Perhaps Mehal denotes Mahal
(“palace”) while Khamdhar possibly translates as “Swordfighter”.

377 Listings of Pabuji’s Bhil warriors’ names commonly differ. In Nainsi’s Khyat (Sakariya 1993:58-79),
the Bhil have been listed as Camda, Devo, Khapu, Pemalo, Khalmal, Khamgharo and Casal. Tessitori
(1916:110) mentions Khakhu, Khemalo and Vasalo. And Smith (1991: 493, n.8) notes the existence of
nine retainers, including the Bhil warrior Dembho (Dambo) and a Rebari retainer named Hariyo or
Harmal.

38 Chamd 11 (v. 43): “varlyama sa(m)grama jhiha(m)ma va(m)pe, kiya tili kamdila su cila kape”. The
meaning of this couplet is ambiguous. It could perhaps be read as a portent of the Bhil’s heroic death
when they fall prey to vultures. It seems to me, however, that the verse-line was meant to underscore the
bravery of the Bhil who fight on even while vultures devour dead warriors.

S If kha-uga (v. 53) can be read as kharaga.
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Indra’s heaven (chamd 11, v. 93-94).3% Pabuji’s commander-in-chief Camda also
dies in battle thus adding glory to his name (chamd 11, v. 92).

In the selected poems, dissimilar epithets are accorded to the Bhil in a way
somewhat comparable to the portrayal of the earlier-studied Rajput titles, for the
epithets connote different aspects of Bhil identities, including different occupational
roles and geographic and religious identity. For example, epithets which refer to
Bhil martial status include epithets they share with Rajput warriors like bhata,
subhata, bhara, bharabhica, trikala, lamkala, payaka. Their war feats are suggested
with epithets like those accorded to Rajputs (and discussed above) including
hathiyala and jujhala. Their weapons, chiefly bow and arrow, warrant titles like
dhuniyala and dhanakh (both denoting “archer”). Other appellations designate
imagined or real places of origin (paradhi, ahari), divine qualities and/or skin-
colour (samvala), their thieving reputation (thori) and, lastly, their role as healers
and priestly performers (Bhopa). The designation “Bhil”, like the title Rajput, does
not figure in any of the studied poems.

The most interesting epithet accorded to the Bhil is Payak (payaka) in chamd
II, a word which has been traced to Sanskrit padati (foot soldier) by Lalas (1962-
1988) and to Persian paika (footman, armed attendant, message bearer) by
McGregor (1993).%! Payak denotes a servant, but also refers to Naukar or (armed)
foot soldiers, heroes and warriors and is reminiscent of the idiom of naukari. It is an
epithet employed only by the poet of chamd 1I and solely to refer to Pabuji’s Bhil
warriors. The poets of both chamds accorded identical honorifics, denoting a hero or
(foot) soldier (like “Bhat”) to Bhil and Rajput warriors. The exclusive usage of the
Payak for Bhil in chamd 11 suggests that its poet saw it as an epithet reserved for
Bhil archers. In chamd 11, the title “Payak™ occurs in conjunction with Paradhi
(paradht payaka). The poet explicitly asserted that “The Pardiya (are) the (loyal)
Payak of the protector (Pabuji)”.*? Today Paradhi in the first place connotes a
hunter or fowler (McGregor 1993), while Lalas (1962-1988) also lists the meaning
“armed attendant”, specially a bowman. The third meaning given by Lalas is simply
“Bhil” and his last-listed meaning describes a Paradhi as a person who “strikes from
a hiding place”, conceivably like a hunter or robber lying in wait for his prey.
Koppers (1948: 28, 117), on the other hand, thought of Paradhi (Pardee) as a
regional Bhil clan and caste name.*®® It seems that Paradhi communities know

30 In ambiguous verse-lines (chamd I1. v. 60-61, 68-71, 79-82) the Bhil also seem to figure as protectors
(vahasiiva), heroic men (dharita naram), lords of cattle (dhena dhani) and warriors (bhara), but it is not
always clear whether the poet meant to refer to the Bhil, Pabuji, or both, when he composed these lines.
381 Chamd 11 (c. 43): “pala tana paradhiya payaka”.

382 Chamd 11 (v. 49): “bhara heka heka vasekha bharam, paradhi payaka palha tana(m)”.

33 Paradhi “sub-castes” are listed as Fase-Paradhi, Gav-Paradhi, Berad-Paradhi, Gay-Paradhi, Chita-
Paradhi by Jamanadas (www.ksafe.com, 2005). The idea that Paradhi should be seen as a caste name is
contradicted by present-day missionary sources about contemporary Paradhi, which describe them as an
“isolated” and “unusual” group of people who, unlike other Bhil clans, have remained largely outside
regional caste hierarchies till date (ibid.).



206 Chapter Seven

several “sub-castes”, all of which share three surnames, that is Chauhan, Pawar and
Solanki, all of which suggest Rajput ancestry. Koppers traced the name Paradhi to
Marathi paradha (“hunt”) and accordingly described the Paradhi of Jhabua and
Kushalgarh (Rajasthan) as a “caste” of hunters who used nets to catch their prey.
The Gujarati Paradhi were known to him as a “wandering tribe of fowlers”.
Nowadays the Paradhi are classified as “migratory Bhil” who speak one of the many
Bhil “languages” (Pardhi) and live throughout Maharashtra and Kacch (or Kutch) in
Gujarat, earning their keep as hunters of birds and small game, snake charmers,
basket weavers and producers of black-stone bowls and pitchers (www.ksafe.com).

The Bhil are referred to as Dhanakh (chamd 11, v.53) a title traced to Sanskrit
Dhanurdhar (“bowman”) by Lalas (1962-1988).3% Though they are most commonly
described as fighting with bows and arrows, the Bhil have also been portrayed (in
verse-line 53) as wielders of swords and slinging weapons or daggers.’> Pabuji’s
Rajput warriors are, on the other hand, at all times evoked as the wielders of swords
and spears in chamd 1II and the other poems under review. While the use of the
epithet Dhanak is straightforward in chamd 11, the usage of bow and arrows, usually
ascribed to the Bhil, is not always as clear like in verse-line 70 of chamd 11 in which
it is not altogether obvious whether the poet describes Bhil archers and Pabuji, or
only Pabuji, when he versified how the “Spearwielder” (Pabuji) tore apart his enemy
with deep incisions, probably of his spear, and the enemies armour and arm shields
were torn apart by arrowheads shot by Pabuji or his Bhil warriors.*® Though this
lack of clarity could be the result of chronologic confusion, it is nevertheless
interesting to note that Rajput warriors like Pabuji were perhaps seen as wielders of
bows and arrows and wielders of swords and spears by some poets. Conversely, the
above instance could also suggest that Bhil archers and foot soldiers were at times
evoked as wielding spears. This and other occurrences (discussed below) give
reason to imagine that Pabuji, in the mind of the poet of chamd 11, may have figured
as a bowman and had more in common with his Paradhi archers than the traditional
divide between Rajput and Bhil identity suggests.

Another instance that appears to highlight correspondences between particular
Rajput and Bhil martial identities can be found in chamd 1 when the poet portrays
Pabuji and/or the Bhil as young warriors who fight with bow and arrow in verse-line
39: “kati tumna kabana sumbamna kasai, dhari pamna su(m)bamna javamna
dhasai(m)”. Depending on whether javamna should be interpreted here as a plural
form or not, this verse-line may be interpreted as “They place the arrow(s) (from)
the arrowholder(s) (around) (their) waist (upon) (their) bow(s); holding the arrow(s)
in (their) hand(s), the young warrior(s) enter(s) (the fight)”. If javamna is read as a
singular form, the verse-line may be interpreted as “They place the arrow(s) (from)
the arrowholder(s) (around) (their) waist (upon) (their) bow(s). Holding the arrow(s)

% Shekavat (1968: 36, n.40) translates dhanamk as “dhanake yoddha” and “nayak jati ke vir”.
35 Chamd 11 (v. 53): “dhara dhijati pai dhanakha dharam, karajoda kadala kha-uga karam”.
36 Chamd 11 (v.70): “phara phari sandha sabaha pharam, bhaloram bha(m)bhara bheda(m)ta bharam”.
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in (his) hand, the young warrior enters (the fight)”. Either way, this instance is of
interest because the Bhil are not normally referred to with “Javan”, a title which
appears to have been reserved for Pabuji in the selected sources since he is believed
to have been a young boy when he took up arms.*®” Likewise, though Pabuji is
commonly depicted as a young warrior, he is not usually portrayed as fighting with
bow and arrows. Other reasons to imagine that the roles attributed to Pabuji and the
Bhil were not as disparate as they may seem are the connotations of the epithets
chosen for the Bhil archers which, as mentioned just now, are shared by both Rajput
and Bhil protagonists in chamd 1l and illustrate that Rajput-like heroism was at
times attributed to the Bhil bowmen.

My impressions can to some extent be the result of the fact that, as noted
before, it is not always clear which combatant or army makes which move in either
chamd 1 or chamd 1I. Especially from the battle descriptions in the latter
composition it is at times difficult to establish who fights with what weapons or
which epithet is used for whom. Yet, the poet’s choice of words in the chamd II does
appear significant when compared with other texts in which the distinction between
the two groups is much more marked. A case in point is chamd 1. Although the poet
portrayed both Pabuji’s Bhil and Rathaur Rajput warriors as the wielders of swords,
clubs, maces, bows and arrows, even so, when mentioned individually, the Rajput
warriors were always depicted as fighting with spears and swords, while the Bhil
archers, needles to say, availed themselves of bows and arrows. And in duha 1,
Ladhraj very clearly distinguished between Rajput warriors, who were portrayed as
wielding swords, daggers, spears, clubs and maces, on the one hand, and the Bhil
whose role was confined to that of archers, on the other. It is against this background
that I have come to imagine that the blurred distinction between the two groups,
their epithets and use of weapons, is not just the result of chronological flexibility or
poetic licence. And, as shall be discussed below, the description of Pabuji’s
parentage in duha 1 has also given me reason to conceive of Bhil and Dhamdhal
Rajput relations as more involved than those between lords and subjects or martial
leaders and their foot soldiers.

Samval, Thori, Ahari
In most of the shorter compositions, the Bhil do not figure at all except in git II (v.
40), where they have been referred to as samvald(m) satavist, the “7 times 20 (140)

37 Compare chamd 1 (v. 37) and duha 11 (v. 11) in which Pabuji is referred to with the titles jiva
(“young”) and balaka (“boy”). This role is perhaps comparable to the role of the “Yuva raja”, as
described by Kolff (1990: 126f), who defines the yuva rdja as a crown prince or other prince who went in
search of land, honour and a lord to serve. Since other men than fathers and sons may take up these role
(and the roles can be performed alternately by one man) it can be imagined that aspects of Pabuji’s role
refer to the role of yuva rdja, a rebel son who goes into the jungle; in his case not to win land but to add to
the fame of his sword by protecting cattle.
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Samval”. Duha 1 and the parvaro do present us with a good number of examples of
alternating perceptions of Rajput-Bhil relations. From the first-mentioned
composition it can be surmized that Pabuji’s Bhil archers came to be thought of as
the low-status subordinates of Rajput warriors in seventeenth-century Marwar. They
were no longer, like in chamd 11, explicitly portrayed as heroic warriors. On the
contrary, the role of the Bhil protagonists is much less significant, and Ladhraj only
mentions Camda by name while the other six archers’ names, like listed in chamd I,
were apparently forgotten or perhaps they were not deemed important enough to
mention. Ladhraj moreover describes in some detail how Pabuji has to overcome the
wavering feeling of his Bhil retainer Camda who is portrayed as rather disinclined to
join Pabuji in his war against Jimda, a depiction which in this kind of poetry appears
to underline the rather un-heroic stance taken by the Bhil warrior (duha I, v. 249-250
quoted in chapter 3). Camda has other things on his mind than war, in particular the
arrangements for his daughter’s marriage. When the Bhil warrior finally agrees to
join Pabuji, his role in the battles, and the part played by his army (thata) of Thori
(thort) is described as relatively insignificant. Ladhraj did, even so, accord some
measure of heroism to the Bhil in verse-line 254 by comparing them to gods or
heroes (sur) who resemble Samval (samvala), literally meaning “black™ or “dark”,
perhaps in an allusion to the complexion of the archers;*® samvala moreover also
translates as “hunter” and “Bhil” (Lalas: 1962-1988). Once Rajput-like heroism is
accorded to Camda and his archers, when their valour is described as arising from
Kshatriyahood (khatravata or kshatriyata) in verse-line 258.

On the whole, however, Ladhraj did not dwell on the archers’ role in the battle
proceedings or their martial prowess in any detail. And, apart from titles like Sura
and Samval, Ladhraj also employed the less flattering epithet Thori (“thief”) to refer
to Pabuji’s archers. The Bhil are also named Ahari (duha 1, v. 254: aheri). Ahari, yet
again according to Lalas (1962-1988), connotes hunt (shikar) and accordingly Ahari
is translated as “hunter”.*® While Ahari appears to have a neutral meaning, the title
Thori does not; it is commonly rendered “thief”.>° Shekavat (1968: 211) translates
Thori as a caste name (thor jati ke sevak). It is not clear whether Ladhraj meant to
use the name Thori in a disparaging manner or just to denote a caste name. Judging
from Nainsi’s Khyat, the former seems more likely since Nainsi’s usage documents

388 If samvala can be traced to Sanskrit syamal, the epithet may also have served to liken the Bhil to
Krishna since this epithet is also one of many names of this god, connoting his dark-blue skin.

39 In the twentieth century, Ahari has also been classed as one of the many clan names used by Bhil from
different regions in Rajasthan, including Udaipur-Kherwara, Banswara, Dungarpur, Partabgarh and Sirohi
(Koppers 1948: 115, 119). There may have been a connection with the peasant and pastoralist Ahirs of
the Saurashtra Jangal in Gujarat, bordering south-western Rajasthan, for Ahir Bhil, though differentiated
from Ahari Bhil, were traced to Gujarat and Kandesh by Koppers (1948: 121).

30 Today, some Thoris prefer to be called Nayak (chief) a term that has also come to refer to “thori jati”
and “Bhil jat” in Rajasthan (Lalas 1962-1988).
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the disparaging overtone of the title Thori in the seventeenth century.®' In the
Khyat, Pabuji’s Thori are evoked as eating meat, including she-camels, before
Pabuji takes them under his wings and recruits them as his companions and
comrades-in-arms. The fact that they killed “an animal” is the main cause for their
banishment by their former patron, Ano Vaghelo. The Thori are, moreover, subject
of a quarrel between Pabuji’s sister Sonam and her co-wife, who taunts Sonam by
saying: “Your brother eats in the company of Thori”, a remark which was clearly
aimed at insulting Pabuji (Smith’s translation, 1991: 482-83).

Bhil Bhopas

The parvaro represents an altogether different genre within the Pabuji tradition as it
does not have many themes or protagonists in common with the other selected
compositions except, of course, its main hero Pabuji. In this composition, Bhil
protagonists play an important part, but they no longer figure as Pabuji’s comrades-
in-arms and neither their martial roles and epithets nor any of the other titles that are
listed above receive any mention. From this poem, the Bhil emerge as Bhopas, the
medieval devotees, priestly performers and ritual healers of Pabuji’s temples. The
title Bhopa has several meanings and has been ascribed to many different
communities, including Bhil, Rebari and Rajput devotees of folk gods and
goddesses. Its range of meanings include: “seer”, “diviner”, “medium”, “priest”,
“devotee” and “fool”.*? The parvaro makes apparent that Bhil Bhopas figured as
the dhol-playing priests of Pabuji’s Kolu temple and of smaller temples (marhi,
thapana) dedicated to him at Dhamgrava and, perhaps, Sojhat (sojhita). The temple
priests are also portrayed, in verse-line 14, as Bhopas from Bharara (bhopa
bharara). It is unclear whether this should be taken to mean “Bhopas of the Bharar
community”, a caste group from Madhya Pradesh, or whether it was meant as a
reference to Bhopas from a place called Bharar, unknown to me.

Inscriptions found at Pabuji’s Kolu temple today document that Bhopas used
to be connected to the temple. As remarked in the previous chapter, the beginnings
of the Kolu temple can be dated to fifteenth or early sixteenth century, well before
the seventeenth-century parvaro was committed to paper. None of the available
epigraphic evidence at the temple helps in dating a Bhil Bhopa cult to the initial
stages of temple history, but the title Bhopa is found inscribed on some of the later
devalis (hero stones) and kirtistambhs or commemorative pillars. The eighteenth-
century memorial pillar to the left of the entrance of the white temple, for instance,

1 1n the nineteenth century, “t’hori” apparently came to be known as “bhoot” (ghosts) or the “sons of the
devil”, and “professional thieves” as well as camel proprietors and caravan guides (Tod (1972 II: 255).
Likewise, Mewar’s “thaoris” have been described by Tod (1972 II: 154) as a “caste of robbers”.

%2 From the meanings accorded to the Rajasthani noun bhopai and the verb bhopant, it can be surmized
that contemporary Bhopas are believed to be people endowed with supernatural or magic powers, and
able to perform miracles (Lalas 1962-1988). Frater (1989: 96) describes Rebari “Bhopa” as priests
“through whom the goddess speaks”. See also McGregor (1993).



210 Chapter Seven

documents the fact that it was erected by, among others, Bhopa Bhagchamd from
Palani and substantiates Bhopa service in (or associated with) the temple in the late
medieval period. Bhopa Bhagchamd is mentioned again in an inscription on the hero
stone in the middle of the altar of the white temple, dating it to 1713 and informing
us that this hero stone was established or donated by Bhopa Bhagchamd and Bihari
Das during the reign of prince Abhey Singh, son of Ajit Singh.**

B

Bhil memorial stome (undated).

The reference to Bhopas as eighteenth-century Kolu temple priests or devotees does
not inevitably suggest that we are here dealing with an allusion to Bhil Bhopas. As
noted earlier, contemporary usage suggests that Bhopa is, and perhaps has long
been, a title used for priests and devotees from different communities like the Bhil
and Rebari as well as for Rajput priests who nowadays also employ the title
“Bhopa” to refer to themselves. Evidence to document the inclusion of Bhil archers
in the Pabuji cult as observed at the Kolu temple can be read from hero stones with
images of the Bhil (Thori) archers. Many of the hero stones dedicated to Pabuji can
be recognized by the inclusion of one or more Bhil archers, mostly in the right-hand
corner of the hero stones.** On the central altars of both the white and red temple
two or more Bhil figures accompany Pabuji on hero stones with inscriptions dating
to the sixteenth and seventeenth centuries. Besides, two memorial stones depicting

33 The inscription reads: “stT pabiiji samvata 1770 vara khe mati caira vadi 11 somavarla bihari dasa
vidanT sadavai siT maharaja di raja siT ajita simgaji komaraji abheya simgajt ri vara mambhai carai bhopa
b(h)ag chamda”. Another hero stone on the altar of the red temple carries an inscription that documents
that a Bhopa (his name is unreadable) served at the Kolu temple in 1713 during the time of the ruler
Sangha. This inscription reads: “pabdji sata cahi ni savata 1770 varasa samghaji ri vara bhopa (...) re
kesamno saitraga sumtra”

3% However, the majority of hero stones kept at the Kolu temple show an individual warrior wielding a
spear or sword and riding a horse, who is identified as Pabuji riding Kalvi. Some of these hero stones are
at times accompanied by a “twirl” in the lower right corner which at some instances looks like a calf, and
at other times seems to represent a wave. Only one of the undated hero stones shows Pabuji accompanied
by the small figure of a Bhil with bow-and-arrow, below the riding figure, in the right corner of the stone.
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the seven archers in Pabuji’s retinue now stand within the temple compound placed
in small shrines. One stone faces the entrance of the white temple and the other faces
the entrance of the red temple. Two more memorials with seven Bhil archers are
furthermore found in a separate alcove in the side wing of the temple compound. All
these commemorative stones are without dates or other inscriptions and their
depiction of the seven Thori wielding bow and arrow rather differs, ranging from
intricately carved figurines to rather sketchy carvings.*” The temple priest, Tulsi
Singh Rathaur, lists their names as: Ishal, Vishal, Kaku, Baku, Harmal, Camda, and
Dema. The seven men carry bows and arrows and, judging from the fact that their
legs are bent at the knee, are kneeling down. Today Bhil Bhopas are seated in front
of the archers’ hero stones when they ritually perform the paravaraus®S that are part
of the contemporary mata (drum) epic dedicated to Pabuji. The Bhopas claim direct
descent from the seven archers and include accounts of the heroic deeds of Pabuji’s
companions in their performance of the epic. I will return to the subject of Bhil
archers and their contemporary worship in chapter 9.

Mata epic performance by the brothers Ram in front of a Thori memorial stone.

35 To my untrained eyes, the rather sketchily carved Thori memorials have an aura of “antiquity” while
the more intricate carvings resemble the style of late-medieval hero stones dedicated to Pabuji. However,
it is also possible that the two different styles were contemporary and represent different kinds of
handiwork, perhaps Rajput and Bhil workmanship. I do not know enough of the history of this kind of art
to be able to speculate about the dating of Bhil worship practices in Kolu on the basis of these stones.

¥ T use paravarau to refer to the contemporary mata tradition and to differentiate between this tradition’s
paravaraus and the medieval parvaro.
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From the eighteenth-century version of the parvaro attached to duha 1 it becomes
clear that medieval Bhopas presided over drum performances and ritual healings at
medieval Pabuji temples in Kolu and Sojhat, while in git III, Pabuji’s patronage of a
temple in Kolu is also referred to. In view of the medieval parvaro’s narrative, 1
imagine that the drum (rhola or dhola) played an important role in the medieval cult
and perhaps served a similar ritual purpose as the ritual mata (drum) used by today’s
Bhil Bhopa to accompany their performance of parvaros dedicated to Pabuji. This
becomes apparent from the tale told by the parvaro’s poet, Mohandas or Ladhraj,
about the Rathaur Rajput Vagha who stole the dhol belonging to a Bhopa serving at
Pabuji’s temple in Dhamgrava (dhamgarava marhi). To punish Vagha, the Rathaur
hero-god cursed him with a severe stomach ache. It soon turned out that only the
Bhopa could cure Vagha’s pain. Once the Bhopa restored him to health, the Rajput
repented and restored the drum to the temple. The meaning that could be attributed
to this episode becomes clearer when one remembers the importance of the dhol as a
ritual instrument in present-day Bhil Bhopa epic performances and healing practices
which involve trance rituals and indicate that dhol and mata drums should be
thought of as divine and/or magic instruments and ceremonial aids which assist in
invoking a trance-like state.*’ In trance, a Bhil Bhopa feels himself to be a medium
through which the presence of a god’s chaya (“shadow”, “apparition”) is revealed.
Thus a god expresses himself in an oracular manner, addressing his devotees
through his Bhopa.**® The aim of such rituals is to solve a devotee’s everyday
problems, see the future, settle disputes and/or cure illnesses.

Though the contemporary tradition of chaya has not been mentioned in the
studied paravaro, 1 even so do feel that this text contains instances that illustrate the
ritual, magic and healing qualities ascribed to the dhol in medieval times. My
interpretation is based, first, upon the importance attached to the retrieval of the
stolen dhol, second, on the description of Pabuji’s voice coming from heaven and
talking to the Bhopa, and third, on the poet’s statement that the Bhopa healed Vagha
with Pabuji’s help (parvaro, v. 2-27, cf. chapter 3). Lastly, the description of the
healing ritual (sico) in verse-lines 18-19 also seems to indicate that the poet
accorded healing powers to the Dhamgrava Bhopa.**® All one comes to know from
the parvaro, however, is that some Dhamgrava Bhopas used to cure stomach aches

7 The use of drums as trance inducing instruments, which can invoke a god’s presence, is part of
religious traditions worldwide. In northern India, the meaning attributed to the sounds of drums can be
connected to myths that portray the creation of the universe as resulting from the sound of Shiva’s drum
(Alter 2004: 361).

38 Compare Blackburn’s (1989: 10f) description of ritual possession, spirit possession, trance dance,
divinization and self-mutilation as “generic” to oral martial and sacrificial oral epic in India.

¥ Studies of Bhil customs do not mention this particular ritual but they do document the use of medicinal
plants and trees by Bhil to cure stomach aches and other afflictions by crushing bark, leaves, etcetera, and
administering them to a patient mixed in water (Ebner 1996: 21).
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through a ritual in which sico (clean water to remove impurity) is used while
invoking Pabuji by repeating his name “(with) sincerity”.*%

The significance of the story about Ratna and Jaita becomes clearer when it is
read against the background of yet another concern of contemporary Bhil life as
described in anthropological studies. Ebner (1996: passim) and Robbins (1998:
passim) describe the importance attached to the protection of trees by Bhil and other
inhabitants of the Thar Desert, and I imagine that this practice motivates the
punishment meted out by Pabuji’s to Bhati Jaiti for cutting an Acacia tree (Khejar)
near the warrior-god’s temple. And the severity of the punishment meted out by
Pabuji for cutting trees (he Kkills Jaiti) can perhaps be read as an illustration of the
great significance that people used to accord to trees. Like the present-day
inhabitants of the desert, former communities must have been very dependent upon
trees as fodder for their cattle and as fuel for their cooking fires.

Ratna’s tale may also be understood as an illustration of the fact that the
eighteenth-century Kolu temple was surrounded by an orhan (auran), a communal
pasture area for the grazing of goats, sheep, cows and camels and a shared source of
fuel for village kitchens. The contemporary village orhan in Rajasthan can be
defined as a “class of land management systems dependent on social sanction and
the patterns of authority structured into traditional village politics” (Robbins 1998:
87). Oral tradition records how the same probably held true for medieval times when
the Kolu temple was surrounded by a sizable orhan that served to regulate the use of
trees, bushes and grasses as cattle fodder and fuel (personal communication Tulsi
Singh Rathaur 2001).4!

The Kolu orhan rules allow for the
grazing of animals on the lower
branches and bark of trees, and
collecting dead wood, but strictly
proscribe the cutting of trees or
branches. This custom is commonly
enforced through local village
counsels and by means of
cautionary tales, which (like the

40 Parvaro (v. 18-19): “sacai mumna sicoha, pabil ro ghito punai. 19. isarau @i sicoha, kidho yum sajo
kamadha”.

401 Tt is said that the Kolu orhan used to provide fodder for huge herds of cattle, in particular camels. This
is no longer the case today. In the last two to three decades, camel keepers and their herds are no longer
welcome in Kolu. Ever-increasing population pressure and the resulting desertification in western
Rajasthan has left the temple orhan a large sandy “meadow” with little shrubbery and few scattered
acacia trees. The leaves, fruits and bark of these trees still serve as cattle fodder and fuel but only for the
cattle of the villagers. I was told that the Kolu orhan can still provide green pasture during a good
monsoon. During my visits to Kolu, the rains had failed for four consecutive years and the orhan was
barren, the village wells had run dry.



214 Chapter Seven

medieval parvaro) warn about the dire consequences resulting from the cutting of
trees. Divine retribution, like the castigation of the Rajput Bhati Jaiti by Pabuji in the
parvaro, continues to be invoked. This incident, I think, illustrates that the rules
broken by Jaiti resemble existing rules curtailing the cutting of trees in Kolu’s
orhan. In the parvaro it has been clearly stated that Ratna planted the ill-fated
Khejar tree near Pabuji’s Kolu temple (marhi) and near Pabuji’s “statue”
(thapana).***

Other socio-political and religious concerns in the parvaro relate to the roles
ascribed to Rajput warriors in the beginning of the eighteenth century in Marwar and
the manner in which the veneration of Pabuji was linked to Shakti worship. The first
concern is part of the episode about the hero-god Pabuji’s rescue of his Bhopas after
they have been robbed by the Rajput Vagha. The poet describes how the Rajput
warrior Vagha does not share the Bhopas’ dedication to Pabuji since he does not fear
the hero-god’s anger and robs the temple drum from Pabuji’s temple. The Rajput
Jati does not respect Pabuji’s powers either since he cuts down a tree near the hero-
god’s temple. Only after the Rajput godling has punished the two Rajputs for their
deeds, do the wrongdoers repent and accept Pabuji’s divine authority. This tale
documents the changing relation between the Rajput and Bhil of eighteenth-century
Marwar, who apparently fought amongst each other. The Bhil are portrayed as
fighting Rajput warriors with the help of magic and through Pabuji’s divine
intervention, but they no longer figure as warriors in their own right like in chamd 11
and some verse-lines of duha 1. From the quoted episodes one may gauge that,
unlike most Rajput families of Marwar today, not all medieval Rajput were devotees
of Pabuji. From this instance, and from the poet’s attempts at positioning Pabuji’s
cult vis-a-vis “other gods” (discussed below), it could be inferred that in the
seventeenth century, Pabuji’s Bhopas and other non-Rajput devotees were in the
process of establishing or re-establishing Pabuji’s popularity among a wider
audience.

The parvaro also details the manner in which poets sought to relate the Pabuji
cult to the goddess worship. In the second half of the paravaro, the poet expands
upon his devotion to the goddess and Pabuji like in verse-lines 67-68, where it has
been implied that both the poet Ladhraj and Pabuji are servants or devotees (sevaga)
of Devi, while in the following verse-lines the poet takes quite some trouble to
explain that the worship of Pabuji and the mother goddess do not exclude each other
even though the poet at the same time presents his dedication to Vasihathi, the
“twenty-armed Goddess”, as the supreme form of devotion:

67. suni taharT suvamni, raji hai ladharajiya
68. kaha to rava kamamdha, tu sevaga devi tano

42 parvaro (v. 30): “ratanam ro vamti, kolu marhi pabi nhai”, and (v. 37): “naine naha dekheha, th()

pabi 11 thapana”. Today, marhi and thapana can refer to a hero stone on a small uncovered altar, scattered
throughout the Thar Desert, though marhi can also be used to refer to the Kolu temple.
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69. sosabalo sanamamdha, ampam chai ladharajtya

70. tonu chaiyari tina, parosi jasa eka prabha*®

71. aja pacho akhina taharo hum madha kara tana

72. ladhiya loka ika, devi tina bhina devata

73. visahathi vayaka, siin1**ya chai mahara sakai

74. devam mamhi dubhamti, r7 kahu mata le vato

75. khitava sT stra khamti, jasa gayo ladharajtyai

76. bhalala bhara mai, lo kamnu ke-1 lomdiya

77. maharai manura mami, bhinana hasaba deve bhagita

In stating that there exists no disparity among gods and that what counts in these
matters is man’s devotion to the gods in general (v. 72-77), the poet perhaps tried to
solve his evidently conflicting loyalties. But he did not seem to really manage to do
so, for in conclusion he asserts that the existence of a multitude of gods has made
many devotees lose sight of “true faith”, indicating that according to the poet there
existed “false faiths” too (parvaro, v. 76). His declaration in the next verse-line (77)
that in his heart “(devotion to) the mother goddess (is) not different (from) devotion
‘to’ all (other) gods”, also, seems to indicate that the poet felt the need to defend his
belief in the goddess, perhaps to counter contemporary claims made by devotees of
other sects. It is of course also conceivable that the poet felt the need to clarify that
by worshipping Pabuji the goddess is not neglected but venerated as well. Such an
interpretation may indicate that for the poet and his audiences, the goddess
embodied the highest godly authority, encompassing all other manifestations of the
divine. A more detailed interpretation of Shaktik imagery in the Pabuji tradition will
be given in chapter 9, when I discuss the Charani Shakti tradition of Marwar. Suffice
it to note here that goddess worship, encompassing the goddess’s archaic or “pre-
patriarchal” forms, like mother earth and her tribal and locally worshipped “village”
forms as well as her Shaktik manifestations, is currently one of the main constituents
of Bhil religious mythology and ritual practices (cf. Werz-Kovacs 1982: 151, 189,
214).

Bhil-Rajput bonds

By studying the different forms Rajput-Bhil relations took in the different poems,
several features of their historical background can now be explained. I have
illustrated how the Bhil were accorded a Rajput-like role in chamd 11 while their
martial role becomes much less notable in duha I, and the Bhil are altogether
“written out”, or were just forgotten, in the composition of other poems, like chamd

403 Unclear. A damda precedes and follows prabha (/prabha/).
404 In saniniya, “ni” was crossed out.
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I and some of the gits. The study of the martial idiom employed by the poet of
chamd 11 highlights the ‘“Payak-register” the poets used to describe Bhil martial
roles. This poetic idiom, suggestive of Rajput-Afghan military culture as expressed
through the idiom of naukari, enables us to conceive of a distinctly local Marwari
grammar for defining martial relations between Rajput warriors and Bhil archers

As was argued just now, the ascription of epithets and weapons to the Rajput
and Bhil warriors in chamd 11 attains a distinct meaning when this poem is compared
with the other studied sources for then it appears that the composer of chamd 11 may
not have blurred the distinction between the two groups by accident. The indistinct
portrayal of the two groups, and especially the ascription of similar epithets and
weapons to Rajput (in particular Pabuji) and Bhil warriors, has made me wonder
whether Pabuji and his Bhil warriors may have had more in common than becomes
clear when one reads the other selected sources, the poets of which unambiguously
differentiate between the epithets and weapons ascribed to Rajput or Bhil
combatants, if the latter are at all mentioned. In this light, an answer seems to
present itself to the question posed in chapter 6 concerning the possible reasons why
Pabuji was the only Rathaur from a long line of cattle rustlers and warriors who
came to be deified? Though Pabuji’s deification may, as we saw in the introduction
to this study, be understood as an attempt to make the life of a small-time village
hero appeal to wider, regional audiences, it appears to me that the depiction of
Pabuji and his Bhil associates in chamd II points up another possible motivation
underlying Pabuji’s deification.

Perhaps the relation between Pabuji and the Bhil was not a solely martial
affair, maybe it could also be understood as a reflection of the fact that the inclusion
of Bhil in Rajput ranks (and vice versa) through marriage alliances was not at all
uncommon in the period preceding Rajput ascendancy in Marwar (cf. Chandra
(1999: 251).%% A point in case is the history of today’s Bhilala “castes” who trace
their ancestry to Rajput-Bhil marriage alliances. The Rajput Garasia (or Girasia), for
example, claim to be the progeny of the early medieval bonds between Rajput
warriors and Bhil women. Today the Garasia highlight their Rajput status and object
to being reminded of their Bhil ancestry. In reading the portrayal of Pabuji and Bhil
warriors in chamd 11 together with the inclusion of Pabuji’s birth story in duha 11, 1
have come to feel that it is not likely that the ascription of a semi-divine birth to
Pabuji, who is portrayed as the son of a Rajput father and a forest nymph in duha I,
served to shroud Pabuji’s father’s dallying with a non-Rajput woman, perhaps a
Bhilni or Mer. As was noted in the previous chapter, Pabuji’s forefathers had to deal
with Mer and Bhil contenders to power who, during the early-medieval stage of
Rajput kingdom formation, still ruled large desert and forest tracts in and

405 The opposite is also true. Peabody (2003: 88) relates how one Rao Deva flattened a Mina town after a
Mina man proposed marriage to a Brahmin woman. Deva thus aimed to uphold a differentiated social
order by preventing the “mixing of castes”. This instance appears to illustrate a Rajput man could wed a
tribal woman while the alliance between a tribal man and a Rajput woman was not deemed acceptable.
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neighbouring Marwar. If “nymph” can be understood as a narrative theme that is
emblematic of “the wild”, the poets’ representation of Pabuji’s nymph-mother could
be thought to stand for a woman of the forest, perhaps a “tribal” woman. This
impression is further documented by the description of how Dhamdhal is thought to
have chanced upon the “princess nymph” (kumvari apacharad) when he, while
hunting in the jungle, discovered her taking a bath in a forest pond (duha 1, v. 16-
22). The fact that Pabuji, in poetic, prose and genealogical sources, is the only
Rathaur of the period whose ancestry is traced to a nymph, may be an eloquent
example of attempts to obscure Rajput-Bhil relations in some later sources when
Rajput, upon gaining ascendancy in Marwar, no longer wanted to be reminded of the
earlier inclusion of Bhil in Rajput ranks and no longer felt a need to acknowledge
Bhil martial valour in terms of equality.

My study of Bhil history in Marwar illustrates how the poetic concern with
cattle and the aspirations of the warriors who belonged to Rajput and non-Rajput
groups represent a narrative theme that evokes the medieval pastoral-nomadic world
of cattle rustlers and upcoming Rajput clans who sought to establish their dominance
in areas that were, at that time, ruled over by Mer and perhaps Bhil tribal chiefs.
This was a world where socio-political identities were not as well-defined as in later
medieval society. Such themes at first sight set apart the chamds from late-medieval
texts like the duha I and parvaro. The varying roles ascribed to the Bhil are one of
the clearest examples of the changing narrative content of the selected poems. But it
is difficult to tell whether this change also represents a historical, chronological
change that could date chamd II to an earlier time of composition than chamd 1,
duha 1 and the parvaro, perhaps an early-medieval time when poets still included
Bhil warriors in the martial “hall of fame” constituted by their poetry. Yet, the
portrayal in chamd 11 of early-medieval Rajput-Bhil alliances and Bhil heroism as
opposed to the portrayal of the Bhil’s loss of status in later compositions like duha 1
does appear to be a good reason to assume that the former text can be dated to an
earlier period than the latter.

One cannot, however, be certain that the inclusion of a clearly early-medieval
theme does indeed mark the studied version of chamd Il as an earlier version of
Pabuji’s story, since this theme may have become part of late-medieval
compositions as well, perhaps by a sixteenth-century poet, conceivably a Bhil, who
wrote the Bhil into chamd 11 to ascribe Rajput heroism to his ancestors by portraying
them as the valiant archers of Pabuji’s army. This kind of connection may have also
served to claim a Rajput-like status by Bhil priests or Bhopas of a sixteenth-century
(or earlier) Pabuji cult. At present, the Bhil Bhopas of Kolu perform paravaros
dedicated to Pabuji for exactly this reason: to assign Rajput-like heroism in battle to
the Bhil and thus highlight that they were equal to Pabuji’s Rajput warriors in the
past and, I was told, therefore lay claim to Rajput status today (cf. chapter 10). A
more than martial relation between Pabuji and the Bhil, a relation defined by bonds
of marriage, could also help in explaining why Pabuji was deified, but none of his
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fellow Rathaur warriors. It would, in addition, also shed light on the question why
the Bhil became Pabuji’s devotees and, as the parvaro illustrates, his Bhopas.






Depiction of the Charan goddess Karni Mata (Courtesy: Paul Veltman, Amsterdam).
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“In these golden times of Rajput life when swords were never allowed to rust nor steeds
to rest, and the bard was always wanted at the side of the warrior as a witness of his
deeds and a singer of his praises, the lavishness of the chiefs to the bards had known no
limits”, wrote Tessitori (1917a: 250) in a style which perhaps knowingly resembled the
effusive style of Charan poets, generally described as the “bards” of Rajput rulers in
colonial sources. Charan poets are believed to have stood at the cradle of what is
generally known as the “Rajput Great Tradition”, the heritage that underpins the
worldview and ruling ambitions of noble Rajput lineages. Till date, Marwar’s
exceptionally literate Charan community’s self-image centres upon claims to a high-
ranking socio-political status which originated with their prominent positions at Rajput
courts as poet-kings, poet-historians, ministers, political advisors, warriors and
protectors of forts and havelis (polapar).* The elite literary and courtly status
ascribed to Charan poets can probably be traced to the fifteenth and sixteenth
centuries, the “glory days” of Dimgal poetry, when Charan Dimgal poetry came to
be seen as a literary court tradition analogous to the gradual increase of Rajput
dominance in the region.

Charan men are also known as the sacrosanct guides of camel and pack oxen
caravans through the Thar Desert, and as traders in horses, wool and salt, suppliers
of food and weaponry to armies, and perhaps most importantly, as the devotees of
Shakti and the poets and priests of cults dedicated to Charani Sagatis, living
goddesses of Charan origin, thought of as historical women recognized as living
goddesses during their lives or deified after their deaths. Such women, born to
Charan lineages, are believed to be the multiple manifestations of the “first” or
“original” goddess, the Mahashakti Hinglaj. There exists a close political connection
between the Charani Sagatis of the western desert regions and the ruling Rajput
lineages of medieval Rajasthan, which came to think of Charan goddesses as the
guarantors and defenders of their realms. This connection has been hinted at by the
poets of the chamds, duha 1 and the parvaro, in the first place, by evoking Shaktik
imagery connoting Puranic tales about Devi and her battle with the buffalo-demon
Mabhishasur and, secondly, by the portrayal of Deval as a Charani Sagati relating
Pabuji’s story to the medieval worship of regional forms of Shakti. To understand
better the connection between the Pabuji and Charani Sagati traditions, I shall in the
second part of this chapter examine the political, religious and economic links
between Rajput and Charan communities and Charani goddesses in Baluchistan,

4% Today, the Charans of Rajasthan are listed as “Other Backward Castes” under the Indian Constitution
Order, a status which, Charans say, does not refer to their level of economic development or socio-
political status but mainly points to the fact that the Charans form a small community.
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Sindh, Rajasthan and Kacch (Gujarat). Thus, I intend to document how Charan
identities used to resemble Rajputhood in several ways. Finally, I hope to show how
the history of the spread of Charan men and women and their story-telling traditions
can assist in imagining the ways in which Pabuji’s poetry tradition may have been
transmitted and by whom.

Inspirational narratives

In medieval times, Charan poets are said to have received rewards from their Rajput
patrons in exchange for their poetic services. They were rewarded with cattle,
horses, elephants, revenue and land-grants and, according to poetic sources, gold.
This relation between the Charan poets and Rajput warriors and rulers, like that of
bards and court poets the world over, is of course based on patron-client relations
whereby Rajput patrons pay for the poetic services rendered by Charan clients.*"’
This custom, according to Tod, gave rise to flattery and sycophancy since it was
nothing more than “the barter of empty phrase against solid pudding” (Tod 1972 I:
xvi). Tod’s colonial view of nineteenth-century Rajasthan and the Charan Dimgal
tradition has been translated into Hindi and, unfortunately, has inspired many scholarly
and popular reference books on the subject.*®® It is Tod’s disapproving appraisals of
Charan history which seem to be quoted most often and not his more positive remarks,
like his observation that Charan poets could be critical of Rajput warriors who did not
live up to heroic standards: “[T]hese chroniclers dare utter truths, sometimes most
unpalatable to their masters. When offended, or actuated by a virtuous indignation
against immorality, they are fearless of consequences; and woe to the individual
which provokes them! The vis, or poison of the bard, is more dreaded by the Rajpoot
than the steel of foe. The despotism of the Rajpoot princes does not extend to the
poet's lay, which flows unconfined except by the shackles of the chund bhojoonga,
or 'serpentine stanza'; no slight restraint, it must be confessed, upon the freedom of
the historic muse”(Tod 1972 I: xv-xvi).

Reportedly the reputation of many a Rajput “sunk under the lash of [Charan]
satire” and condemned to “eternal ridicule names that might have otherwise escaped
notoriety” (Tod 1972 I: xvi). Stigmatizing verses or “poetry of slander” (visahar)
were reportedly not always inspired by “virtuous indignation” but at times also
stemmed from greed. Westphal-Hellbusch (1976: 129) notes tales about covetous
Charan poets who would take money to spread malicious rumours about a Rajput’s
opponent to shame him, while other poets are said to have used their way with

407 Termed jajamant or ydcak relations in Marwar, which today include the poetic services rendered to
their Charan patrons by their ydcak communities, the Raval, Motisar, Mir, Udia, Doli and Dhadi poets,
who all expect to be rewarded by their Charan patrons for praising their lineages (Samaur 1999: 32,
Westphal-Hellbusch 1976: 162-163).

48 See for instance Anil Chandra Banerjee who, in his Lectures on Rajput History, comments that "Tod
depended primarily on “heroic poems” which, to Bannerjee’s mind, were no better than “opium-eaters tales”
(Banerjee 1962: 188).
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words to blackmail their patrons into meeting their extravagant demands or else
suffer the damaging consequences of poetic libel.*” While such an “active exercise
of bardic power”, as Snodgrass (2004: 273) defines it, no doubt left much room for
slander and blackmail, its primary purpose was to voice heroic ideals by according
praise or blame, an exercise which served to establish codes of conduct and define
which men would be remembered by future generations as heroes and which men
would end up with the label “coward” (cf. Tessitori 1919a: 46). The most accurate
definition, to my mind, of Charan poetry is proposed by Ziegler (1976a: 221) who
describes it as “inspirational biographical narrative” or the portrayal of episodes from
the lives of Rajput rulers and warrior-heroes, including descriptions of battles between
different Rajput clans and their martial ideals. The recitation of early-medieval bat
(short, orally composed Dimgal poems) by Charan poets is thought to have assisted
Rajput boys in preparing for their warlike future. “Recitations of this kind, particularly
those done in the homes of Rajputs, served an extremely important function in Rajput
society since batam were one of the major media through which young Rajputs were
traditionally educated. It was through this medium that they were brought into the
history of their families, lineages and clans, were schooled in the moral values of their
fathers, and were tutored in their future role in society” (Ziegler 1976a: 222).

Charan lineages

Apart from elite poetic and other court-based identities, the Charan community
encompassed a variety of social groups with different occupational identities from
dissimilar geographical regions, in particular grazier communities who took on
various occupations as climatic, economic or socio-political circumstances changed.
Thus, Charans of the Kacchela lineage in Gujarat and Marwar, now known as
graziers, are believed to have formerly been specialized in pack ox transports and
trade and the breeders of oxen and, perhaps, buffaloes (Westphal-Hellbusch 1976:
101). Sorathia Charan clans are portrayed as medieval and contemporary graziers
but some Sorathia poets recount that their forefathers were also poets at Rajput
courts. The Rohadia (Roharia) Charan represent yet another case of this Charan
lineage. It is said that their ancestor was a Rajput who was forcibly detained
(roharabo) and compelled to become a poet by twelfth century Rathaur because they
had no poet of their own to authenticate their heroic past (Arha 1939: 12, Tambs-
Lyche 2004c: 67). Among the different Charan communities of Marwar, Maru
Charan have been accorded the highest status as the renowned poets and courtiers of

409 Snodgrass’s (2004: 273) observation about past “bardic” practices of Bhat and Charan poets further
illustrates this point: “In the past, bards possessed the power to make or break kingly reputations, to guard
or besmirch kingly honour, and thus literally to forge royal identity. As curators of collective memories,
skilled praise-singers vested kings with noble lineages stretching back to the sun or the moon. If they felt
that their services were not adequately valued or rewarded, they had the power to tell the world that their
lords were mere pretenders and their titles false or illegitimate”.
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the Rathaur Rajput of medieval Marwar, while Kacchela and Sorathia Charan
lineages, traditionally engaged in horse breeding and the trade in cattle and horses
(like Charani Deval in duha I) are now thought to be of “lowly” origins.

Many different listings of Charan lineages (sa@kha) and their branches (khamp)
exist.*® Tt appears that Charan lineages went through a similar process as their
Rajput patrons, because some of their lineages are also named after their historical
places of origin. The five most commonly listed Charan lineages are the Gujar
Charan from Gujarat, the Kacch or Kacchela Charan from Kacch and Sindh, the
Maru Charan from Marwar, the Tumer or Tumbel Charan from Sindh (now settled
in Gujarat), and the Sorathia Charan from Sorath and Kathiawar. According to some
traditions, the first Charan clan assembly was called together for the codification of
their marriage laws in the early-medieval period, between the eighth and tenth
centuries, followed by similar gatherings in the eleventh and twelfth centuries
(Westphal-Hellbusch 1976:107f). If the dates associated with the Charan tradition of
goddess worship are anything to go by, and I hope to show below that they are, the
beginnings of Charan history in western Marwar can be dated to the ninth century when
the Charani goddess Avad is believed to have lived in district Barmer in southwestern
Marwar.

The meanings attributed to the name “Charan” also reflect the various
identities ascribed to Charan communties since the word has been traced, for
instance, to the Rajasthani verb caranau (to graze, to wander) and is thought to
underline the pastoral-nomadic origin of many Charan lineages (Westphal-
Hellbusch 1976: 94). The word “Charan” has, on the other hand, also been taken to
stem from Rajasthani uccaran (the art of recitation, verbal expression) and chahar
(translated as “love, justice”), word-origins which are quoted to highlight the poetic
talents of Charan communities and their love for justice as manifested by their
poetic praise of honourable battles (Samdu 1993: 17, Westphal-Hellbusch 1976:
ibid.). "

Myth-history

Various myth-histories relate Charan ancestry to classical traditions, Sanskritic gods
and mythical and/or historical abodes in the Himalayas and, perhaps, southern India.
The Maru Charan of Marwar, for example, relate their ancestry to semi-divine
beings or spirit-beings like the half-divine Siddhas of Vedic lore and Puranic Sutas
who used to eulogize the gods and allegedly became demi-gods themselves (Arha

410 Charan sakhdas seem to be comparable to Rajput kil and vams, which denote Rajput lineages made up
of smaller brotherhoods (khamp and nak). One listing of Charan sakhdas counts 23 (bisottar) main Charan
lineages, including chief lineages that are thought to have been divided into 600 branches over the
centuries (Samdu 1993: 19-20). Cf. Tambs-Lyche (1997: 190f) study of Charan kinship in Gujarat.

411 Lalas (1962-1988) does not list chahar but he does list the adjective cahar (“excellent”, “best’) and the
noun chaharau, which is translated as “battle”, “strife”.
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1939: 7-8, Westphal-Hellbusch 1976: 96f). Maru and other Charan lineages have
also been traced to Charan Munis of the Mahdabharat, of whom it is said that they
looked after Raja Pandu when he stayed in the “Land of Charans” and who, after
Pandu’s demise, accompanied his queen and son on their way to Dhritarashtra in
Hastinapur. Other comparable tales relate Charan ancestry to the semi-divine Dev-
Charan of Mount Sumeru. One such tale records how the Dev-Charan are thought to
have left Mount Sumeru due to the increase in members of the divine populace,
which caused several groups of divine and semi-divine origin to move elsewhere
(Samdu 1993: 17f, Westphal-Hellbusch 1976: 96-98). After settling on earth, Dev-
Charan lineages became known as Manusha-Charan and made a living as graziers
and the poets of kings. Several present-day tales relate how the Manusha-Charan
poets lived in the Himalayas until one king Prithu (or Prathu) gave them Telang.*'?
King Prithu (during different periods of time) has been identified as an incarnation
of Vishnu, the Vedic king Prithu, an eighth-century Ram Parmar Prithu or the
twelfth-century Prithu (Prithvi) Raj Chauhan. The different stories centre on the
demand of a brazen Brahmin who insisted on marrying Prithu’s daughter and
threatened to curse the king if rejected. Prithu turned to Shiva for help, who then
sent the king a Charan messenger. “With the blessing of Durga”, this Charan
appeared to the presumptuous suitor in the form of the Mother goddess (“from
whom all power to curse comes”) and thus scared the Brahmin into withdrawing his
improper proposal (Arha 1939: 9).41?

The above-quoted myth-histories relate Charan ancestry to classical traditions.
There exist many other equally divergent tales regarding the origins of Charan
lineages and their occupations, especially legends highlighting the pastoral-nomadic
and martial occupational identity of Charan communities who trace their
geographical origins to Baluchistan, Gujarat, Rajasthan and Sindh. These
communities recount how Shiva first created Bhat shepherds to herd the god’s bull
Nandi and protect him against lions. But the devout Bhat failed to protect Nandi
from the lions and Shiva had to generate new bulls over and over again. He therefore
created Charan guards who were as devout as the Bhat but who had a more daring
disposition and proved to be valiant enough to protect Nandi from the lions’ attacks
(Malcolm 1970 II: 108). In the nineteenth century, the tale about Shiva’s bull
reportedly served to cast the Charan poets as the guardians of justice (symbolized by
the bull Nandi) against “savage violence” (symbolized by the lions’ attacks)
underlining the difference between Bhat and Charan communities (Malcolm 1970 II:
132). The rift between the two communities was inspired by professional rivalry.
Both communities served Rajput patrons and both laid claim to the status of elite

412 Or Tailamg des, perhaps a reference to the Telinga region that extended from the south of Orissa up to
Madras (McGregor 1993).

413 Yet other tales trace the origins of the different Charan lineages to different gods: the Nara Charans
regard Shiva as their creator while the Chorada, Brahma and Chumvar Charan communities are believed
to have been created by Krishna (Westphal-Hellbusch 1976: 110) and Charan Banjaras claim descent
from Mola, one of the graziers of Krishna's cows (www.vanjarivishwa.com).
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literary and ritual specialist in the nineteenth-century (and perhaps earlier).** In
Rajasthan, Bhat poets and genealogists have been known to claim descent from
Brahmin poets who (“a long time ago”) composed Sanskrit praise-poetry at royal
courts, an identity with which Bhat poets, who now serve the low-caste Bhambhi
community, closely identify till today (G.N. Sharma 1990 II: 259, Snodgrass 2004:
274f, Tod 1972 1I: 135).

In defining the difference between Bhat and Charan, the latter status and
identity is usually described as more akin to the rank of warriors than to Brahminical
standing.*’® As the tale about Shiva’s bull and the lions illustrates, Charan poets
assigned themselves (and were assigned) martial characteristics given that they
prided themselves on fighting alongside their Rajput patrons. The Bhat, on the other
hand, were not courageous enough to “protect justice from violent assault”, at least
according to their Charan peers. By implication, the Bhat poets were also not
considered courageous enough to lend voice to Rajput warrior ethos, a task that was
constructed as the exclusive domain of Charan poets.

Rajput, Brahmin,Charan

The ascription of a martial background to some Charan communities was not only
based on their assumed relation to Rajput lineages but was also related to the deeds
of Charan warriors who stood up to “the test of the sword” in battle. Charan myth
and history as well as colonial and contemporary sources portray individual Charan
men as skilled combatants and horse-riders, like the poets and warriors Goyamd Rao
(son of Chango Samdu) and his son Udaikaran, both of whom are thought to have
died in battle fighting in the army of the sixteenth-century Rathaur rulers Gamga and
Maldev (Samdu 1993: 21).4® Charan combatants are also mentioned as part of
warrior bands, travelling groups of armed men termed “mercenary bands” and
“para-military groups” in nineteenth-century colonial sources (cf. Imperial Gazetteer
1908: 289). The martial characteristics accorded to some Charan lineages and their
Rajput patrons have led colonial administrators like Russell (1916: 252) to

414 As remarked in chapter 2, it is clear that there existed a social divide and “language-barrier” between
Bhat poets, on the one hand, and Charan poets, on the other. Dimgal and Pimgal, Charan and Bhat poets,
were regularly portrayed as belonging to different socio-religious spheres (see, for example, Bhatnagar
(2004: 46) who describes Charans as “low-caste bards”). Bhat are said to highlight their own ritually
elevated, “Brahminical” status by reminding rival Charans time and again of their lowly origins as the poets
of “degraded Gujarati potters”. It is said that Charan poets used to extract excessive amounts of money from
the potters during weddings and that the potters consequently refrained from arranging matches for their
offspring. A Rajput ruler came to the potters’ rescue by ordaining that Charan poets were only permitted to
sing for and beg from Rajput patrons (Kaviya 1997: 15).

415 Snodgrass’s (2004: 274) observation that Rajasthan’s Charans (“the equivalent of wandering
minstrels”) do not usually claim a connection to ancient Vedic traditions or priesthood is problematic in
the view of the earlier-quoted tales tracing Charan ancestry to Vedic and Puranic lore.

“1¢ Interestingly, some Charani goddesses have also been portrayed as horse riders, like in murals of
Hinglaj’s temple near Jaisalmer.
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pronounce that Charan lineages “derive” from Rajput warriors. Several sources do
indeed relate Charan to Rajput lineages through marriage, adoption or the ascription
of Rajput status after proving their worth in battle (Samdu 1993: 18). The Maru
Charan, for example, are said to have Parmar Rajput forebears, and (used to)
intermarry with Rathaur families while branches like the Kidiya, Kochar, Detha and
Rohadia Charan claim descent from Budh Bhati warriors. The Samdu Charan
lineage is said to derive from the ranks of Gohil Rajput lineages (cf. Malcolm 1970
II: 132, Samdu 1993: 18).

Other Charan lineages are equated with Rajput warriors in a symbolic sense.
Bhati, Maru and Hujar Charan, for example, are believed to be like Rajput warriors,
while predominantly pastoral-nomadic Charan lineages like the Kacchelas, Sorathia,
Parajia and Agarvacha are equated with graziers like the Babria, Kathi, Ahir and
Bharvad (Westphal-Hellbusch 1976: 159). And there also exist stories, like the one
quoted above, about Rajput warriors who were forced to “become Charan”, i.e.
practice the profession of poet, like the Rohadia Charan who commemorate how
their Rajput Bhati ancestor was forcibly detained by twelfth century Rathaur
warriors until he agreed to become their poet (cf. Tambs-Lyche 2004c: 67). One of
the origin legends of the Tumbel Charan further illustrates the mixed Rajput-Charan
identity accorded to some lineages since they trace their lineage back to Avar, a
ninth-century Charani goddess, who married a Charan on the understanding that he
should never speak to her. When Avar was pregnant with their fourth son, her
Charan husband broke his promise upon which the half-grown child that fell out of
Avar’s body and was put in a dish (fumba, a Sadhu’s begging bowl) and set afloat
on the sea. According to most versions of this story, the vessel eventually landed on
the Makran coast near Hinglaj’s temple and was found by a Samma Rajput pilgrim
on his way to Hinglaj. With the blessings of the goddess, the Samma Rajput brought
up the boy as his own. This tale is told to underline that the Tumbel clan, the
offspring of the half-grown son of Avar, is considered only “half” a Charan clan
(Westphal-Hellbusch 1976: 149). The Samma fosterage of Tumbel is also cited as
the reason why Tumbel Charan are said to be good warriors but less renowned
poets.

Other “martial characteristics” that many Charans are said to have had in
common with Rajput warriors, are the eating of meat, the use of opium and alcohol,
and the worship of warlike goddesses. The Rajput warriors’ non-vegetarian diet, often
associated with their alleged lust for blood in battle, continues to be cited as an aspect
which is “fundamental to the Rajput character”. Such martial customs, which are
thought to have been shared by Charan communities, are believed to have led to a
certain coldness between Charan and Rajput communities, on the one hand, and
Brahmin priests, on the other. The latter, wrote Tod, were apparently not held in high
esteem in nineteenth-century Rajasthan since Rajput warriors and rulers only deferred
to Brahmin priests outwardly and “(i)n obedience to prejudice, but unless their fears or
wishes interfere, they are less esteemed than the [Charan] bards” (Tod 1972 I: 25).
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More than opium and alcohol consumption or goddess worship, it was the eating of
meat that appears to have set the Rajput warriors of Rajasthan apart from Brahminical
values as suggested by Tod’s rather dichotomous perception of “martial Rajpoot”
and “meek Hindus”. I cite here Tod’s quixotic and, I feel, rather admiring depiction
of Rajput warriorhood to illustrate the distinction made between Rajput martial
culture and Brahminical values: “The religion of the martial Rajpoot, and the rites of
Har, the god of battle, are little analogous to those of the meek Hindus, the followers
of the pastoral divinity, the worshippers of kine, and feeders on fruits, herbs and
water (...) The Rajpoot delights in blood: his offerings to the god of battle are
sanguinary, blood and wine (...). With Parbutti on his knee, his eyes rolling from the
juice of the p'fool and opium, such is this Bacchanalian divinity of war. Is this
Hinduism, acquired on the burning plains of India? (...) The Rajpoot slays buffaloes,
hunts and eats boar and deer, and shoots ducks and wild fowl (cookru); he worships
his horse, his sword, and the sun, and attends more to the martial song of the bard than
to the litany of the Brahmin” (Tod 1972 I: 57).

Despite their non-vegetarian diet and the martial characteristics assigned to
them, some Charan poets have been portrayed as possessing ‘“Brahminical traits”
too, that is to say, traits which they are thought to hold in common with Bhat,
Brahmin and other religious specialists who claim a high status for themselves. The
chief characteristics to inspire the comparison of Charan roles with Brahminical
roles are: first, the semi-divine or magical power of words and curses; second, the
sacrosanct and invulnerable status accorded to Charan men that prohibited the
shedding of a Charan’s blood (cf. Maheswari 1980: 49, 60, Malcolm 1970 II: 133);
and third, Charan men were also known as religious specialists since they were not
only the fathers, husbands or sons of the Charani goddesses but also their officiating
priests and the foremost devotees and proponents of the belief in Charani goddesses,
which is expressed through compositions of devotional and martial poetry and prose
traditions that centred on the life and miraculous deeds of deified Charan women.

Charan poets, like Brahmin religious specialist, are thought to be blessed with
“the power of the ‘word’, the corpus of sounds by which the moral order of society is
maintained and altered” (Ziegler 1976a: 226). To the words uttered by Charan men and
women, like those of diviners or seer-poets the world over, have been ascribed
magical faculties like the power to predict the future, protect against the evil eye
through magical formulas or to cure diseases through spells or the ability of words to
bring about physical damage through curses. The power assigned to the Charans’
speech seems to mainly derive from their status as priestly poets or deviputras, the
chosen devotees of the goddess who granted the Charans their poetic talent and
Dimgal prosody.*” As noted in chapter 4, Dimgal poetry, and especially its prosodic
structuring, is believed to have had the ability to inspire warriors to heroic war

“I7 Though instances of Rajput men with comparable powers are also known, like the supernatural powers
and poetic genius ascribed to Rathaur Prithi Raja of Bikaner who, noted Tessitori (1919b: iii), was
honoured as a clairvoyant and saint during his lifetime.
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deeds, in particular their self-sacrifice on the battlefield, which stands for a sacrifice
at the altar of primeval goddesses (Mother Earth, Devi).*'® The force of a Charan’s
or Charani’s word is believed to result in the materialization of the angry aspect of
the Goddess, a belief that adds considerably to the effect that curses uttered by
Charan men and women are thought to have since “all power to curse comes from
the Mother goddess”.*" Especially the words uttered by Charan goddesses were
regarded with a mixture of reverence and dread since their powers of speech were
believed to be such that their words could kill.*?°

The second “Brahminical” characteristic of Charan status, their sacrosanct
position, is related to the power of speech and the listed religious roles which
together bestow a “holy aura” on Charan men and women. Like the killing of a
Brahmin, the consequences of shedding a Charan’s blood or killing him was
believed to lead to spiritual detriment of the wrong-doer.*?! Accordingly, the threat
of a Charan to hurt or kill himself if his patron or other individual did not comply
with his demands meant that his patron or other individuals would be held
responsible for forcing the Charan to shed his own blood or kill himself (Maheswari
1980: 49, 60).“*> Rajasthani Charan traditions list many different forms of self-
inflicted wounds and death including tyagi, dhage, teli, samadhi and dharand
(agitation through strikes or fasting) (Samaur 1999c: 72-77).4* Tyagi connotes
ascetic renunciation of worldly life, or a self-chosen death or sacrifice, commonly
through a hunger strike till death follows. Dhdge encompasses threats to mutilate or

418 According to Westphal-Hellbusch (1976: 127, 167), Charan poets were also present during battles to
curse the enemies of their patrons. This custom has not been reported in any of the sources studied by me.
419 Comparable to Padoux’ (1990: 4f, 46) and Samaur’s (1999c: 27) identification of the power of the
word with divine energy in Tantric Shakta-Shaiva traditions.

420 The magical faculties accorded to Charan women have, at times, been described as side-products of
the special powers invested in Charan men (cf. Enthoven 1922: 258). However, as Westphal-Hellbusch
(1976: 167-168) notes, divinity, and the powers that go with it, was most commonly ascribed to living
Charan goddesses and not to Charan men. Though Charan men were assigned sacrosanct status, they
were not (as far as I know) usually portrayed as divine beings or reincarnations of gods, apart from
Charan Depal, the husband of the Charani Sagati Karni, who is believed to have been a part incarnation of
Shiva.

421 Tod noted that the murder of a carrier of goods with a “sacred character” like the Bhat was considered
even worse than the death of a Brahmin. For “the Rajpoot might repose after the murder of a Brahmin,
but that of the prophetic Vates would rise against him here and hereafter” (Tod 1972 II: 555).

422 Such threats are believed to have had an immediate corrective effect on wrong-doers. The sixteenth-
century traveller Sidi Ali Reis noted that similar threats made by Bhat caravan guides were only carried
out occasionally, “[but] if a caravan is attacked and the suicide of the Bats becomes necessary, this is
considered a terrible calamity, and the superstition of the people demands that the offenders be put to
death, and not only the offenders themselves but the Rajput chief deems it necessary to kill their sons and
daughters also; in fact, to exterminate the whole of their race” (published on www.fordham.edu). To my
knowledge, only one Marwari example has been recorded of a king who would not bow to the “insolent
threats” of Bhat carriers who refused to pay duties. His refusal reportedly led to the self-inflicted death of
80 Bhat men and “[t]he blood of the victims was on the Rana’s head” (Tod 1972 II: 555).

423 Today, dharana (reportedly a Brahminical custom) is commonly rendered as “civil-disobedience”,
“strike” or “picketing” to enforce one’s demands, obtain a favour or the payment of a debt or a fast to
attain favours from gods. In Rajasthan, dharana seems to also connote a fast, sometimes till death.
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kill oneself with a knife or dagger, perhaps connoting dhdge dhage karanau, “‘to tear
to shreds”. Teli and samadhi are the forms of self-sacrifice that are most commonly
associated with Charan goddesses (Samaur 1999c: 27, 31). Telr stands for self-
immolation by pouring oil over one’s body and lighting it, while samadhi commonly
defines any act of self-sacrifice. However, in Marwar, samadhi seems to most often
refer to self-immolation by entombment, cremation or drowning (Samaur 1999c: 72-
77).#* 1 know only one story that commemorates a Charani’s death as the result of
above-mentioned practices, the samadhi of a Charani Sagati of village Bobasar
(Shekawati), whose name I can no longer recollect. It was described to me as a
“burning” to death by water, that is, the Sagati was reduced to ashes by water as if
burned by fire (personal communication Bhanvar Singh Samaur, Bobasar 2000).
Finally, dharana, a strike or fast initiated by Charan poets and Charani goddesses,
constituted a less deadly method to express one’s unhappiness with circumstances,
as long as it was not maintained till death.

The inviolable status of Charan men assured them a role as caravan guides
and safeguards of travellers whom they protected by threatening robbers with fydage-
dhage (tyag-dhag) and its power to bring “ruin and destruction” upon anyone who
dared stand in their way (Malcolm 1970 II: 135). Their sanctified status also meant
that Charan traders paid lighter levies on trade and agricultural produce while, in
other instances, they are said to have taken advantage of the fear their sacrosanct
status induced to evade the payment of trade duties (Tod 1972 I: 555). Charan
homes were also deemed inviolable and frequently offered asylum to Rajput parties
on the run or, after a Rajput’s death in battle, to their wives and children (Malcolm
1970 II: 133f). The “holy aura” ascribed to Charan poets inspired Rajput rulers to
bestow land and revenue rights upon them, hoping to thus protect lands and revenue
against raiders. A Charan’s pledge of honour was held in such esteem that it was
given as a bond in lieu of loans taken by their Rajput patrons (N.S. Bhati 1974: 107-
115, 322, Westphal-Hellbusch 976: 157).

The third Brahmin-like role accorded to Charan men is that of religious
specialists. The special relation Charan poets are thought to have with the Goddess,
usually referred to as Shakti or Durga, not only arises from their poetic talents; it is
also based on the fact they have been the main devotees, poets, officiating priests
and promoters of Charani goddesses in Rajasthan. As will become clear in the
second part of this chapter, the religious and socio-political significance attributed to
deified Charani women is documented by the close connection between Charani
goddesses and the Rajput rulers of Rajasthan, including the Rathaur lineages of Bikaner
and Marwar. In describing aspects of the medieval history of Charani goddess
worship below, I first aim to answer the questions regarding the intermediate status
of Charan men somewhere in between the position of Rajput warriors and Brahmin
priests and, second, to clarify Deval’s role in Pabuji’s story (in particular in the

424 The Charani Sagati’s tradition of self-sacrifice apparently links them to the tradition of sat, which is
said to inspire widows to cremate themselves alongside their dead husbands (see Tambs-Lyche 1997: 61).
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chamds, duha 1 and the parvaro) and the way in which the Rathaur hero’s tradition
may be related to medieval Charani Sagati cults.

Charani Sagatis

In the subsequent pages, I will investigate how (and when) the Charani cow herder
and horse trader Deval became Sagati Devalde, and whether her deification could be
compared with Pabuji’s elevation to divine status. Since data about Deval herself are
singularly lacking, I will discuss the traditions about other Charani Sagati to answer
some of the aforementioned questions, and document the historical and mythical
connections between the traditions about Charani Sagatis, on the one hand, and
imagery concerning Puranic goddesses as found in the chamds and the parvaro, on
the other. After a brief reiteration of the Shaktik similes that are part of Pabuji’s
tradition, and the role accorded to Deval and other Charanis in duha 1, the parvaro
and chamd 1, the narrative content and historical context of Charani Sagati miracle
stories and praise-songs will be discussed. These traditions consist of numerous
collections of poetry, including medieval and contemporary versions of oral and
written compositions dedicated to different forms of the goddess, their miracles, life
stories and many names.*?

Charani Deval, like all other minor and major Charan goddesses, can be
linked to Hinglaj, the Mahashakti and “spiritual foremother” of a long line of
medieval and contemporary Charani Sagatis, deified women who became recognized
as living goddesses during their lives.**® The most important spiritual foremothers of
Deval are considered to be the goddesses Avar and Karni, parn avataris (full
reincarnations) of the “original” goddess Hinglaj. Charani Sagatis of later medieval
times and present-day living goddesses are classified as nimitt avatari or part (as
opposed to full) incarnations of Hinglaj. In addition, symbolic listings, numbering
“900.000 ordinary incarnations” define all Charan women as potential full or part

425 The most important Rajasthani source for this part of my study is Rajasthani Saktt kavy, a compilation
of poems dedicated to different goddesses by Samaur (1999c). Also helpful were publications of
contemporary Charan devotees of goddesses like (passim) Chandra Dan Charan and Muldan Depavat
(1987, Mam Karant Satsatt jayanti), Chandradan Charan (1986, “Karani Mataji”’), Bhanvar Pritviraj
Ratnu (1996, Suva Uday Samsar), Hanuman Prasad Sharma (no date, S karant avatar), Nandakishor
Sharma (1999, Jaisalamer ki lokadeviyam), Omaprakash Tamvar (no date, Sri karani mata ka camatkar)
and Kailashdan Ujval (1985, Bhagawati sri karanijt mahardy).

42 In this study, the name “Shakti” is employed to refer to individual goddesses (Hanglaj, Devi,
Chaumunda) as personifications of sakti, the female creative principle in Shaktik traditions or the divine
energy as embodied by a deity’s wife in Shaiva and Vaishnava traditions. “Sagati” is the name I use for
regional incarnations of Shakti personified by Charan women. Both forms of the goddess can be related to
the Puranic Devi, Shakti or Durga as portrayed in the Devimahatmya section of the Markandey Piran,
which was probably known among the Charan poets of medieval Rajasthan from (at least) the fourteenth
century onwards when the Charan poet Shridar Vyas composed the religious and heroic poem Saptasatt
based on the Durga Saptasati (cf. Maheshwari 1980: 41-42). Tambs-Lyche (2004: 30 n.7) dates the
arrival of ideas from the Devimahatmya in Rajasthan to approximately the sixth-seventh century.



232 Chapter Eight

incarnations of Shakti. Even those Charanis not recognized as a form of Shakti are
nevertheless thought to embody latent divine qualities, but only extraordinary or full
avataris are worshipped as goddesses in temples dedicated to them. Till date, the
veneration of a contemporary Charan woman as a Sagati depends on the amount of
people who recognize her as a full or part avatari, a status determined by the trust
people place in a contemporary Sagati’s effectiveness or the scope of her miraculous
powers.*”’

The legendary history of the Charani Sagatis’ struggle against rapacious
Rajput rulers is commonly held to connote Puranic tales about Shakti or Durga as
the destroyer of the buffalo-demon Mahishasur. It is to this form of the Purnaic
goddess, known as Mahishasuramardini, that Hinglaj and her Charani Sagatis are
most commonly related (cf. Tambs-Lyche 2004b: 18f, 2004c: 64). As noted in
earlier chapters, the poets of the Pabuji tradition also used this kind of imagery
expressive of Puranic tales about Devi and her battle with the buffalo-demon. In the
paravaro, for example, the poet mostly addresses the goddess with “Devi”, but in
verse-line 36 he refers to her as Visahathi, the “twenty-armed Goddess”, a title that
is used to refer to the Puranic goddess Durga and her different aspects (also thought
of as Mahamaya or Yogmaya in different traditions). The poet of the paravaro
employs several names for the goddess and accords to her a prominent role. In
addition, the predominantly devotional paravaro, which was composed to praise
both Pabuji and the Goddess, establishes a connection between their cults (see
chapter 5).

In chamd 1, imagery connoting Puranic tales about Shakti or Durga as the
destroyer of the buffalo-demon Mahishasur is contained through the rendition of
warfare and battle-death in terms of sacrificial heroism, a warrior’s oblation of life
to Shakti. In verse-line 18, the goddess Vimala is mentioned, a goddess who is
identified by contemporary poets as a “local” form of the goddess Camunda, one of
the many names attributed to Durga (cf. Goetz 1950: 30).**® In verse-lines 28-29 and
34, the poet refers to the goddess as Shakti (sakatiya), accompanied by “thousands”
khecar's or battle loving yoginis, an image that also seems to call to mind Durga if
the poet did indeed, as I think he did, meant to evoke the struggle between Durga
(Mahishasurmardini) and the buffalo-demon. The bloodthirsty portrayal of Shakti in
chamd 1 is reminiscent of like portrayals of Durga and blood sacrifice as the
“celestial wine” drunk by her (cf. O’Flaherty 1975: 249). Lastly, I feel that the poet,
when he described how Shakti’s army of khecaris devoured demons (bhiicara),
perhaps meant his audience to hear in these verse-lines another echo of the battle

427 If a Sagati is thought to have performed supernatural deeds, an oral and/or written tradition may

develop to spread her fame, and this may eventually lead to the establishment of a Sagati’s own temple
and the growth of a cult around one particular living goddess, like around today’s Indra Kumari Bai and
Sonal Bai in Rajasthan. For a list of Charani Sagatis worshipped in Rajasthan, see Samaur (1999: 503-
539).

42 In chamd 11, in a comparable verse-line (v. 35), the goddess is named “vrimala”: “vadhiya bhujha(m)
vauma lagai vrimala, krama detai ttkama jhema kala”.
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between Durga and the buffalo-demon, even though it is not wholly clear whether
the mentioned “demons” are otherworldly creatures or enemy warriors who were
rendered demons by the poet. Either way, it is not unthinkable that the poet used the
image of yoginis devouring demons to evoke the goddess’s battle with Mahishasur.

The portrayal of Shakti’s army of yoginis (jogani) and “incarnations” (rupani)
in verse-line 43 of chamd I can also be interpreted in two ways: first, as an army of
unnamed Shakti incarnations; and second, as a reference to Charani avataris.*** In an
unclear verse-line (40) of chamd 1, one does find an instance suggestive of the
inclusion of Charani Sagatis in the battle proceedings, if lagari and bahart are
goddess-names comparable to Lamgi and Bamvari, the epithets accorded to Charani
Sagati Avar and one of her seven sisters, as contemporary Charan poets have
suggested (cf. Westphal-Hellbusch 1976: 172).#° The appearance of Charani Sagatis
in war scenes would accord well, as shall be detailed below, with legends about the
active part deified Charan women took in wars in Sindh and Rajasthan by instigating
and leading Rajput armies in battle. The goddess of chamd 1I also appears to be
Shakti, considering that Vimala (who, as noted just now, represents Caumunda and
Durga) is mentioned again in verse-line 18 (like in chamd I). In addition, the vulture
imagery of chamd 11 further documents the worship of the Goddess, either in her
primeval form as mother earth or her warlike aspect represented by Shakti or Durga
(cf. chapter 5).

Deval

The poets of the Pabuji tradition also referred to the worship of regional forms of
Shakti, in particular in duha 1, where Deval (referred to as Devalde) is identified as a
Charani Sagati or a living goddess of Charan origin. Unlike the poets of the chamds,
who only mentioned “a woman” when (in all likelihood) referring to Deval, Ladhraj
did clearly identify Deval as a goddess. He is also the only poet who described
Deval’s role in Pabuji’s story in some detail and recounts how Deval came to grant
Pabuji the mare Kalvi (Kalmi Kesar), and subsequently called in his help to retrieve
her stolen cattle, after which Pabuji set out to battle the cattle thief Jimda and
eventually died at his enemy’s hands.

In the first half of duha 1, Ladhraj calls Deval by her name and identifies her
as a caranit (v. 146) and cowherd (gohari) (v. 205). After Pabuji battled Jimda and
returned the stolen cows to Deval, Ladhraj (for the first time in this poem) identifies
her as an @iha (woman or goddess) in verse-line 228 and, in verse-lines 289 and 376,
as sakati, perhaps referring to a classical form of Shakti or to a Charani Sagati.
Ladhraj’s use of the name sakati could, of course, also refer to the primeval goddess

42 Chamd 1 (v. 43): “tali mila narada vira taha, daba ru(m)pani jogani daka daha”.
430 Chamd 1 (v. 40): “lagari bahari gahari lahari, tira vamsuri vam tahim jaya tiri”. If vamtahim can be
read as vamnahim, this verse-line could also be interpreted as: “Swiftly the terrifying goddess(es)
appeared (and) feeling thirsty, they “went” (and) “arrived” at the “blood vessels™”.
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Shakti herself. But, in view of the fact that Deval is today worshipped as one of the
minor Charani Sagatis of Rajasthan and not as one of the important pirn avataris
(full incarnations of Shakti) points to the fact that Ladhraj, in referring to Deval as a
sakati, meant to identify her as Charani Sagati and not as Shakti herself. From the
assertion that Deval is a goddess in duha 1, it can be inferred that the medieval
process of deification was not limited to Pabuji but included Deval too, and that she
has been worshipped from at least the eighteenth century onwards, and probably
even earlier, keeping in mind that duha 1 is thought to have been composed in the
beginning of the seventeenth century.*!

Ladhraj’s composition also gives a clue regarding Deval’s human identity as
he referred to her once a garhavi (gadhavi), a name used for Kaccheli or Kacch
Charan communities (duha I, v. 205).**? This identification links Deval with the
pastoral-nomadic Kaccheli or Kacch Charan communities from Kacch (Kutch) and
Saurashtra who were famous horse breeders and (like Deval) traded in horses (Ujval
1985: 28, Westpahl-Hellbusch 1976: 164). Today, Deval is held to be a nimitt
avatari, a form of Shakti (Sagati Bhavani) who was born to the Mishran (Misan)
Charan lineage in village Bhoganiya near Jaisalmer (Samaur 1999c: 517). The
Mishran Charan are known to have migrated from Sindh where some of their
lineages are said to have converted to Islam. Though I expected Deval’s devotees to
have developed their own traditions about her, efforts to trace them proved
unsuccessful. Unlike major Sagatis, it appears that Deval does not have many
Charan devotees or different temples to her name, apart from a small temple under a
Kher tree in her birth-place Bhoganiya where she is worshipped together with her
sister Lacha Devi. She is apparently also worshipped in a Jaisalmeri Devi temple,
together with Lacha Devi and the Sagati Birvari of the Charan Naraha (Nar) lineage
from Saurashtra (Samaur 1999c: 516-17). It seems that Deval is mainly remembered
for the role accorded to her in Pabuji’s story, in particular for giving him the horse
Kalvi who is thought of as an “otherworldly horse” (alaukik ghori) and yet another
avatar of Shakti in contemporary traditions. Deval probably is, and may have
always been, a minor Sagati, worshipped by Mishran Charan and Bhil Bhopas but
never given an important place of her own, at least not in the medieval and
contemporary Sagati traditions studied by me. In the Pabuji temple at Kolu, the
Shakti Devi and Deval are both represented by one hero stone carrying a carving of
a trident, the symbol of the Goddess.

431 The medieval process of deification may have extended to Pabuji’s mare Kalvi if my indefinite reading
of verse-line 121 (duha 1) holds true. In this instance, Buro explains to Jimda why he cannot have the
mare, saying that Pabuji never stops thinking about his mare since “(she) was (his) mother” (duha 1 (v.
121): “madi mana mam thiha, pabii naha bhiilai palaka”). Perhaps Kalvi has also been seen as an
incarnation of Shakti (in this instance personified by Pabuji’s nymph-mother) like in the extant par and
mata epic of Bhil Bhopas, who portray both the mare and Pabuji’s nymph mother as Shakti incarnate
(Samaur 1999c: 516-17).

432 Tambes-Lyche (1997: 27 n.14) describes Gadhavi as synonymous with Charans from Gujarat.
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Though Charani Deval’s name is not mentioned in either chamd under review, even
so the poet does seem to refer to her in chamd I, where Deval’s involvement could
be read from verse-line 15 in which, I think, Deval has been evoked by the poet in
speaking of a nameless woman who spurred Pabuji on to attack the (cattle) thief
Jimda. Indeed, the evocation of the cause of Pabuji and Jimda battle (the horse Kalvi
and Jimda’s cow theft) in most of the selected poems can be read as a sign of
Deval’s involvement, even if her name has not been mentioned. It was, after all, the
cow herd and horse trader Deval who gained Pabuji’s protection by giving him the
black mare Kalvi, and the ownership of the horse became one of the main reasons
for the trouble between the Dhamdhal and Khici families. Though this part of the
story is not directly hinted at in chamd II, not even by referring to a nameless
woman, it does even so appear that the poet alluded to Deval’s role in the
proceedings when he ascribed the cause of the battle to theft, probably cow-theft, by
referring to Jimda as a robber, “dharita” (v. 29, 67) and, in the kalasa, by stating that
Pabuji “added to the fame of his sword” by coming to the rescue of cows (v. 96-97).

In the parvaro (like in the chamds) Deval has not been mentioned by name
either, though it is possible that it is she who was meant in verse-line 2, where the
poet introduces a goddess from Kacch; a woman or goddess from Kacch (ar kachu)
or Kaccheli, probably a Charani Sagati from Kacch and, most likely, a reference to
Deval. Despite the fact that it is not altogether clear to me whether the parvaro’s
poet really meant to evoke Deval, I do feel that his reference to a Kaccheli offers an
indication of the connection between medieval Pabuji, Shakti and Charani Sagati
worship. I imagine that a Kacheli Sagati, most probably Deval, was worshipped
alongside Pabuji and Devi in the Rathaur hero’s medieval temples at Kolu and Sojat.
This notion was also inspired by the fact that Deval is now revered by Bhil Bhopas
of the mata epic in Kolu, where the Bhopas perform the devala vala paravarau as
part of their mata epic performance.*?

Other equally slender but, I think, not improbable evidence for the medieval
relation between Pabuji’s worship and the worship of Deval in Pabuji’s Kolu temple
may be read from references to the medieval practice of tree protection in the
parvaro. As shall be described in more detail below, the protection of trees is one of
many narrative concerns of poetry dedicated to Sagatis, in particular Charani Sagati
Karni. In the parvaro, the importance of the protection of trees may be read from
Ratna’s woeful tale (v. 28-43) about Pabuji’s punishment of the Bhati Rajput Jaiti
after the latter accidentally cut the Acacia tree (Khejara) planted near Pabuji’s
temple. If the quoted interpretations hold true, it seems clear that not only Ladhraj
but also the poets of the chamds and parvaro described different forms of the

433 The devala vala paravarau (not transcribed for this study) contains elaborate descriptions of Charani
Devalde’s visit to Pabuji’s court. This paravarau has little narrative content, but is full of embellishments
and repetition, dwelling at length on the details of Devalde’s dress, the drove of horses and cows she has
in tow, and the sweets Pabuji offers to “his honoured guest”.
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goddess, including Puranic forms (Devi, Durga and Shakti) alongside her “regional
forms”, i.e. the Charani Sagatis of Rajasthan.

Hinglaj

Apart from the poetic data contained by the chamds, duha 1 and parvaro, 1 have not
come across any other poems or stories pertaining to Deval’s deification, and I have
had quite some trouble in finding possible answers to the questions posed earlier:
how, and when, did the Charani cow herder and horse trader Deval become Shakti
Devalde? Can her deification be compared with Pabuji’s elevation to divine status?
As I hope to show, a generalized appraisal of the way in which female cattle keepers
and horse traders of Charan lineages came to be worshipped in early-medieval times
does help in assessing Deval’s role in the Pabuji tradition. For this reason, I include
here a discussion of the historical and mythical data that are part of traditions about
Deval’s spiritual foremothers and sisters, the myth-histories and temple-histories
associated with the primary Sagati Hinglaj and two of her prominent avataris, the
Charani Sagatis Avar and Karni.** As will become apparent below, a study of
Charani Sagati traditions assists in recognizing yet another aspect of medieval
kingdom formation and Rajput-Charan relations in Marwar, that is, the religious and
political role conferred on Charan women and goddesses as “sisters” of Rajput men
and as the divine guardians of Rajput realms (cf. Tambs-Lyche 1997: passim, 2004:
passim). The following examination of the mythical accounts of the travels of
Charani Sagatis and their people in Baluchistan, Sindh, Kacch and Rajasthan is also
intended to offer insights into the relation between the transmission of narrative
poetry and stories by different communities, on the one hand, and pastoral-nomadic
life and politics, war, trade and religion in the western and south-western desert
regions, on the other.

Charani Deval can be linked to Hinglaj, who is believed to have been an
eighth-century Charani, daughter of Charan Haridas of the Gaviya (or Gauravia)
lineage of Nagar Tatha in present-day Pakistan (Samaur 1999c: 503). For the
Tumbel Charan clans of Sindh and Gujarat, she is a historical Charani who appeared
amongst their midst as Kohani-Rani in the Hala (Kohana) Mountains of Sindh when
the Tumbel were leaving the mountains for the plains (Westphal-Hellbusch 1976:
173). Kohani-Rani is remembered as literate Charani, chaste and an accomplished
Yogini. She inspired the Tumbel to spread the cult of the goddess and brought them
to Las-Bela for this purpose. According to the tradition, Hinglaj settled in a cave in

434 Much of what follows is based upon conversations with the Charan scholars and/or poets Banvar
Singh Samaur (Churu), Chandra Prakash Deval (Ajmer), Subh Karan Deval and Sohandan Charan
(Jodhpur), and Udaydan Charan (Siwana); upon conversations with the priests of Sagati temples in or
near Jodhpur, Jaisalmer, Bikaner, Barmer and Churu; upon conversations with devotees present at the
1999 Navratri celebrations at the Karni temple in Deshnok; and upon discussions between the living
goddess Deval Baisa Maharaj and Charan poets and politicians who had gathered at the temple.
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the Hingula**® mountain range, west of the confluence of the river Hingol and the

Arabian Sea. Here, she is now worshipped in the Saran Hinglaj cave temple by
Charan and many other communities, including many different classes of graziers,
cattle rearers and traders from Gujarat, Rajasthan, Sindh and Baluchistan since, at
least, the ninth century. From legendary and historical data, it can be concluded that
the beginnings of Charani Sagati worship in Rajasthan can be dated to at least the
ninth century, when Hinglaj’s incarnation Avar is thought to have been born in a
village near Jaisalmer. This date accords well with the idea that Shakti worship in
Marwar and the advent of Shakta-tantric traditions in Rajasthan can be dated to the
early medieval period, from circa the eighth century onwards (S.R. Sharma 1996:
98).43¢ The “appropriation” or “amalgamation” of regional and local goddesses into
the Brahminical Shakti tradition in Rajasthan is a process that has been dated to the
period between the fourteenth and fifteenth century (Hooja 2004: 371).

Hinglaj is known by many names to her eighteenth, nineteenth and early-
twentieth century devotees, including Charan, Rajput, Marwar’s Bania, Kanpathi
and Naga Nath Yogi, Gosain, Sufi and Brohi-Charan followers.**” She appears in
different sources as Hinglaj Ma, Hingula, Hingulaja, Kottari, Carcika, Lal Devi (the
“Red (Fire) Goddess”) and the Puranic Devi Hanglaj. Her Sufi devotees think of her
as Lal Chole Wale Mai (“Mother (with) the red shawl”) and Nani or Nanea
(“grandmother”) (Samaur 1999a: passim). As Tambs-Lyche (2004b: 30 n.7, 2004c:
64) has remarked, Hinglaj may have been part of more ancient goddess cults
(perhaps traceable to the fifth century) which may have become part of later Charani
Sagati cults. Nowadays she is most commonly described as the first “full”
incarnation of Durga embodied by a Charan woman. “Both the Puranic Devi
Hanglaj and the Charani Hinglaj are now considered one” (Samaur 1999: 505).

The main idol of Hinglaj stands inside the Saran Hinglaj cave-temple.
Pilgrims have reported how an undying flame burns in front of Hinglaj’s image and
have described the cave-temple itself as a womb or garvagupha (Samaur 1999a:
59). The main ritual at Saran Hinglaj signifies re-birth, both in a rather literal as well
as symbolical way. The pilgrims, after undressing, enter and leave the cave-temple
through its narrow openings, and are thought to be reborn upon completing this
ritual. After paying their respects to Hinglaj, they crawl out of the cave again on
hands and knees and thus hope to gain spiritual deliverance. Upon emerging from
Hinglaj’s cave, the pilgrims become “twice-born”, sinless as newborn children, and
receive new clothes and consecrated food from the Chamgali Mai, who is thought to
be a “virgin priestess” from a Baluchi Brohi Charan lineage and a full incarnation of

435 On modern maps, Hingula is situated near the Talar-i-band (Makran Coast Range).

436 Archaeological evidence apparently suggests that earlier goddess cults in parts of northern and north-
eastern Rajasthan should be dated to the period between the third and second century CE, when different
groups of people are thought to have migrated to Rajasthan from the northwest (S.R. Sharma 1966: 49,
Thapar 1999: 60-114).

437 Brohi-Charans, like some Mishran and Tumbel Charan lineages of Sindh, are Charans who converted
to Islam.
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Hinglaj.**® In this way all travellers become religious brothers and assume the title
Kapadiya.

==
The Saran Hinglaj temple (Courtesy: Khalid Omar, Karachi).

The oldest temple dedicated to Hinglaj, east of the Indus, appears to be the Ludrova
temple near Jaisalmer. All the way through the Thar Desert and in Shekawati,
Hinglaj is also worshipped in caves, small temples near watering places, on
platforms under trees or next to wells, and in the temples of Rajput forts. In
Jaisalmer, for example, she is now worshipped in a small fort temple and is also
believed to reside in the “Sal Tree temple” in the middle of the Garisar lake of
Jaisalmer. Here, herdsmen till date come to water their cattle if enough water stands
in the shallow desert-lake. Near Bikaner, Hinglaj’s Kolajagat temple is found. In
Bhanpur (on the road from Rajasthan to Kacch) Hinglaj has been enshrined as
Mahishasuramardini in the Hinglaj Garh temple situated at the site where Hinglaj is
believed to have meditated (Samaur 1999a: 60). And near village Siwana (district
Barmer), the Than Mata Hinglaj temple has been established in a cave of the
Chappan hills. A small stream of water trickles down from the rocks in which the
temple was hewn and is collected in a cave, forming a source of drinkable water in
the middle of the rocky desert. The temple’s present-day Gosain Pujaris and her
devotees from various caste groups of the surrounding villages credit Hinglaj with
this marvel, i.e. making water flow from rocks.

438 The Chamgali Mai is also referred to as Kottari, the naked goddess (Samaur 1999b: 56).
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Mahishasuramardini

In our days, Sagatis are commonly presented as manifestations of Durga, Kali and/or
“Shaktis of Rigvedic times”, the “natural” or “original” Shaktis who, notes Samaur
(1999: 20), manifested themselves as Charani Sagatis in medieval times. Hinglaj is,
as a rule, associated with Durga, but also with Kali, Manasa Devi and Asapuri. From
at least the nineteenth-century onwards, pilgrims on the way up to Saran Hinglaj
halted to sacrifice goats or coconuts at temples dedicated to different Devis.
Travelogues of pilgrimages to Saran Hinglaj also document how the Hinglaj cult is
associated with many other mythologies, like combined Shakti and Shiva worship
and the worship of Ganesh and Bhairu (Bhairav), the temples of whom were situated
on the pilgrim trail up the Hingula Mountain (Samaur 1999a: 56-60). And stories
about the heroic deeds of medieval and contemporary Charani Sagatis are often
taken to be “echoes” of the struggle of Durga with the buffalo-demon Mahishasur as
told in the Puranas. Colonial and contemporary sources also associate Saran Hinglaj
with Durga’s victory over the buffalo-demon (Eastwick 1973: 217, Samaur 1999a:
5). Thus it is said that Durga tore out the demon’s tongue and flung it upon a rock in
front of the cave temple at Saran Hinglaj where it remains till today. Hinglaj’s
Pujaris indicate a white streak of stone in the rocks near the temple’s pool as the
mark left by the demon’s tongue.

The textual source most often quoted to link Charani Hinglaj to the Puranic Devi
Hanglaj is the Devimahatmya section of the Markandey Piiran in which she is said to
appear first. I have not yet been able to trace these versions of tales about the
“mountain-goddess” Hanglaj. The story apparently centres on the goddess Carcika
who was born from the sweat that appeared on Shiva’s brow after defeating the
demon Andhaka, as told in the Siv Piiran (O’Flaherty 1975: 169). The newborn
goddess licks the blood of the demon and Shiva tells her: “You will always be
worshipped with oblations and flowers. You will be smeared with blood therefore
your auspicious name will be Carcika.” Thereupon the goddess roamed the earth,
wearing a lion skin. She is believed to have eventually settled “in the best of places”,
the Hingula mountain range. The twelfth-century Tantra Chunamani is also listed as
part of the Hinglaj tradition, for it recounts how Shakti’s skull fell at Saran Hinglaj,
as the result of which this place became a site of pilgrimage. Depending on which
version one reads, it is also believed that the goddess’s navel or the top of her head
fell at Saran Hinglaj (O’Flaherty 1975: 250f, Payne 1997: 8, Samaur 1999c: 506).

Samaur (1999a: 56-60, 1999c: 503f) and Westphal-Hellbusch (1976: 173)
trace the Hinglaj tradition to several sources. First, as her name Kottari (“The
naked”) suggests, she is thought to be a form of a South-Indian mother goddess of
the same name. Among Muslim devotees, she is popular as Lal Cholewali Mai and
Nani or Bibi Hanglaj (Samaur 1999a: 56f). In addition, Pannebakker (1983)
suggests a relation between Hinglaj, referred to as Nani or Nanea by Sufis, and a
“primeval Babylonian goddess” who came to be represented as Hinglaj under the
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name Lal Chole Wale Mai in eighteenth-century Sufi poetry. Perhaps Pannebakker
here refers to Anahit-Nanaia, Hinglaj’s “Iranian form” (Goetz 1950: 30). Westphal-

Mahishasuramardini (Rajasthan, ninth century).
Courtesy of the Michael C. Carlos Museum of Emory University.
Photo by Bruce M. White (2004 Emory Museum,).

Hellbusch (1976: 173) notes that Hinglaj has been worshipped in a Buddhist form in
Afghanistan and Punjab as well, while the Minas and Bhil of Rajasthan worshipped
her as a fearsome demon. Samaur (1999a: 56) adds “Sumerian” devotees to the list
of communities that used to worship Hinglaj. Last of all, Payne (1997: 7) held that
Hinglaj represented a form of Parvati. The study of the different mythical, legendary
and literary histories of the Saran Hinglaj cult, relating them to many traditions, calls
for more expertise than I can lay claim to. What I can do is make apparent how
stories related to medieval Charani Sagati cults have been transmitted by different
communities from the early medieval period onwards, and how the worship of
Charani Sagatis has been connected to Hinglaj.
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Avar
Many variant stories commemorate the tale of heroic deeds performed by Charani
Sagatis who are believed to have lived after Hinglaj and who are considered her full
or part incarnations. First in line is Avar (Awar, Avad), a full incarnation of Hinglaj
who is said to have hailed from the Madhu or Sawauni Charan lineage of western
Rajasthan. Tradition records that she was born in the year 831 in village Chalakanu
(Barmer). As Westphal-Hellbusch (1976: 169f) has shown, Gujarati Charan
devotees recount many tales about Avar, many of which I have not been able to
trace in Rajasthan. These Gujarati versions of Avar’s myth-history are nevertheless
briefly summarized below, together with Rajasthani versions, to paint a fuller
picture of Avar’s tradition. In Gujarat, Avar is generally portrayed as a daughter of
the Mada Charan sub-clan who lived near Valabhi (Saurashtra). In some versions of
her story, Avar is portrayed as an Apsara, a daughter of the Nagas, snake-
worshippers who are thought to have been the original inhabitants of Rajasthan,
Gujarat and Saurashtra. She has also been identified as Parvati in her role of divine
foremother of several Charan clans. In southern Kacch, for example, the Charan
Nara clan claims to derive from the offspring of Rishi Shankar (Shiva) and Mother
Avar (Parvati) (Westphal-Hellbusch 1976: 98). Some such myths of origin are also
told by the Rebari and cattle keeping Kacchela Charan, whose foremothers were
created by Parvati who moulded two Charan men from Shiva’s sweat and had them
marry two nymphs, Gaveri and Averi, whose offspring became Rebari and Charan.
Avar’s name is also part of the origin tales told by the Tumbel Charan, highlighting
the connection between Hinglaj, Charan communities of Kacch and the Makran
coast and Samma rulers (Westphal-Hellbusch 1976: 148).4¥

Like Hinglaj, Avar is known by many different names, including Chalakanetji
(Chalakarai), Sawauni, Themrarai, Kali Dumgar ki Rai, Tanotrai, Ai-nath, Katiyani,
Vijaisen, Naganechi and Bhadriyarai. As the following summary aims to show, the
meanings attributed to Avar’s different names give an idea of the manner in which
her cult spread in the western desert (and beyond) by becoming part of the heritage
of different clans, communities and geographical traditions. Thus, Avar is
worshipped as Chalakanetji in her village of origin, Chalakanu. She is called
Sawauni in reference to one of the Charan lineage names associated with her. She is
believed to have earned the epithet Themrarai (Ruler of Themra) by defeating ‘“Hun
invaders”, killing “fifty-two Hun demons”, including Themra and Gantiya. At the
present-day Themrarai temple, stone and wooden plaques carved with the image of
seven sisters and Bhairav (their brother or uncle) are offered. The stones are piled up
on platforms in front of Avar’s cave temple (Westphal-Hellbusch 1976: 171). 449

43 These legends trace the creation of the Tumbel Charan lineage back to Shiva but also to a legend about
Avar’s fourth son who was adopted by a Samma Rajput pilgrim (as detailed in the beginning of this
chapter under the heading “Rajput, Brahmin and Charan”).

40 1t is not clear to me which seven sisters or goddesses are meant since their names vary according to
different listings and tales. Karni’s myth-history (see below) indicates that some Sagatis are believed to
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Avar’s migration to Jaisalmer may be chronicled as follows: during a period of
drought, Avar’s family moved to Sindh. There, Avar and her six sisters grew up to
be so beautiful that Sumra Hamir of Sindh wanted to marry all seven of them and
threatened to use force if his marriage proposal was not accepted. As a result, and on
instigation of the Goddess, who “spoke through Avar’s mouth”, the family left
Sindh to settle in the Temra hills near Jaisalmer. On the way to Jaisalmer, the family
met the buffalo-demon Bakha. Avar killed the buffalo and, upon drinking his blood,
started to long for Hamir’s blood too. She sent a Bhil grazier to Hamir to tell him
what had happened and to presage his death.*! After settling her family in Temra,
Avar returned to Sindh and organized a huge dharana (fast) to compel Hamir to
return the Charan lands he annexed. When Hamir refused to give in, the Charani
recruited Bhati warriors of Jaisalmer and the Samma of Sammasatta and Punjab.
With a huge army of Charan and Rajput warriors led by “hundred thousand”
Charani goddesses, Avar defeated Hamir. The Bhati got to rule over Thar Parkar,
while the Sammas acquired the rest of Sindh and named Avar, Ashapura.

The rather watered down Rajasthani versions of this story as recorded by
Samaur (1999c: 508-514) credits Avar herself with the destruction of the kingdom
of the Sumra. Versions of this tale centre upon the attentions of a Sumra ruler, at
times identified as “Bangra”, who after glimpsing one of the pink fingers of the
heavily-veiled Avar extend beyond her burqa, promptly proposed marriage. Avar
looked upon his request rather unfavourably, and she is believed to have destroyed
the Sumra kingdom in rage. As a result, or so this tale continues, Avar had to move
to Jaislamer where she (conceivably after halting on the way in Kali Dumgar) made
her home and granted the erstwhile Sumra lands to Bhati Rajput warriors. The theme
of marriage proposals from unacceptable suitors from other religions or classes and
their disastrous consequences is very common in Marwar and Gujarat.*? Such tales

have been one of seven sisters in a biological as well as spiritual sense. The many varieties of local seven-
sister cults may document, suggests Westphal-Hellbusch (1976: 171), that these cults were popular before
Charani goddesses came to be worshipped in this region and may illustrate how Charani cults took in (or
were taken in by) other “much older” cults, perhaps traceable to the worship of “seven little mothers”
(Saptamatrika) in Tantric Shaiva-Shaktik traditions (cf. Padoux 1990: 151f, Samaur 1999c: 20).

41 Yet other tales recount how Avar met a Banjara on the way to Jaisalmer, near the river Sutlej. The
Banjara, upon witnessing how Avar made the river passable by scooping up the water with her hands,
thus drying it up, asked her to help him resolve tax-issues with Hamir. She advized him to fill the packs
of his hundred-thousand oxen with sand and empty them again at the river’s source thus changing the
course of the Sutlej. As a result, Hamir’s land became a desert. A similar story is told about Avar’s sister
Khodiyar who made the waters of the Rann retreat so that Rajput armies could pass it safely (cf.
Westphal-Hellbusch 1976: 175)

42 For example, the refusal of Susani, a Mahajan Kuladevi, to marry the Nawab of Nagaur (Tessitori
1917a: 211) and the tale about Avar’s sister Khodiyar who refused to marry Shiladitya Sattam and
destroyed his state upon being proposed to. Khodiyar (“The Cripple”) was the chosen goddess of the
Rajput of Bhamnagar (Tambs-Lyche 1997: 22-26) and is also worshipped in Jaisalmer (Samaur 1999c:
814). A Rajasthani miracle tale explains her name, The Cripple, by recounting how she became lame
when she slipped while on the way to administer nectar to her dead brother to bring him back to life
(Samaur 1999c: 815).
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invariably end with the destruction of kingdoms or villages, and the migration of
entire Charan clans to other parts of the desert. Avar’s fight with Umra Sumra, who
upon becoming a Muslim called himself Hamir Sumra, is read as symbolic for the
fight between Hindu and Muslim forces by Westphal-Hellbusch (1976: 111).
Though conflicts between Charan communities and early-medieval Sumra rulers
often serve to explain why many Charan communities left Sindh and migrated
westwards, their migrations were not only instigated by religious motives. As Avar’s
tale illustrates, famine or tax evasion were other reasons why Charan and Banjara
communities are thought to have left Sindh. This point will be further discussed
under the heading “mobile peoples”.

In the Shekawati village Pabusar stands yet another temple dedicated to
Themrarai. Avar’s Meha Charan worshippers established the small temple next to an
old well. The temple is, to my eyes, a rather unusual building, since I never saw any
such temple before or since. I imagine that the round, clay structure built over the
main sanctum was perhaps meant to represent a cave, reminiscent of Hinglaj and
Avar’s cave temples elsewhere.** By the looks of the building, a rather recent
Themrarai temple has been built near Deshnok, the most important contemporary
centre of Sagati cults. Avar’s epithet Kali Dumgar ki Rai refers to a temple of the
same name near Jaisalmer where the Charani is said to have halted en route from
Sindh. Here, it is said, the Parmar ruler Jasbhan of Ludrova came to pay his respects
and had a temple, dedicated to her, built on a hillock formed by black rocks (kalr
dimgar). Till date, Parmar Rajput lineages worship Avar in this temple with the
sacrifice of goats. Outside the Kali Dumgar temple, like in the Temrarai temple,
enormous piles of memorial stones with carvings of the seven sisters offered by
devotees attest to the ongoing popularity of this cult.

The name Ai-nath refers to Avar’s Kanpathi Nath yogini aspect, representing
her as an ascetic, holding a kettledrum and begging bowl, wearing a loincloth and, in
her ears, a glass kundal (earring). “Katiyani” evokes Avar’s domestic talent; her
reputation as a woman so accomplished in spinning wool that she was able to sustain
all her people during years of famine by means of wool trade. And the name
Bhadariya Rai connects Avar with a temple of the same name situated amid an
aurap of Jal and Bor trees in Bhadariya on the Jodhpur-Jaisalmer road. Maharaja
Gajsingh of Bikaner is credited with the construction of the temple in 1831, and
apart from this relation between Avar and her Bikaneri Rathaur devotee, I know no
other stories that connect Avar with this temple. Avar is also worshipped in Deshnok
in the temple town of her own incarnation Karni. As Nagnechi, the Sagati is credited
with giving material support to Rajput warriors. For example, she is believed to have
bestowed 500 horses upon the founding fathers of the Kacchawa lineage thus

43 Tt is also possible that this small temple represents a dome-topped, circular shelter, as Karni is believed
to have built in Deshnok (see the description of Karni’s temple below). Unfortunately, I was not able to
contact anyone who knew stories about this temple.
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enabling them to settle their scores with their enemies and establish their rule in
Rajwarra (present-day Jaipur).*

S =

ﬁe i"hem;arai temple in Pabusar.

As shall be documented below, very similar stories are told about other Sagatis, like
Avar’s part-incarnation Karni and the Gujarati Charani Baru, who are also credited
with granting 500 horses to Rajput princes (Westphal-Hellbusch 1976: 114). The
attribution of one and the same story to different Sagatis or vice versa (the
attribution of different versions of one story to one Sagati) occurs quite often.**> This
is partly due to the fact that so many regional variants exist and were told and retold
by various communities in different periods of time. The typified character of the
stories, their stock narrative themes and the fact that the same stories are told about
more than one Sagati, who may have been known under similar or different names,
give further rise to uncertainty, at least in one who finds it important to know exactly
which Sagati did what and when. I think it best to keep in mind that the attribution
of the same heroic deeds and/or names to different Charani goddesses can be
understood as part of a narrative tradition that casts all Sagatis as forms of Hinglaj
and/or major or minor incarnations of each other, and this means that, in the end, it
is the Mahashakti Hinglaj herself who is credited with the heroic deeds of all her
avataris.

444 The Rathaur rulers of Jodhpur are known to worship Avar under the name Nagnechi, apparently
connected to an origin myth that relates how the first Charans were divine beings who left Mount Sumeru
after the number of the divine populace had increased too much. One of the heavenly Charans married the
daughter of Naga, named Avari, who gave birth to Nagnechi (Westphal-Hellbusch 1976: 97f). The
subsequent generations of this lineage are thought to people the southern coast of Kacch.

45 See, for example, a Gujarati tale about Pabuji recorded by Westphal-Hellbusch (1976: 114), which
commemorates that it was the Sagati Karni from Deshnok (and not Deval) who gifted Pabuji his mare.
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Karni

Third in line after Hinglaj is Karni Mata; she is worshipped as a part incarnation of
Hinglaj and a full incarnation and disciple of Avar in several temples in Deshnok
near Bikaner.*® After the division of India and Pakistan, Deshnok came to replace
Saran Hinglaj as the most important pilgrimage place for Charani Sagati devotees,
and Karni is now the most renowned Charani Sagati of the region. When I visited
the celebration of Navratri in Deshnok in 1999, thousands of her devotees from
different backgrounds had assembled, though Charan worshippers seemed to be in
the majority. During my visits, the officiating priests of Deshnok related their
history to Bikaneri Rathaur Rajput lineages. Karni’s main shrine is situated in a fort-
like temple (kot) built by Maharaja Surat Singh of Bikaner (C. Charan 1987: 21).*
In the present-day temple, the main worship ritual consists of the offering of
coconuts, sweetmeats, flowers, etc. Karni’s devotees come for the darshan of her
image and to touch the eternal flame that Karni’s Pujari waves over the heads of the
assembled crowds.**

On the temple’s main altar, Karni has been depicted like a Puranic goddess
with a trident (¢risil) in her left hand and the head of the buffalo-demon Mahishasur
in the other and a double garland of skulls around her neck.**” She also wears the
traditional skirt and headwear of western Rajasthani women, the ghagara and the
orhni, and not the sari generally worn in more classical representations of Puranic
and folk-goddesses in Rajasthan. Around her feet, rats (kabha) assemble. The kabha
are believed to represent the souls of departed Charan devotees who live in the
kabha till it is time to be reborn, thus escaping the clutches of the lord of the dead
Yama, with whom Karni is believed to have had an argument that remained
unresolved.* At the stalls surrounding the temple, where devotees can buy religious

46 Second in line after Hinglaj is Bamkal Devi who is now remembered as the daughter of Mada, a
Charan of the Sahuwa lineage and the sister-in-law of Avar Devi. Different traditions cite her birth place
as Nano Bariyat Gharware near Siddhapur Patan or Garwhare village near Barmer (Samaur 1999c: 507-
08). Little is known to me about this Sagati, apart from the fact that she now has temples dedicated to her
in Barmer and Umarkot, and that some tales portray her as the istadevi (chosen deity) of Nanda Vana
Brahmin communities and the Kuldevi of Pamvar Rajput lineages.

7 Deshnok’s other Karni temples include a temple in memory of her death near Lake Dhineru (Deshnok)
where Karni is believed to have “left her body” and the Nehri temple, built around a Khejri tree. In this
temple’s cellar, Karni’s dhint (ascetic fire) can be visited.

48 In 1999, the living Goddess Deval Bai Sa of Mewar had also come to take part in the festivities.
Though it was difficult for me to have a real conversation with this formidable lady as she was
surrounded by Charan dignitaries all the time, it did become apparent that she sees herself as a part
incarnation of Karni and counts Devalde of Bhoganiya among her spiritual sisters.

49 Goetz (1950: 30) held that the “Charan prophetess Karni” was a historical incarnation of Durga
Mahishamardini or Chamunda, and that her cult “superseded” this older Shaktik tradition in Rajasthan.

40 In the temple, hundreds of chubby rats are offered sweetmeats and milk by Karni’s devotees. The
designation “rat-temple” for Karni’s temple, as often used in popular media, suggests that it is the Kabhas
who are worshipped here. This is not so: it is Karni who is worshipped.
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Devotional picture of Karni as a shepherdess
(unknown artist).

souvenirs and offerings to the goddess, are also sold reproductions Karni’s portrait
showing her in yet another light, i.e. as an old and greying woman with strong
features, wearing Rajasthani clothes and jewellery, seated in a cave on a mat in the
manner of an ascetic and surrounded by kabhda. In one hand she holds a trident and
in other a string of beads (mala). Her head and body are half covered with a black,
woollen shawl (orhni), resembling those worn by female graziers of different
backgrounds who identify themselves as Charani Sagati devotees. In such paintings,
Karni commonly sports a grey beard which, I was told, is testimony to her high age
and miraculous powers.

Like her spiritual predecessors, Karni is thought of as a historical Charan
woman who was born as Ridhubai to the Meha Khiniya Charan clan. She is
remembered as the seventh daughter of one Charan named Meha Khidiya, who was
born in the second half of the fourteenth century in Suwap and who died at the age
of 141 (!) in 1538 (C. Charan 1987: 27, Samaur 1999¢: 519).%' Devotional poetry
dedicated to Karni commemorates how her divine nature became evident at a very
early age when she started performing miracles, earning herself the name “Do-er”
(Karni), by curing cripple people, saving them from snakebites, granting them a son,
and so forth (Barath 1987: 32-34). Karni is believed to have married Depal (Depa)

451 Karni’s birth has been dated to circa 1387 or 88 (Cf. Charan 1987: nivedan, Tambs-Lyche 2004c: 65).
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of the Rohadiya Vithu Charan lineage of village Satika (Samaur 1999c: 519, Ujval
n.d.: 35). This marriage brought Karni into a lineage of poets and gate-keepers long
associated with Rathaur ruling lineages. Tambs-Lyche (2004c: 68, 78) notes that the
fact that Karni is believed to have married, sets her apart from deified women who
more commonly represent the literary and religious type of the “sacred virgin” who
remains celibate in order to preserve her Shaktik powers.

The unmarried status of deified women may also be due to sociological
reasons: a woman possessed with divine power is thought to scare off prospective
husbands. Karni apparently did find a man who was not scared easily, a feat which
need not surprise us since Depal is believed to have been a partial incarnation of
Shiva. It is unclear whether or not one should see Karni and Depal’s alliance as a
real, in the sense of worldly marriage since it is believed that their marriage was
never consummated and that Karni remained a virgin all her life. But the fact that
she considered marriage at all appears to set her apart from other deified women and
is the reason why Tambs-Lyche proposes that Karni married Depal for socio-
political gain, i.e. to forge an alliance with the lineage of Vithu Charan, the poets of
the Rathaur, and thus “further her political designs; sacred femininity allies itself to
human chiefs: the Rathod patrons of her husband’s clan” (Tambs-Lyche 2004c:
78).4% Karni’s role as Kuladevi or guardian of Rathaur Rajput realms and her
“political designs” will be further discussed below.

After her marriage, Karni continued to perform many miracles.** One
miracle-tale recounts how Karni and her community left Satika to go to Deshnok in
search of water and grazing grounds (Depavat: 78f). After Karni, her community
and their cows arrived in Deshnok, she discovered that there was no proper nehri
(twig for churning yoghurt) to be found. The only twig available was a Khejri
branch too old for churning. Karni planted the stalk and, in no time, it became a tree,
yielding many nehris. This was the time when Karni is believed to have issued an
injunction to prevent cutting Khejri and Jal trees, a ban which seems to be in place
till today for the protection of the trees of the auran surrounding the Deshnok
temples. As discussed in chapter 6, and as the above interpretation of the paravaro

452 If Charani Sagatis can be thought of as resembling the literary-historical type of the virdmgana, a
warlike heroine dedicated to righteousness, wisdom and the defence of her people, it may be asked
whether the traditional dichotomy between married (and benign and protective) goddesses as different
from unmarried (or terrible and fierce) goddesses does indeed apply to Sagatis. Given Hansen’s (2000:
270) description of the viramgana that suggests that these heroines were not defined through their
relationships with men (framed as the role of mother, wife, etcetera) but just by their martial bravery and
deeds, it seems possible that Charan communities accord a similar autonomous socio-political and
religious role to Sagatis, independent of conventional male-female relations. Tambs-Lyche (2004c: 64)
seems to suggest as much when he remarks that all Sagatis (whether married or not) can be seen as
terrible and benign goddesses. Their sovereign status could also be read from the idea that her devotees
think of Karni’s husband as “strictly subordinate in religious terms, and while he benefits from the contact
with the divine, [Karni] does not seem to be affected by her marriage” (Tambs-Lyche 2004c: 68).

433 See Tambs-Lyche (1997: 65-71) for a comprehensive English rendition of her life’s story. Yet other
versions of her story can presently also be found via internet, for example via www.karnimata.com.
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also indicates, the protection of trees was and is of prime importance for the cattle
graziers of the Thar Desert since they provide fodder. The Khejri, Bor, Jharberi,
Jhal, Khair and Neem trees, the cutting of which has been banned by the goddesses,
provide the best cattle fodder (Samaur 1999c: 25).

Charani Sagatis as Kuladevis
Karni is remembered as a prosperous and influential cattle owner during her days.
She is said to have owned large herds of oxen and horses and thus was in a position
to bestow 500 pack oxen and horses upon her loyal disciple, the Rathaur prince
Bika, when he set out to found a new kingdom (Jayasingh 1987: 47-52, Westphal-
Helbusch 1976: 174). And it is believed that she was the Charani who directed him
in establishing a new kingdom in the desert at the site of the present-day Bikaner
Fort (Jayasingh 1987: 50, Tamvar n.d.: 22-24). In addition, oral and written stories
relate how she helped Bika and later Rathaur rulers against powerful enemies by
forcefully bending the bows of Bikaner’s army with “invisible hands”, thus causing
arrow volleys to fly with such force that the enemy had to beat the retreat.*** The
cowherd and goddess Karni eventually became the tutelary deity (Kuladevi) of the
Rathaur of Bikaner. She is also worshipped under the name Nagnechi by the Rathaur
Rajput rulers of Jodhpur. Similar tales serve to document how other Charani Sagatis
came to be worshipped as the guarantors and defenders of Rajput supremacy. Such
“foundation tales”, at least the ones known to me, commemorate how Charani
Sagatis lent the forefathers of different Rajput lineages a hand when they found
themselves in need of help and thus became their Kuladevis. As noted above,
Hinglaj became the chosen goddess of the Samma Rajput warriors of Sindh in this
manner, and Avar is seen as instrumental for the founding of Kacchawa Rajput rule
in early-medieval Rajasthan by supplying them with horses. Avar as Themrarai is
worshipped by the ruling lineage of Bhati of Jaisalmer, and used to be worshipped
by Sindhi Samma lineages. The Sisodia rulers of Mewar chose Charani Ban Mata as
their lineage’s goddess. In Gujarat, Avar’s sister Khodiyar (Khoriyar) is worshipped
as the Kuladevi of the erstwhile Gohil Rajput rulers.*>

The stories that serve to connect Charani Sagatis with the establishment of
Rajput supremacy are all highly typified and appear to follow the same pattern in

434 Testimony of Karni’s continued protection of the Rathaur rulers of Bikaner and their subjects can be
read from a tale that connects this Kuladevi to the rule of the twentieth-century Rathaur Maharaja of
Bikaner, Gaj Singh. This story, set in the year 1937 when Gaj Singh celebrated 50 years of his rule,
recounts how this jubilee concurred with a period of great drought. Crops withered on the fields, cattle
died of thirst. Gaj Singh’s emaciated subjects started to leave the state. The Rathaur ruler nevertheless
commenced the jubilee festivities, dedicating them to the state’s Kuladevi Karni. His trust was not
betrayed. As legend has it, the moment the festivities began, a small black cloud appeared in the sky,
followed by many others; rain started pouring down.

433 Khodiyar’s myth-history and the part accorded to her in medieval Saurashtra have been studied in
great detail by Tambs-Lyche (1997: 22-26, 32-34, 80-84, 182-9).
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western Rajasthan, Gujarat and Sindh. Common themes include the prophecies of
Charani Sagatis guiding many would-be Rajput rulers in the choice of the location
of their desert forts in Janglu Desh (“Jungle Land” or wilderness). Charanis are
frequently portrayed as diviners or interpreters of the omens who, meeting
wandering warriors in the desert, presaged their rise to eminence or ultimate ruin.
Some Charanis are held to have provided warriors with tangible military support to
consolidate their new territories. In western India, warring Charani Kuldevi were
also represented as female warriors who battle alongside male warriors or at the
head of armies, inspiring warriors to fight (cf. Bai n.d.: passim, Barath 1987: passim,
C. Charan 1987: passim, Samaur 1999c: passim, N. Sharma 1999: passim, Tambs-
Lyche 1997: 107). Avar, with a huge army of Charan and Rajput warriors and
accompanied by (an equally symbolic number of) “hundred thousand” Charani
goddesses, defeated Hamir. She is believed to have bestowed Thar Parkar upon the
Bhati while the Samma obtained Sindh (Samaur 1999c: 509-510, Westphal-
Hellbusch 1976: 169). Avar and Karni are believed to have each bestowed the
clearly symbolic number of “500” horses and/or pack oxen upon Rajput warriors to
enable them to conquer their enemies and establish new territories.*

Other legends that connect Charani Kuladevis to the early stages of kingdom-
formation in Rajasthan credit Charan women with protecting animals against Rajput
and other hunters, taming camels and horses, guiding travellers through the desert
and feeding warriors who got lost among the Thar sand dunes (Barath 1987: passim,
Samaur 199c: 15-17, 503-539). Even vast armies, upon running out of water and
food, could hope to be fed by Charanis. Often from rations made up of just one pot
of yoghurt (dahi) and only one or a few pieces of bread, they managed to share these
with all desert wayfarers since their modest supplies proved to be unlimited. Avar’s
sister Khodiyar, for example, supposedly fed King Chundasama Ra Navaghan’s
army and herds when he was travelling from Junagadh to Sindh in the eleventh
century. Though Khodiyar had just one piece of bread, she managed to break it into
enough portions to feed all.*’

Charani goddesses were not just the Kuladevis of Rajput lineages, but also of
Charan clans, either as legendary foremothers who engendered certain lineages or as
guides who lead Charan communities from Sindh and Baluchistan to their present
homelands, and/or as historical leaders who gave the different Charan clans their
names (cf. Westphal-Hellbusch 1976: 111, 137, 141, 164). All Charan clans and
their sub-divisions have their own Kuladevis, for instance, Ravechi who is believed
to be the foremother of the Nara Charans; Avar of the Asania, Bati, Jakhala, Maru
and Thakaria Charans; and Rohadiya is the Kuladevi of the Nagnechi Charans.

436 The Rajput Hamir Gohil (1326-1364) is also said to have received money and 500 horses from a
Sagati named Baru (Westpahl-Hellbusch 1976: 114).

47 Like the story of Avar’s half-grown child, quoted just now, that was put in a dish and set afloat until it
was rescued by adoptive parents or the miraculous drying up of rivers to enable Charanis and their retinue
to pass, the story of Khodiyar’s distribution of bread of course bring to mind biblical narrative themes.
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Versions of tales that relate Charan lineages to certain Kuladevis recount, for
example, how Hinglaj led a group of Charans to Las-Bela, while Kodiyar brought
them to Bhavnagar, and Avad-Mata lead their migration into Rajasthan. The first
codification of Charan marriage customs is also ascribed to a Charani Sagati, the
thirteenth-century Rajbai Mata, who is credited with establishing the conventions
which rule Charan lineage relations till today.

Temple construction

As Tambs-Lyche (1997: 268-271) has argued in depth regarding the function of
goddesses in traditional Kathiawar, Charani Kuladevis had a pivotal role in the
establishment of political and military Rajput power. It is not all together clear to me
to which era the initial stages of the “politicization” of the Sagati cult (the
participation of deified Charan women politics and economics) could be dated to in
Marwar. Most tales about Charani horse trade, heroism and the help they extended
to Rajput warriors seem to be either undated or based on data which are difficult to
verify. The different data associated with one and the same goddess in oral and
written traditions are rather confusing. Avar, for example, is said to have been born
in the ninth century and to have brought the Mada Charan to Jaisalmer in the tenth
century, while she fought with Hamir who probably lived in the thirteenth century.
As was noted above, the many different data associated with Charani Sagatis are
probably the result of oral transmission techniques and the use of many names, at
times similar ones, for the goddesses as well as the use of different calendars.
Several scholars have put forward that the socio-political and religious process of
politicization seems to have been an early-medieval occurrence. In Gujarat, Tambs-
Lyche (1997: 61) writes, Charani Sagatis gained a central place as the Kuladevis of
Rajput kingdoms in the period between the twelfth and thirteenth centuries (S.R.
Sharma 1996: 98) dates the connection between Shakti worship and Rajput lineages
to eight-century Shakta-tantric traditions in Marwar, but whether this worship
includes the worship of Charani Sagatis is unclear.

The fact that Karni is the Kuladevi of the Rathaur of Bikaner suggests that on
this goddess was conferred a religious and political importance during her lifetime
or immediately after her death, which is dated to the end of the fifteenth century.
The myth-history of Avad and Hinglaj Mata, who have also been accorded Kuladevi
status, could (but not necessarily does) date the process to earlier centuries. The
eighth and ninth century worship of Hinglaj and Avar indicates the early beginnings
of Sagatis’ political role in Sindh, Kacch, Saurashtra and western Rajasthan. The
history of the different construction phases of some of the Jaisalmer and Deshnok
temples dedicated to Avar and Karni, however, offers an indication of the periods in
which the politicization of the Charani Sagati cult and their relations with Rajput
rulers took on material form. Thus Avar’s Themrarai temple near Jaisalmer has been
traced, on the basis of rock edicts kept at the temple, to 1375 by Samaur (1999:



Charan Identities 251

504). Subsequent Bhati rulers of Jaisalmer, like Juhar Singh Bhati, took an interest
in the temple and installed a rock edict at the temple premises in 1586. The Bhati
Amar Singh is said to have built the temple burj (bastion, dome or tower) in the
same year. Later, Rathaur rulers have also added to the temple: Jaswant Singh is
credited with completing the upper part of a burj in 1703 while Raj Singh of Bikaner
had a second burj erected and donated a bronze temple-bell in 1828. These data
suggest that myth-history, temple legend and rock edicts connect Avar with the early
beginnings of Bhati territorial expansion in the fourteenth century, but that royal
interest in the ornamentation of her sanctuary increased in the sixteenth and
seventeenth centuries, and that this was also the period when real construction work
(as opposed to the establishment of rock-edicts) got underway.

This impression is also documented by the limited but suggestive history of
the building of the main Karni temple in Deshnok, which implies that formal
relations between Karni and the Bikaneri Rathaur rulers can be dated to the first half
of the sixteenth-century when the present-day stone and marble temple, resembling a
small fort (kof) with bastions, was erected
by Rathaur Jaitasi to celebrate his victory
over Kamran (Bhargavan 1987:75f).
Legend, on the other hand, dates the initial
construction of the temple somewhat earlier
since it is believed that the sixteenth-
century temple was erected over a clay
“ghimbhar”’, a dome-topped, circular
shelter that today constitutes the temple’s
main sanctum. Karni built the ghambhar
herself, her devotees believe, and thus date the initial stages of construction to the

end of the fourteenth or the beginning of the fifteenth century, but this does not
mean that the temple already received active Rajput patronage at that time. What is
known with some certainty is that later Rathaur benefactors, like the early
seventeenth-century Rathaur Sur Singh, added the silver entrance gate to Karni’s
sixteenth-century temple (Bhargavan 1987: 76). The eighteenth-century ruler Bhakta
Singh is credited with the gift of the gold-plated door that now leads to the inner
sanctum. Judging from the construction of (and additions to) the present-day main
temple in Deshnok by Bikaner’s rulers, Karni’s importance as a Kuladevi should be
dated to the sixteenth century.

Mobile peoples

While the political history of the relations between Rajput ruling lineages and
Charani Kuladevis is an important aspect of Charan traditions, the narrative content
of most oral and written poetry about Sagatis relates their traditions first and
foremost to the concerns of pastoral-nomadic communities. The socio-political role
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and divine status ascribed to medieval Charanis is defined in terms of protection and
compassion, apparent in their efforts to guard the lives and livelihood of other
people, in particular the goddesses’ dependants and devotees. As was remarked just
now, feats of heroism ascribed to Charani Sagatis include acts of self sacrifice.*®
Like a Rajput’s sacrifice in battle, Charan self-sacrifice can be seen as a form of
sacrificial heroism given that Charan women are believed to have given up their
lives (or threatened to do so) to prevent cattle-thefts or to reclaim stolen cattle, acts
of self-sacrifice which resemble Pabuji’s heroism and are at times compared to a
Rajput’s sacrifice in battle.*® Samaur (1999: passim) puts great emphasis on the
perceived heroic nature of Charani self-sacrifices by favourably contrasting their
heroism with the battle death of Rajput warriors, arguing that a Charan’s or
Charani’s self-sacrifice surpasses a warrior’s death for, from some Charans’ point of
view, it takes more courage to inflict death upon oneself than to “merely” have
oneself slain by an enemy.*

Other narrative themes of the stories about Hinglaj, Avar, Karni, Deval and
other goddesses that underline the importance of the pastoral-nomadic context for
understanding Charani Sagati cults can be read from tales about Charan guides and
Charani women who used to help caravans and armies to survive in the desert and
find their way among the sandy dunes, semi-arid planes of Sindh, the Thar Desert
and the salt-lakes of Kacch. Charanis are often credited with miracles pertaining to
water, obviously a scarce commodity in the desert. They are thought to have filled
empty wells with water, turn brackish water into potable water, find new wells,
water cattle and cause rain. Charanis, as the presiding goddesses of trees and orhan,
are believed to ensure the protection of such sources of cattle fodder. Stories about
Charanis feeding armies, protecting their devotees’ herds, trading in or giving pack
oxen and horses to Rajput warriors, and tales about Charan men who safely guided
caravans underline how warriors and traders relied on Charan men and women for

438 The Charani Sagati’s tradition of self-sacrifice apparently links them to the tradition of sat, which is
said to inspire widows to cremate themselves alongside their dead husbands (cf. Tambs-Lyche 1997: 61,
189). I know of one Marwari tale about a Sagati named Amba Devi of Arasur who is remembered for
becoming a sat7 (Samaur 1999c: 515).

439 While it is said of Rajput warriors that they practised a form of the Charan custom to inflict wounds
upon oneself, they reportedly mutilated themselves or offered parts of their own bodies to the gods by
way of sacrifice and to extract a boon (Ziegler 1998: 283, n.83).

460 Charani women, like Charan poets, could reportedly also be extravagant in their demands and use the
special powers ascribed to them to bully people into parting with goods or money. This has led to the
description of tyage-dhdage and such practices in terms of “blackmail” and “female vengefulness”
(Munshi Hardyal Singh 2000: 117, Tambs-Lyche 1997: 46 (quoting Tod), Westphal-Hellbusch 1976: 129).
These terms, like the common practice of translating tyage-dhage with “suicide”, do not, I feel, help in
rendering the meaning attributed to the ideal of self-sacrifice as voiced by Charans. Considering the
negative associations suicide has in contemporary western and Indian academic discourses, “self-
sacrifice” or “self-inflicted death” seem better words to convey the heroic connotation that the ideal of
self-sacrifice has in Marwar, in particular since the ideal of self-sacrifice includes several customs, not
just self-inflicted death, but also fasting, the sacrifice of one’s blood by stabbing oneself or the sacrifice of
a limb.
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their survival in the desert. And vice versa, Pabuji’s battle to protect Deval’s cattle
documents the safeguard Rajput warriors were supposed to extend to Charan cattle,
granted that they were not too busy robbing cattle from Charan herders, like Jimda
Khici was.

The pastoral-nomadic background of Sagati traditions is also made explicit by
the location of Saran Hinglaj and other temples dedicated to Charani goddesses as
they are found on intersecting caravan routes and harbours connected by overland
and overseas trade between Baluchistan, Sindh, Rajasthan and Gujarat. Their
temples were situated on desert routes that linked medieval markets like Multan, Kabul
and Delhi, via Jaisalmer, Barmer, Rajgarh, Nagor, Pali, Jodhpur, Amber, Bikaner and
Shekawati. Saran Hinglaj, for example, situated near the banks of the Hingol river in
Samakarata and Khald Pradesh was positioned on trade routes connecting
Baluchistan and Sindh with Gujarat, Jaisalmer, Marwar, Bikaner, and Rajput
kingdoms further east, north, south and west. In sum, the Sagati temples were
situated on caravan routes through the western desert regions that were part of a
corridor or “thoroughfare zone”, a semi-arid region extending from the middle-
eastern countries up to western Rajasthan and the salt lakes and arid planes of the
Rann of Kacch in Gujarat (cf. East and Spate 1950: 54, Ludden 1994: 7f). The
western desert was a strategic region: it connected the South-Asian peninsula to Iran
and Central Asia and, via Baluchistan, to the Middle East. Camel and pack oxen
caravans between Sindh, Marwar and further to the Mughal heartlands, Delhi and Agra
travelled via Burhanpur, Amber, Ajmer and Pali, carrying wool, milk and butter, salt,
grains, cotton, opium, tobacco, indigo, sugarcane and mustard seed.**' Imports into
Rajasthan consisted of goods like dried fish, grains, silk, iron, weapons and spices from
Sindh and Multan, horses from Kathiawar and, perhaps, Sindh, and of textile, dates,
coconuts, glass, gold, elephants, alcohol, dried fruits and embroidery from all
directions.

According to Devra (1978: 582), the medieval desert routes witnessed lively
trade between areas north and west of Rajasthan and the desert cities of Jaisalmer,
Rajgarh, Bikaner, Nagor, Barmer, Pali and Jodhpur, which were well-connected with
Ajmer, Amber (Jaipur), Alwar and Kota in the east. It can be assumed that the Charani
Sagati temples owned their geographic position to caravan trade. They were situated
on crossroads that connected important cities, towns and ports, like the temples of
Hinglaj and Avar situated in and near Jaisalmer described as the biggest western
desert market for woollen cloth, blankets and caps in medieval times. Other important
wool-centres were located in Bikaner, Jodhpur and Shekhawati, all situated on Charani
Sagati pilgrim routes as well as trade routes. The position of Charani Sagati temples
dedicated to Hinglaj, Avar and Karni near wool centres and cattle markets like Barmer,
Koljagat, Bikaner and Pabusar also indicates their involvement with the medieval

461 My description of trade in the western desert is based on Bernet Kempers (1941: 39), Devra (1978:
passim), G.N. Sharma, (1966: 312-21), Maclean (1989: 45), Saxena (1994: passim), Tod (1972 I: 171, II:
133, 154-158, 236, 500f, 554) and Rousselet (1983: 151).
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trade in cattle, horses, dairy products, wool and leather. The Than Mata Hinglaj temple
in district Barmer was built alongside routes connecting Sindh, the western Thar
Desert, Rann of Kacch and, via Pali, eastern Rajasthan. Sagati temples were,
moreover, situated near horse breeding centres in Bikaner, Jaisalmer, Kacch,
Kathiawar, Umarkot, Multan and the banks of the River Luni (Deloche 1980: 237,
Maclean 1989: 45, Tod 1972 II: 125, Ziegler 1994: 194).

Tod (1972 II: 125) noted that there were several horse-fairs in nineteenth-
century Marwar “where the horses of Cutch and Cattiawar, the jungle*®
Mooltan, were brought in great numbers. Valuable horses were also bred on the
western frontier, on the Luni, those of Rardurro being in high estimation”. Similarly,
the medieval breeding centres for cows, oxen and camels have been located in areas
near Bikaner, Jaisalmer and Jodhpur, cities which were centres of Sagati worship too. In
view of common references to Charanis as Gujarati horse traders, it seems that their
trade centred on Kacch and Kathiawar. Thus, as noted just now, Sagatis like Baru from
Gujarat are credited with granting horses to Rajput princes (Westphal-Hellbusch
1976: 114) just like Deval has been credited with granting Pabuji the mare Kalvi. In
duha 1 (v. 205), Deval’s identification as a garhavi (gadhavi) clearly connects her to
the Garhavi Charans from Kacch and Saurashtra who were famous horse breeders
and (like Deval) traded in horses.*%* Other stories, like the one listed above, connect
Deval to the Mishran Charan who migrated from Sindh to Jaisalmer. Such tales
could be suggestive of links with Sindhi horse breeding centres in Umarkot and,
perhaps, the Makran coastal areas en route to the Saran Hinglaj temple. An instance
that seems to be indicative of horse trade between Gujarati ports and the coast of
Makran is the idea that the Kathiawari (or Kutchi) horse breed originated from
crossbreeding between Gujarati horses with Arab horses which were shipwrecked
off Veraval Port on the west Indian coast (Van der Geer (forthcoming) 2008: 149).464

From a geographical view point, the unity of the desert tracts of Baluchistan,
Sindh, western Rajasthan, Kacch, Saurashtra and Shekawati is rather obvious. The

and

42 1t is unclear whether Tod’s reference to “the jungle” refers to horse breeding centres in “Jangla Desh”,
a common name for Bikaner, or in Lakhi Jangal in Punjab or in other “jungle” areas like, perhaps, the salt
lakes of Kacch.

463 The idea proposed by Digby (1971: 21f, 28, 49) and propounded for Marwar by Ziegler (1994: 194f)
that “local” horse breeds were inferior breeds unfit for warfare is rather problematical considering Hendricks’s
(1995: 251-52, 279-281) description of the local Marwari and Kathiawari (Kutchi) horse breeds as good
war horses, famed for their speed and hardiness. These breeds, considered a mix of Gujarati breeds with
Turkmeni or Arab breeds, did serve as excellent war horses since they were fast, able to withstand
extreme temperatures and strong enough to carry a man, his armour, shield, sword and lance for long
distances through the most difficult terrain (cf. Van der Geer (forthcoming) 2008: 149, 153). Perhaps the
Marwari war horse has been confused with the undersized, mixed breed “village” horses often described
as “wretched little ponies” in colonial and Mughal sources and as “country-bred nags or ponies” by Digby
(1971: 28).

44 An instance which would throw a historical light on Tessitori’s (1916: 111) reading of Nainsi’s khyata
in which the chronicler describes Pabuji’s mare, a horse of “superior qualities”, as born to Kacchela
Charans from a mare fecundated by a mythical “marine horse”, perhaps a shipwrecked Arab (see footnote
461).
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cultural connections between the regions have remained somewhat blurred. The
legends and historical data that detail the migrations undertaken by stock-rearing
and grazier communities of the western deserts allow us to imagine what the cultural
connections may have been like. Most Rajasthani and Gujarati tales about Charani
Sagatis locate their parental villages in desert zones west of Jodhpur, towards
Jaisalmer, Barmer and Umarkot and, in Hinglaj’s case, Nagar Tatha. Legend
furthermore commemorates how migrations through the desert were often set in
motion by Charani Sagatis. As noted earlier, Hinglaj is thought to have led Charans
to Belas. Avad told the Tumbel Charan of Lodrani to go to Sindh under the
leadership of the Sumra of Baluchistan. She was also the woman who led her people

-
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Approximate location of Baluchi, Sindhi, Rajput and Gujarati communities c¢.1300-1400 (Courtesy:

University of Texas Libraries).

to Jaisalmer to escape from Sumra Hamir’s attentions. And Karni is believed to have
guided her clan from Suwap to Deshnok to escape a drought. Other legendary data
tell of the migration of the Tumbel Charan of Bhada from Sindh to Gujarat. The
Tumbel say they used to live like Sindhi communities until the fourteenth-century
when they helped Dodha Sumra in his fight against Khilji. This narrative theme is
also common among Rebari and Jat. In the ninth century, the Jareja-Samma warriors
are thought to have migrated from Sindh into Kacch bringing along yet another
Charan group, probably Tumbel sub-clans.

Westphal-Hellbusch (1976: 104-105) traces seasonal and more lasting
migrations, leading to semi-permanent settlements to the ninth and later centuries
when Charan, Jat, Gujar, Rebari, Rajput and other pastoral-nomadic communities
travelled to and from Baluchistan, Sindh, Gujarat and Rajasthan and, probably,
onwards in all directions of the wind. She notes a marked increase of Charan
migrations to Kacch, Saurashtra and western Rajasthan as a result of tenth-century
invasions into Sindh by Ghaznavides, eleventh-century Ghorid invasions, and
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thirteenth-century battles with Khilji armies. Warlike periods apparently set long-
term migration in motion and, at the same time, a “Verschmelzungsprozess” through
which different pastoral-nomadic communities came to share similar names and
myth-histories. Stories about conflicts between Sumra rulers and Charani Sagatis
can probably be dated to these periods. Other reasons for travelling through the
western desert regions, as the traditions about Hinglaj, Avad and Karni also
document, were caravan trade, cattle trade, seasonal migrations in search of grazing
grounds, famines, and oppressive tax regimes.

The migrations undertaken by grazier and cattle rearing communities of the
western desert are thought to have led to an “ethnogenesis” of the title Charan and
other occupational titles. Designations like Ahir, Charan, Bharvad, Maldhari or
Gavachi were most often used to define graziers and cattle breeders according to
their animals and were primarily occupational (as opposed to ethnic or caste) titles,
which could be accorded to or taken on by different pastoral-nomadic groups. In
other words, such titles were achieved and not ascribed titles and are comparable to
the early-medieval status of Rajput that could be achieved by warriors from different
communities. Thus Gavachi, the name accorded to Kacchela Charan in duha 1, is an
occupational title that was also used for Charan, Ahir and Bharvad graziers and
keepers of oxen. Moreover, the keepers of buffaloes, camels and oxen could (and
did) also unite as one tribe with farming communities (Westphal-Hellbusch 1976:
218). Similarities between some sub-clans of Charan, Jat-Baluch, Rebari and
Bharvad further highlight the variegated history of these communities. The
Agarvacha Charan clan from Kacch, for example, is said to have more in common
with Jat-Baluch and other buffalo-rearers of the South-Iranian marshes than with
other Kacchi Charan (Westphal-Hellbusch 1976: 142f, 180).

In the same way, Charan can also be looked upon as an occupational title
meaning “poet” and “grazier”. The Bharot Charan, for instance, used to think of
themselves as Bhati warriors until they took up the profession of poet and the title
Charan (Westphal-Hellbusch 1976: 138). The name “Charan” was taken on by many
other medieval lineages from different social groups and regions like Baluchistan,
Sindh, Gujarat, Rajasthan, Malwa and South India. And even those Charan groups
who pride themselves on being different from grazier Charan communities, like the
courtly Maru Charan, also count among their ranks graziers of all kinds of
animals.*® Though the literate Maru Charan of Marwar were the most renowned
clan of poets (in their own and other Charan’s eyes) who prided themselves on their
positions at Marwar’s courts and stressed the difference between themselves and
grazier clans, other Charan lineages counted known poets among their ranks too. A
case in point is the Tumbel Charans who were known as a martial community and as

465 Enthoven (1922: 274-75) noted that among the courtly reciters met by him, many belonged to the four
main divisions of village Charans, suggesting that low as well as high castes had become part of courtly
Charan lineages in his time (Westphal-Hellbusch 1976: 102).
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the poets and genealogists of the Sumra rulers of Sindh (Westphal-Hellbusch 1976:
149).466

Westphal-Hellbusch (1976: 95) has suggested that the sharing of the title
Charan by different groups “[i]Jst meistens das Symbol eines langwierigen
ethnogenetischen Verschmelzungsprozess, wird hier fiir die Charan angenommen,
dass sie aus Elementen verschiedener Einwanderungswellen und einheimischer
Bevolkerungsgruppen, die mit ihnen in Kontakt gerieten, zusammengewachsen
sind”. Along these lines, it is possible to think of Charan as an “open identity” which
(comparable to early medieval Rajputhood) used to be open to individuals and
communities who took up as their profession the rearing or grazing of livestock and
horses or the composition of poetry, the guidance of caravans, or livelihoods as
traders or warriors. This is also recorded, in a way, by the many different myths of
origin connected with Charani Sagatis, by their relationship with different
communities, and by the variety of trades practised by them. Charani Sagati worship
used to bind together different stock-rearing groups. The Rebari, for instance, feel
connected with Charan communities through Sagati worship; Rebari priests at
present serve at Sagati temples in Kacch and Saurashtra. Common origin myths
render Rebari mythical “blood relations” of Kacchela Charan who rear cattle, for
both groups claim to be the offspring of the two Charan men created by Parvati.*?’
Other Charan clans have mythical kinship relations with the pastoral-nomadic Ahir
and Kathi. The first mentioned are commonly considered the most ancient of
graziers, the offspring of Avar’s father or brother, which earns them the title
“Mama” (Mother’s brother) of the Charan. Likewise, Charan also address the Kathi
of Saurashtra with “Mama” (Westphal-Hellbusch 1976: 161).

The geographical, socio-economic and cultural relations that bound the
medieval inhabitants of the western desert can also be read from similar occupational
identities like those of the blacksmiths, goldsmiths or hunters of the western desert
tracts. The Lohari blacksmiths and Sonar goldsmiths both travelled between Sindh
and Rajasthan and still form largely nomadic communities in Rajasthan and,
perhaps, Sindh. The hunter, tanner and leatherworker communities like the Khosas,
Shikari, Chamar, Koli, Bhil, Dhed and Meghwal also used to live in the deserts of
Sindh and western Rajasthan in medieval times, and were (and in Rajasthan often
continue to be) itinerant people. The “bardic” occupation of different pastoral-
nomadic peoples represents further links between the various desert regions. Charan,
Bhat and Langha poets, as well as Mirasi, Manghaniyar and Jat “minstrels”, all one
way or another served the Baluch, Sumra and Jareja-Samma Rajput of Baluchistan

466 The Tumbel Charans in Saurashtra have been described as the reciters of panegyrics and genealogies
who declaim heroic poetry about deeds of valour in battle to inspire warriors. Some Tumbel were thought
to be able to reveal future events (see Blochmann 1927: 251).

47 The two Charans married two nymphs, the sisters Gaveri and Averi, and their offspring are known as
the Rebari and Charan. Similar stories are told about Ahir, Bharvad and Kathi graziers and define Charan
cattle keepers in Kacch and Saurashtra as the “brothers” of Rebari and Bharvad (Westphal-Hellbusch
1976: 160).
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and Sindh, and the Rajput warriors of Gujarat and Rajasthan (cf. Burton 1851: 69f).
And Deloche (1980: 257) notes a likeness between pack-oxen owners like the
Banjara, Charan and Bhat groups, adding that they shared cultural traits with semi-
nomadic camel keepers who travelled from the Indus to the north-western frontier. As a
final point, I would like to note that there appears to have existed the same kind of
likeness between the Sumra of Sindh (who are traced to Rajput “extraction” by
Westphal-Hellbusch 1976: 239-240), Baluchi hill tribes and Rajput warriors of
Marwar, Jaisalmer, Bikaner and Gujarat. All these communities seem to have had
rather a lot in common as is suggested by their portrayal as medieval warriors and
rulers, patrons of pastoral-nomadic poets and singers and worshippers of Charani
Sagatis.

“Charanization”

Charan history does not document that Charan communities “took on”” Rajput and/or
Brahmin “caste” characteristics. And I do not feel that it is helpful to explain the
assorted priestly and martial status of some Charan as the result of past marriages
between Charan, Rajput and/or Brahmin men and women. It seems more probable
that Charan identity, like early-medieval Rajput and Bhil identities, was ascribed
according to different occupational characteristics which included dual identities
like those of priestly warriors and warlike priests. This is also suggested by
Palriwala (1993: 47), who notes that Charan men did not try to pass themselves off
as Rajput warriors but thought themselves “as good as Rajput warriors if not ritually
superior”. The same can be said of the comparison between Charan and Brahmin
religious specialist. During my fieldwork, 1 heard tales which underlined the
distinction between Charan and Brahmin status and which, when told by a Charan
respondent, often documented that Charan see themselves as superior beings. This
vision harks back to the martial characteristics ascribed to Charan men, rendering
them more courageous than Bhat poets who claim Brahminical status and who,
Charan poets say, lack qualities indispensable to poets who serve martial patrons.
Claims to a status superior to the rank of Rajput follow a similar line of reasoning:
Charans are as brave warriors as Rajput men but wiser and blessed with real
authority since they are poets and thus wield the power of both the word and the
sword. Perhaps this means that Charan poets thought of themselves as a different
class of beings altogether, an “additional social category”, which is comparable to
the self-image of contemporary Bhat performers who, as Snodgrass (2004: 266-67)
observes, define bards and poets as yet another class of persons, a class which

functioned on the same elevated level as kings and priests.*® This class of persons

%8 The mutability of martial and other occupational identities in the desert kingdoms of western Rajasthan
does not, I think, give reason to understand Charan-Rajput relations in terms of a “irreversible
dichotomy” between worldly power and transcendent authority or a “bipolar pattern” of priestly and royal
authority in terms of kingly and Brahminical roles as described by Heesterman (1985: 141, 157). See,
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can, according to the Bhat’s view of social hierarchy, be seen as superior to kings
and priests since bards and poets wield the power of language and are thus able to
decide whether kings or priests will indeed be placed at the centre of society or
whether their authority will be called into question.*®®

The many different tales of geographical and mythical origins, myth-histories
and readings of the name Charan further suggest that many different communities
took on the name Charan, and that not all groups who today call themselves Charan
necessarily had a common origin. Westphal-Hellbusch (1976: 199-201) proposes on
the basis of her study among Gujarati graziers that “[W]hat bound all Charans was
the name Charan”. Charan grazier communities from different backgrounds and
their sub-clans not only had their names in common with each other but also with
grazier communities like Jat-Baluch, Rebari, Banjara and Bharvad. Thus, I would
like to propose, “Charan” can best be thought of, like the title Rajput or Bhil, as a
name that included and united communities with different backgrounds, including
different religious background (Hindu and Muslim Charan clans) and occupational
identities: genealogists, poet-historians, visionaries, religious functionaries, cattle
rearers and graziers, traders, caravan guides, messengers, warriors, bankers and
money-lenders.

The different communities who ascribed themselves (or were ascribed) the title
Charan came from various regions, ranging from Baluchistan, Sindh, Gujarat and
Rajasthan to Malva and South-India, and connected these regions with each other
through trade in cattle, camels and horses, and as traders and transporters of desert
produce and imports from surrounding regions. The history of trade in western desert
regions makes it easier to imagine how the deification of Charan women, including
Deval, may have come about. Though the above resume offers no definitive answer
to the question when the Charani cow herder and horse trader Deval became Shakti
Devalde in Marwar, it does allow us to imagine that like other Charani Sagatis,
Deval became part of Rajput history and poetry dedicated to Pabuji because of the
historical and/or narrative importance accorded to her gift of a horse that enabled
Pabuji to go to war in order to protect cows. Her deification is a process which
started later, as could also be read from the fact that she is not (like in the
seventeenth century duha I) portrayed as a goddess in the chamds. Thus, I would
suggest, her deification can probably best be dated to the late sixteenth or early
seventeenth century. Had the Dhamdhal Rathaur become a ruling lineage (that is to
say: had they not been defeated by Jimda) Deval could have become a regionally
recognized Sagati (like Karni), and a cult could have developed around a temple

however, Tambs-Lyche (1997: 260, 270f) who does define the relations between Rajput King, Brahmin
and Charan in Kathiawar in terms of a binary opposition between “worldly” and “religious” power
represented by the “king-Brahmin formula” of classical studies.

4% By putting stress on poet’s ability to construct and legitimize royal authority (or undermine it) through
words, Bhat performers aim to question conventional (and certainly more dominant) interpretations of the
primacy of either priestly or royal authority at the centre of popular and scholarly evaluations of the
relationship between kings and Brahmin priests (Snodgrass 2004: 266).
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dedicated to her under the royal patronage of the Dhamdhal Rajput warriors. But as
it is, Deval’s cult seems to have never developed much further than her village
Bhoganiya and nearby Jaisalmer.

Though one should be careful in reading historical processes and events from
geographical distribution, the position of medieval temples and trade centres along
caravan routes that interconnected Baluchistan, Sindh, and the former Rajput desert
realms in Jaisalmer, Bikaner and Marwar do appear to add meaning to the narrative
content of Sagati traditions. The geographical unity and former cultural and pastoral-
nomadic resemblances between the western desert areas and its peoples allow us to
see the “immigration” of pastoral-nomadic peoples into Rajasthan as part of age-old
peregrinations of cattle rearers, graziers, (horse) traders, caravan guides and warriors
in search of livelihood and pastures from perhaps the ninth century onwards, or even
earlier. The pastoral-nomadic context of Sagati traditions also makes it easier to
explain why Deval, like many other Charanis, was in the first place portrayed as a
horse-trader and cattle keeper. In the Pabuji tradition, the account of the Dhamdhal-
Khici dowry negotiations, especially the conflict over Pabuji’s black mare Kalvi,
further highlights Deval’s importance as a horse trader. Likewise, the above-quoted
stories about a number of Sagatis who gifted the symbolic number of 500 horses to
different Rajput rulers are also illustrative of the fact that horses and, as a consequence,
Charani horse traders were important to the establishment of Rajput rule. In Marwar,
the value of horses for fifteenth century Rajput rulers to demarcate and patrol their
realms, protecting them against other Rajput claimants has been well-documented. The
importance of (horse) traders, caravan trade and the martial and religious role
ascribed to Charani women helps us appraise why Charan communities were
accorded such an eminent role in early and late medieval processes of Rajput
kingdom formation.

For Charan and Rajput warriors, Sagati worship clearly was an effective way
to express their status and ambitions. Common Rajput men were supposed to look
upon Charanis as sisters (Tambs-Lyche 2004c: 64). Dominant Rajput lineages
adopted Charani Devis as the guarantors and defenders of their supremacy, seemingly
documenting up a process of “Charanization” since it appears that apart from (and
perhaps more than) the importance attributed to the Agnikul myth and Brahman
Purohits for raising Rajput warriors to the status of rulers, Charani goddesses were
accorded prominent roles in medieval Rajput politics. The dependency between
Rajput and Charan communities was couched in terms of religious kinship as well as
through Charani Sagati worship. The Charan were not only the poet-historians of
Rajput rulers, but also the religious “guardians-in-law” of the Rajput brother of their
women in their roles as the fathers, uncles, brothers, husbands and sons of living
goddesses.

The question asked earlier, i.e. whether legends that hint at eighth and ninth
century worship of Hinglaj and Avar indicate the early beginnings of the Sagatis’
political role remains difficult to answer. It is clear that Hinglaj and Avar or, more
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precisely, their religious cults have done quite a bit of travelling in the western
desert regions.*” Their temples were built in the Hingula mountain ranges, Barmer,
Jaisalmer, Jodhpur, Deshnok, Gujarat and Shekavati. These names may be read as
evidence of the geographical reach of this particular Charani Sagati cult from the
ninth-century in medieval Sindh. Perhaps Charani Sagati worship spread from
Hinglaj Saran to the desert of Jaisalmer (where Avar’s earliest temples are said to
have been established) and from there on to Bikaner and north-eastern districts like
Shekawati. Not enough is known about Sagati history, however, to support such a
reading. It is, at present, also possible to imagine that the worship of Hinglaj, Avar
and their sisters of later periods developed from Shekawati, and from there on
spread to temples of goddess worship in the Thar Desert and further to the west by
claiming Hinglaj or other Charani Sagatis as their “foremother”. Or should the
legends be traced to the Rann of Kacch and Sindh, the “geographical centre of
Hindu cattle breeders”, as Westphal-Hellbusch (1976: 239) said, and to Gujarati
Charani Devi myths? Finally, one could also think of Jaisalmer and Umarkot in the
heart of the desert between Sindh and Marwar as the primary centre of Charani
worship.

Sagati on horse back (Hinglaj temple, Jaisalmer).

470 Possible relations between South-Indian war goddesses like Korravai and Avar’s sister, the Gujarati
Charani Sagati Khodiyar, remain unresolved. If these myths can be thought of as part of southern,
northern and western traditions of similar narrative themes and sculptured iconography, it seems that this
theme travelled from Uttar Pradesh to South India in the period between the first three centuries to the
fifth century (cf. Van der Geer (forthcoming) 2008).



Contemporary portrayal of Pabuji by Dhembo, Camda, Deval and Pemal. In the
background, various epidsodes from Pabuji’s story have been depicted including the watering of Deval’s
cows at a well near the Kolu temple and Rupnath meditating under a tree (unknown  artist).




9 Kolu

Divinity takes on many forms in the hearts and minds of believers. In poetry
dedicated to Pabuji, manifestations of the divine provide evidence for diverse forms
of worship, in particular devotional imagery related to Shaktik, Shaiva, Vaishnava, Bhil
Bhopa, Nath and Jumjhari worship in Marwar. The main focus of this last chapter will
be the relation between the poetic references in the selected poems to various beliefs
and worship practices, in particular Jumjhari, Bhil Bhopa and Nath beliefs, and
classical imagery, evoking Vishnu, Shiva and the heroes of the Ramayan and
Mahabharat. The religious strands that converge in the medieval poetry dedicated to
Pabuji can also be understood from the epigraphical records, shrines, hero stones
and present-day devotional practices at Pabuji’s temple in Kolu, and at Jhararo’s
open-air altar in the Thar Desert surrounding Kolu. As I hope to show in this
chapter, a study of the contemporary context of the Pabuji tradition, as reflected by
epigraphic, iconographic, oral and anthropological data collected during my
fieldwork in Kolu, helps in imagining the possible contexts and functions of the
medieval poetry studied by me. This aim is also furthered by a summary of the
poetry and prose tales about Pabuji as told in Kolu today. But first, I will call to
mind once more the literary and religious images that the medieval poets used to
evoke different kinds of gods, including folk-gods, deified forefathers, Vishnu,
Shiva and Ganesh. Then, I will examine a few of the many forms divinity is
believed to have taken on in Marwar and will follow this up with a brief survey of
the beliefs, worship practices and narratives that are part of the contemporary Pabuji
cult in Kolu.

Divinity personified

Side-by-side with different aspects of the goddess, the poets of both chamds evoked
images of different forms of Vishnu and Shiva (cf. my summary of the narrative
content of the selected poems in chapter 3). Vishnu’s avatar Ram is mentioned in
the opening-lines of chamd 1, when the poet pays homage to the Ramayan’s hero-
god. And in both chamd 1 and II, one also reads about Vishnu’s dwarf-incarnation
Tikama, with whom Pabuji is equated to highlight the Rathaur hero’s bodily
strength. Also, both chamds include similes comparing Pabuji to the ascetic Shiva,
bringing to mind the ascetic and sacrificial nature of Pabuji’s heroism.

In duha 1 is found the widest range of religiously inspired images, i.e. imagery
describing religious practices, like Jhararo’s initiation into Gorakhnath’s band of yogi’s,
or imagery referring to religious ideals, gods and goddesses in a historical and/or
literary and metaphorical way. Apart from references to Shakti and Charani Deval,
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Ladhraj also calls to mind images to evoke Vishnu, the Nath guru Gorakhnath and the
worship of popular hero-gods and/or deified ancestors. In the last episode of duha 1, for
example, Ladhraj refers to Vishnu's heaven as the place where Pabuji goes to after
dying in battle. In this episode, the poet also describes Nath beliefs and cultic practices,
when dealing with the adventures of Pabuji’s nephew Jhararo and his initiation in
Gorakhnath’s sect. Images related to the worship of deified forefathers are part of tales
about Pabuji’s belligerent torso that can only be halted after a blue cloth has been
thrown over it, bringing to mind, as was argued in chapter 5, similar tales associated
with contemporary Jumjhar worship in Marwar. And Ladhraj’s reverence for regional
folk-gods is evident from Pabuji’s elevation to divine or semi-divine status and from
Ladhraj’s description of himself as Pabuji’s servant who prays to the Rathaur hero for
protection.

The various devotional strands that come together in the medieval parvaro
include Bhil Bhopa worship of Pabuji as a hero-god and deified ancestor, the worship
of different forms of Devi, and a reference to “all other gods”. Among the latter, the
poets perhaps count the triad Shiva, Vishnu and Brahma and, possibly, other
Rajasthani folk-gods like Devnarayan and Teja, though they are nowhere mentioned
by name. In the parvaro, some aspects of Pabuji’s medieval Bhil Bhopa cult and its
rituals are detailed, in particular the way in which Bhopas may have performed
healing rituals in the past and the importance accorded to temple drums. This poem
provides evidence for the medieval status of the Bhil as Pabuji’s priests, healers and,
perhaps, the medieval performers of a devotional and ritual epic which (like the
extant epic tradition) centred upon the worship of Pabuji.

To conclude this summary, I will once more discuss the imagery contained in
the shorter compositions dedicated to Pabuji even if not all included imagery is
clearly identifiable as “religious’. Especially gif I, with its focus on the martial ideal
of protection and on tales of camel robbery, seems a straightforwardly martial, and
not religiously inspired, poem. It, moreover, appears to be one of the few studied
compositions that is not related to goddess worship, for Pabuji’s battle death is not
mentioned. Nor does this git contain other similes which would allow an
interpretation of Pabuji’s heroism in terms of Shaktik ideals of sacrifice. Git I does
seem to be reminiscent of classical epic culture as could be read from the poet’s
reference to Lamka (lamka), the place where Pabuji is said to have robbed a herd of
she-camels, and which could, of course, be interpreted as a reference to the demon-
king Ravana’s island Lamka in the Ramayan. The use of “pachim” in verse-line 4,
however, implies that Lamka was pictured as a place in the west or an unspecified
“western region”. Because of allusions to Pabuji’s theft of camels from Sindh in
other medieval and contemporary versions of this story, it seems more probable that
“Lamka” did not refer to Ravana’s island but to an actual place in an unspecified
region west of Kolu. Perhaps the medieval poets, like today’s Bhopas, meant to refer
to villages named Lamkesariyo or Lamkiyo which (depending on the version of the
story) are thought to be located in Sindh, Kacch, southern Rajasthan or South India
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(Smith 1991: 83).*”! But, since contemporary performers of Pabuji’s epic do identify
the Lamka of Pabuji’s story with Ravana’s Lamka, one could imagine that the poet
of git I meant to connote both mythical and actual geography by comparing Sindh,
the region where Pabuji’s rivals held sway, with the Ramayan’s Lamka, the
kingdom of Ram’s enemy, the demon-king Ravana.

Git 111 offers evidence for medieval Pabuji worship in Kolu. This composition
also seems to document how some poets may have aimed to establish a link between
the Rathaur hero-god, on the one hand, and Shiva and Devi, on the other, by
comparing Pabuji’s heroic qualities to Shiva’s asceticism and Devi’s magnificence.
The poet of git III further compared Pabuji’s religious influence or worldly power to
the Nath’s Gramth. And he matched Pabuji’s strength up to Arjuna’s bow by pairing
the “Wielder of Spears” Pabuji with the “Bowholder” Arjun from the Mahabharat.
Another reference to this epic is found in duha 11, the poet of which likens Rajput
warriors to the heroes of the Mahabharat and the local battle at Kolu with the battle
of Kurukshetra. The poet of gir IV, lastly, stated that Pabuji earned his fame by
waging a war in order to protect the Charan’s cows. Though neither Charani Deval
nor Shakti have been evoked explicitly, Bamkidas’s poem does connote the ideal of
sacrificial heroism by portraying Pabuji as a warrior-hero who sacrifices his life in
battle by giving up his marital happiness. Thus, I feel, one may imagine that
Bamkidas, like other medieval poets, was perhaps also inspired by Shaktik ideals even
if he did not refer to goddesses directly.

Pabuji’s temple

The above-surveyed religious strands coming together in Pabuji’s medieval tradition
are also part of the present-day epigraphical records, shrines, hero stones and
worship practices at the Kolu temple, the contemporary centre of Pabuji worship.
The extant temple lies in the middle of a sizeable orhana (auran), a vast sandy plain
cut in two by the metalled road which connects Jodhpur with Phalodi. Small flocks
of goats, sheep, camel and oxen graze among the orhana’s weathered shrubs and
trees and beyond where the sandy planes of the Thar Desert extend in all directions.
Surrounding Kolu, scattered among small sand dunes, one finds tiny lakes, caves
situated in red rock formations jutting out from the yellow sands, and numerous hero
stones (devalis and small cenotaphs (chataris). The devalis and chataris serve to
commemorate the deaths of warriors and other local heroes and heroines, like satis,
widows who immolated themselves on the pyre of their husbands or to honour the
collective jauhar of Rajputnis which they performed upon hearing the news of their
husbands’ (impending) defeat and death in battle (cf. Tessitori 1916: 109).4”> The

47! In their performance of the byava rau paravarau discussed below, the contemporary Bhopas of the
Kolu temple refer to Lankitale as the place which was robbed of its camels by Pabuji.

472 Reportedly, mothers who burnt themselves on the pyre of deceased sons can also be honoured with a
devall.
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hero stones and cenotaphs are most often found near wells, either old wells which
have fallen to disuse or newer wells from which people still draw water. The old,
abandoned well opposite the Pabuji temple’s main entrance is now said to be the
source wherefrom Pabuji watered Deval’s cattle and where the final battle between
Pabuji and Jimda Khimci took place.

Village Kolu is made up of numerous hamlets of round clay-huts with matted
roofs and/or square brick houses that lie scattered throughout the desert at
considerable distances from each other. The huts and houses are surrounded by
sandy fields where pumpkins and barley grow, if the rains permit or household
finances allow for the purchase of water to irrigate the fields.*’”* Kolu has a sizable
population of cattle-keepers and farmers who claim Dhamdhal Rathaur Rajput status
and/or Bhil ancestry, a few households of Jat, Dholi and Nath communities, and a
small number of villagers who refer to themselves as Purohit.*’* The senior priest of
the temple, the knowledgeable Rajput Tulsi Singh Dhamdhal Rathaur, counts
persons of all social strata as visitors to the Kolu temple, except for the formerly
untouchable community of Meghwal who used to be, and often still are,
leatherworkers. Though the latter do now present their offerings at Pabuji’s temple,
they do not cross the temple altars’ thresholds.*"

Among regular visitors to the temple are Rathaur, especially of Dhamdhal
ancestry, and Jat, Nath and Purohit devotees. Mishran Charan who converted to
Islam and Sindhi Muslims also visit Pabuji’s shrines. During Navratri, people of all
kinds of caste backgrounds from all over Rajasthan, and a few from neighbouring
states and even from Kolkata, attend the celebrations at the temple. Devotees from
all over Marwar visit Kolu throughout the year. Newly-wed men, for example, visit
the temple to circumambulate Pabuji’s altars with their brides, before taking them
home to their parents’ houses. The borders of the brides’ dress are tied to the
grooms’ clothing and they thus lead their wives around the temples, hoping to
ensure a long marriage. Women who wish to become pregnant or who desire male
offspring come to tie small strips of cloth to the red temple’s window bars,
promising to return to the temple with offerings for Pabuji, after their wish has been

473 During my visits to Kolu, the villagers were struggling with the consequences of four years of drought,
and were busy opening up old wells in the hope that the old wells could provide water as the new wells
had dried up. Those people who could afford it would water their cattle and small fields with water
bought from private entrepreneurs who brought it in tanks from Phalodi.

474 Jat communties are traditionally classified as agriculturalists in Rajasthan, but in the desert they (like
all other inhabitants) have to combine agriculture, cattle keeping and trade to survive the harsh climate.
Dholi are performers of folk songs usually accompanied by drums. Nath are followers of Gorakhnath or
other Nath guru’s. Rajpurohit are now defined as the erstwhile priests at Rajput courts; they now claim
Brahmin status and are the genealogists of Bhil communities in Kolu.

475 Tt is the constitutional right of Megwal to visit temples, but I gathered that old habits die as hard in
Kolu as anywhere else. By way of compromise, formerly untouchable devotees can come up to the
temple compound but cannot, like other devotees, enter Pabuji’s shrines to genuflect and personally offer
prasad. Instead, they are required to hand over their gifts to the priests who will offer them to Pabuji’s
hero stones on the main altar.
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granted. Pabuji’s Rebari devotees also visit Kolu, but no longer, like in the past,
bring along their camel (dromedary) herds to take the round of the temple compound
and thus ensure the lasting good health of their animals or seek the hero-god’s help
in curing camel diseases. Until two decades ago, the Rebari were rather welcome to
bring their herds along, the temple priests indicated, but now fodder has become
scarce and there are no longer enough trees and shrubbery for the camels to graze

On.476

s

Vishnu’s Varaha avatar at the Kolu temple.

476 My questions about this matter received indirect answers, which gave me the impression that, just like
elsewhere in Rajasthan, there is a growing tension between the inhabitants of Kolu and the Rebari. With
the development of irrigation and agriculture, grazing-lands have become scarcer in Rajasthan. But since
irrigation and agriculture were not at all developed in Kolu, the apparent tension between more or less
settled graziers and farmers, on the one hand, and pastoral-nomadic Rebari, on the other, should probably
be attributed to the ongoing process of desertification and the resulting dearth of fodder in Kolu (cf.
Gupta 1991: 325-40 and Robbins 1998: 86).
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Within the Kolu temple compound, two shrines or small temples have been built
next to each other, both with a rectangular sanctum topped by small pavilions with
embellished ceilings and outer walls. As noted in chapter 5, the oldest, “red temple”,
is thought to have been constructed in 1458 on initiation of a warrior-patron named
Dhamdhal Khimamra. The second temple, the “white temple”, was built more
recently, probably in the eighteenth century. Within the compound, hero stones for
Pabuji and his Thori companions, the Nath ascetic Jhararo-Rupnath and a carving of
a goddess’s trident are found. On the outer walls of the temple, depictions of
classical gods like Vishnu, Shiva, Parvati and Ganesh are found. The daily pijas
(worship services) for Pabuji are at present performed in the red temple, in front of
an altar containing numerous old and new devalis depicting Pabuji, most often as a
warrior carrying a lance and/or sword and shield and seated on a horse. On some
hero stones, Pabuji is accompanied by one or more Bhil retainers who carry bow and
arrows.*’” In front of this collection of hero stones, a flame is kept burning with daily
offerings of incense. One devali carries a rudimentary carving of a trident, evocative
of Shakti and Charani Sagati Devi. As remarked in the previous chapter, there
appear to be no other devalis which could be related to Charani Deval.

On the outer walls of both temples, several stone images of classical deities
are found. Carvings on the exterior of the red temple represent Vishnu’s Narasingh
avatar, Varaha avatar and a third image that is no longer recognizable. On the outer
wall of the white temple, much eroded stone depictions portray a man (or woman)
wielding a sword, a man with a smaller figure on his right knee (probably
representing Shiva and Parvati) and an image of Ganesh. Other images of classical
gods are found on commemorative pillars (kirtistambhs), including a four-sided
pillar in the middle of the courtyard bearing the image of Ganesh, a weathered image
of a man or woman with a trident and two unidentifiable carvings that are eroded
beyond recognition. The kirtistambh, left of the white temple, has four sides with
images of gods that the Pujaris were no longer able to identify, except for a worn
image of Ganesh, recognisable only by his trunk. These carvings are not used as
objects of devotion. It is unclear whether they have ever been used for devotional
purposes in the past. Today, Kolu’s priests and devotees do not seem to relate the
temple-carvings depicting Vishnu or his classical avatars to Pabuji’s role as an
embodiment of Lakshman.*’® The main objects of devotion are Pabuji’s hero stones

477 Several hero stones carry inscriptions which date them to the sixteenth, seventeenth and eighteenth
centuries. Most hero stones, however, are undated or so weather-beaten that it is difficult to read their
inscription. The devalis kept at the Kolu temple show remarkable differences in style and iconography,
seemingly representing different historical representations of Pabuji. As I am not an archaeologist or art-
historian, I can only guess at the historical context and/or social groups which the different styles may
represent. My guess is that some of the bare, unadorned devalis represent “early” perhaps “tribal”
renditions while the more ornamented and highly crafted devalis perhaps represent a regional Rajput style
or school and later medieval iconography inspired by Mughal depictions of warriors and their horses.

478 Avatar-linkage can be very clearly read from the iconography of the Pabuji-Lakshman temple at
Pushkar. This brand new temple, which I visited in 2000, was built by the Rabari Sammelan, a modern
Rebari caste association. In this temple, Pabuji is unambiguously worshipped as an incarnation of
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positioned on two ledges of the red temple’s altar. On the highest ledge stand three
hero stones with Pabuji’s image, of which only the inscription on the middle one is
(partly) readable, dating it to Samvat 1770 (1713 CE). On the lower ledge, four
more hero stones depicting Pabuji stand together with one hero stone dedicated to
Pabuji’s nephew Jhararo, with inscriptions that have become illegible.

Jhararo has been represented as a small figure with long hair, a severed head
(identified as his uncle Jimda Khici’s) in one hand and a water pot or begging-bowl
in the other. In his ears, Jhararo wears the traditional Kanpathi Nath yogi earrings.*”
Nath relations with Kolu may be dated to at least the eighteenth-century, judging
from the inscription on a memorial pillar in the centre of the temple compound that
documents that it was erected in 1709 by one Narottam Nathji, the son of Karni Dan,
a Paliwal (a title which commonly refers to Brahmin Purohits from Pali).*
However, the present Pujaris of Kolu remember Narottam Nathji a Rajput priest
who was converted and became a member of the Kanpathi Nath. Today, he is
thought of as a Kanphati Nath yogi (Paliwal, jati Dharmath) from Savarije, a village
neighbouring Kolu.

Though I have not been able to talk with Jhararo’s Nath devotees, it even so
became clear that the Nath now worship Pabuji’s nephew as the Nath Yogi Rupnath.
This boy-yogi is worshipped in the Kolu temple and at his own open-air altar
(bhakhart) on a hillock in the desert, some thirty kilometres away from the Pabuji
temple. During Navratri celebrations, I was told, Nath yogis come all the way from
Kashmir to visit Rupnath’s desert shrine since they believe it to be the site where
Rupnath attained samadhi (spiritual liberation) after “seven years” of meditation.
His shrine is also believed to be the spot where Rupnath departed for heaven, seated
on his horse. During my visit to the bhakhari, villagers passing-by were eager to
show me where Rupnath’s foot left an imprint in the rock and also pointed out the
hoof marks left behind by his horse, indicating round blotches in the rocky surface.
At the open-air altar, there are no images of Rupnath as a child-yogi, carrying his
uncle’s head, like in the Kolu Pabuji temple. The two hero stones worshipped at the
open-air altar depict Rupnath in a fashion equal to Pabuji, i.e. as a horse-rider,
holding a weapon, probably a dagger, in one hand.*®" A small cave in the rock
underneath the altar was pointed out as Rupnath’s ascetic-hearth (dhiini). It now also

Lakshman. Not one traditional hero stone or statue of Pabuji is found in this temple compound; instead
the altars house big brightly-coloured plaster statues of Lakshman, Ram, Sita and Hanuman.

479 These three symbols, by which Jhararo is usually recognized, are not found on another hero stone
identified as Jhararo’s and kept in the temple’s side-wing. This stone represents him as a lone standing
figure without any attributes.

480 A very weathered inscription which I render as follows: “1767 vaisak sudhi 6 Sri pabuji mahardja
karnt danda putra paliwala jatt dhamatha gaom savarije narottama nathaji maharaja di raja Sri Sardara
simghaji re vara mem”.

81 When I was at Rupnath’s bhakhart, a young Pujari from the Kolu temple came along and officiated at
the altar, offering prasad to Jhararo on a makeshift fire and ringing the copper bells, which hang from
surrounding shrubbery.
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serves as a place of worship for Nath yogis and for members of all castes in the
neighbouring villages.

~ Rupnath’s bhakhart.

Thori shrines

Opposite the entrances of both the red and white Pabuji temples, rectangular stone
slabs carrying the images of Pabuji’s seven Bhil or Thori companions have been
positioned. The carvings have been elevated on small pedestals roofed by chataris.
One pedestal stands opposite the entrance of the white temple, the other opposite the
red temple’s entrance, their chataris contain respectively two and one stone slab
with the images of seven bearded men with bow and arrows. Rajput and Bhil
devotees at Kolu identified these men as Ishal, Vishal, Kaku, Baku, Harmal, Camda
and Dema, the seven Thori archers who fought alongside Pabuji.*s? The stone slabs
serve as shrines where especially Bhil devotees worship the Thori.*®* It is here, next
to the Bhil shrines, that Pabuji’s contemporary Bhil Bhopas (priestly performers) sit
and stage the paravaraus that are part of Pabuji’s mata (drum) epic.*®* The Bhil
Bhopas of Kolu hold that it was Pabuji who appointed their forefathers, the Bhil
archers, to perform the mata epic. Several stories are told to explain how this came

482 At times, Harmal is also identified as a Rebari warrior.

483 After paying their respects at Pabuji’s altars, most devotees also visit the Thori shrines and stand in
front of them with folded hands. Some devotees genuflect in front of the Thori shrines. During nightly
performances, a small oil-lamp was lit in front of the shrines, similar to lamps lit in front of Pabuji’s altars
on such occasions.

484 T use paravarau to refer to the contemporary mata tradition and to differentiate between this tradition’s
paravaraus and the earlier-discussed medieval parvaro.
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about. One tale commemorates how Pabuji ascended to heaven during a competition
with Sumra Bangra (a Muslim pir and small-time ruler from Sindh) and refused to
come back down to earth again until the Bhil played their drums. Another story
traces the beginning of the mata tradition to the time when Pabuji, upon receiving
the mare Kalvi from Deval, ascended straight to heaven on his steed. In heaven, the
horse was tied to Indra’s throne and Pabuji could therefore not return to earth.
Acting upon Deval’s advice, Pabuji’s seven Bhil archers then covered earthen pots
with the Charani Sagati’s shawl (orani,) converting them into drums (mata) that
they played while burning incense, and thus brought Pabuji and Kalvi down.

Only a few members of Kolu’s Bhil community, said to consist of 80 to 90
houses or extended families, now perform the mata epic. They are referred to as
Bhopa (priestly-performers and devotees), Ganewalle Thore (singing Thori), mata
Bajane-walle (mata players), and Bhagats (Bhaktas) or devotees of Pabuji and the
Bhil archers. The mata players identify themselves first as Bhil and secondly as
Thori and Bhopas.*®> It seems that the medieval designation Thori (“thief”) is not
translated in a derogative manner in Kolu, but is understood as the historical name
for Pabuji’s heroic Bhil comrades, especially the Thori Camda, Pabuji’s faithful
commander, whose deeds are remembered in terms of Rajput-like valour.*3¢ The
Rajput patrons of the Bhil Bhopas further define them as members of the gayak jatr
(professional singers and performers) and as Pabuji’s Sevaks or Pujaris (devotees
and priests).

No oral tradition seems to exist which still contains legendary or other
recollections of early Bhil history, at least none that could be shared with me. When
asked about the initial stages of their history in Marwar, the Bhil of Kolu answer that
their early history is “too long ago to remember”. Some references to Bhopas are
found in eighteenth-century temple inscriptions. In the white temple, for example, an
inscription on a yellow devalr dates it to Samvat 1770 (1713 CE) when it was
donated by one Bihari Das during the reign of Ajit Singh. In an unclear reference the
name of one “Bhopa B(h)agachamda” is also mentioned. It has remained unclear,
however, whether this Bhopa was Bhil or, like today’s priests, Rajput or other
devotees who referred to themselves as Bhopa.

During my fieldwork, I became acquainted with two families of Bhil mata
players in Kolu: the brothers Asha Ram and Bonne Ram, and the brothers Khumbha
Ram, Rupa Ram and Jetha Ram, all aged between 45 and 50 years, married and

485 Bhopa is a title, which can also be used for Pabuji’s devotees of any social group, including Rajput
priests and lay devotees from different caste backgrounds who call themselves Bhopa.

486 Thori was traditionally a term used for hunters. With the establishment of Rajput rule in the area, the
title probably gained a derogatory meaning, namely ‘thief’. The Bhopas of Kolu, however, appear to use
the title as a honorific, along with titles like “Samat” (warrior) and “Samvala” (dark, black). The latter
name is also used for the blue god Krishna, hero of the Ramayan epic (cf. Visvambhara 1997: 25-29). The
par Bhopas interviewed by Smith in 1991, on the other hand, seemed to prefer the title “Nayak™ while
this name is not used by the Bhil Bhopas of Kolu who think of Nayak as a title which the Banjaras started
to use for themselves after they settled down to agriculture.
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fathers. Asha Ram and Jetha Ram were considered the most able performers as they
know more episodes than the others do. The two families Ram both listed four
generations of male family-members who played the matas at Pabuji’s Kolu temple
and who (like the present-day mata players) learned their art from their fathers. Only
male Bhil play the mata, women are not allowed to touch the drum or sit next to it
during performance. The extant mata epic as performed in Kolu, does not seem to
know any written text. All previous generations, like the present performers, were
7 Today the sons of the mara players do learn how to read and write at
school. Although Asha Ram still instructs his sons in the performance of the epic
since Pabuji is their family’s istadev (chosen deity), he would nevertheless prefer his
offspring to find a job “in the city” and get on in life.

The mata players keep Pabuji’s tale and stories about their Thori ancestors
alive through the oral transmission of paravaraus and explanatory stories that are
not part of the mata epic but are told to expound upon the meaning now attributed to
Pabuji’s tale.*®® The Kolu Bhopas define “paravarau” (“great deed”) as a narrative
about Pabuji’s heroic deeds on earth, when he was alive. Every Bhopa knows a
different amount of (and different versions of) paravaraus.*®® In theory, the mata
epic knows 24 paravaraus, but it is not clear how many episodes Pabuji’s mata epic
in actual fact contains since the number of episodes listed by the Kolu mata players
most often referred to symbolic figures and not to the total of episodes that they
could really perform. The mata epic is “fully cultic”, i.e. it is only performed in
ritual settings.

The Ram brothers perform their paravaraus in pairs while seated next to the
Thori-shrine opposite the main (red) temple. Each performer accompanies the sung
poetry-text of the paravaraus by playing two matas, drums made of earthen pots
covered with goatskin. The matas are bought from a potter’s family in Kolu
specialized in making them and then covered with hides acquired from goats that
have been sacrificed to the Goddess. To underline the special qualities of their
instruments, the mata players stressed the fact that they do not use just any hide, like
those that can be bought from the market. The drums are unique instruments, the
Ram brothers explained, and indispensable for the performance of Pabuji’s epic
since Pabuji’s epic can not be performed properly or brought to a propitious end
without the matas. Till today, the Bhopas’ drums are said to “bring Pabuji down

non-literate.

87 The Ram brothers of both families hold that the paravaraus performed by them were composed by one
Charan Napaji, a horse trader who composed a prayer to Pabuji during a period of famine. Pabuji came to
his rescue and granted him (cattle) wealth. Whether Napaji composed the text in writing or orally seems
to be no longer known.

488 The recordings of the mata epic under review were made during the celebration of Navratri at Pabuji’s
temple in Kolu in the “great months” of Bhadavau (August-September) and Asoj (September-October).
Subsequently, I regularly visited the Kolu temple to record mata performances at the time of daily
worship or as a patron of mata concerts when the drums were played exclusively for the benefit of my
research.

489 Paravarau is also defined as an episode, the characteristic “building block” of epic narrative cycles.
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from heaven”, a reference to the legendary origin of the mata tradition, which (as
noted just now) is believed to have been born when the Thori brought Pabuji down
from heaven by beating their matas.

The drums are most commonly played in the course of daily pijas, usually at
daybreak and at sunset when the Rajput priests perform arati (worship ceremony) at
the main altar. Such performances include the occasional singing of (parts of) a
paravarau®® A comprehensive performance of more than a few paravaraus is
usually staged during devotional ceremonies like the celebration of Navratri in Kolu
when jagran (all-night performances) are staged.”! The jagran recorded by me
began at sunset and lasted until well after midnight. Before the performance began,
oil-lamps were lit in front of Pabuji’s temples and the Thori shrines. The audience
was primarily made up of men, village elders and the Rajput priests of the temple.*?
In addition, all night, male villagers, the herders of cattle and other passers-by kept
dropping in to visit the shrines and listen to the mata performance for a while.*?

Contemporary paravaraus

To understand some aspects of contemporary worship practices at the Kolu temple,
in particular the worship of Thori warriors by Bhil Bhopas, I will now briefly
discuss the content of the four mata paravaraus that I recorded (1999-2001) titled:
Jalama rau paravarau, Byava rau paravarau, Vahara rau paravarau (also referred
to as Dhaimba rai sirapamna rau) and Jhararaji rau paravarau.** 1 have not yet
been able to undertake a comprehensive analysis of all the paravaraus’ content,
form and performance context. What follows, therefore, is no more than a first
attempt at describing the episodes’ content. The performance recorded by me began
with the Jalama rau paravarau, dealing with Pabuji’s birth story. The first five
verse-lines of this episode are an elaborate description of the celebrations
surrounding Pabuji’s birth, during which auspicious songs resounded in Kolu, a

40 The Rajput temple priests do not take part in the mata performance, but at sundown junior Rajput
priests blow conch-shells, ring temple-bells and forcefully strike a large temple drum in unison with the
Bhopas’ thunderous pounding of their matas. Afterwards, the priests distribute prasad among the mata
players, villagers and temple staff present.

1 The mata epic is also performed at the request of Pabuji devotees in their homes in Kolu and
surrounding villages, usually during Navratri. This aspect of the performance has not been part of my
fieldwork.

42 Women visit the temple during the day and are escorted by their husbands or other family members.
The nightly performances witnessed by me were not attended by village women. At first, I sat on a carpet,
far from the mata players. The all-male audience politely ignored me. Later on, I was asked to take a seat
nearer to the mata players. My fellow audience continued to kindly ignore me.

43 Every so often, the nightly performance was interrupted when its audience and performers shared
prasad and smoked bidis or a hugqa. Around ten o’clock a long dinner break was held. After the
performance had ended all the oil-lamps were extinguished, the doors to the main altars closed and the
temple gate locked.

44 My understanding of the recorded paravaraus is for the most part based on their transcription and
Hindi rendition by Subh Karan Deval. Their transliteration can be found in the appendix.
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golden plate (thala) was beaten, and women danced to its beat, while their ankle
bells filled the air with a sound “sweet as nectar”. Then, pearls are offered to the
infant prince to celebrate that “Pabuji has taken birth as a son in the house of
Dhamdhal” (v. 1-5). The boy is bathed in a golden utensil and wrapped in yellow-
coloured silk while his father Dhamdhal has brown and white sugar distributed
throughout Kher,*” to the king, his feudal lords and all other inhabitants of the realm
(v. 6-10). The Bhopas describe in some detail how the news about the “auspicious
occasion of the birth of a son” is received (v. 11 to 15). The Raja rewards the bearer
of the good news with dried fruits, golden earrings and, upon the messenger’s
request, also gives him golden bangles. To Dhamdhal, the Raja sends a Brahmin
messenger (Ravat) to convey “hundreds and hundreds” of good wishes.*® The
assembly of the feudal lords also thank Dhamdhal’s messenger a “thousands times”
for the happy news he brought and offer him dried fruits, a colourful turban and a
gold-plated coconut.

In the next verse-lines (16 to 21), it is described how the messenger (now
referred to as the astrologer Joshiji) returns home, visits Dhamdhal’s house and
reads Pabuji’s horoscope. The mata players start out by describing how Joshi takes a
hasty bath, washes his clothes, ties his turban and worships the god Asutosh.
“Looking very handsome”, Joshi then goes on his way taking along his horoscope
book. When the royal priest (Rajapamdit) arrives at the house of Dhamdhal’s father
Asthan, he finds him seated on a carpet surrounded by all his family members.*”’
Then Pabuji’s birth horoscope is read (v. 21 to 24). The Joshi proclaims that Pabuji
has been born at a very auspicious time and enumerates the propitious omens
surrounding Pabuji’s birth; the child was fed milk by a lioness and he was
surrounded by fragrant Kesar trees, like a god. Upon being asked about the boy’s
future, the astrologer tells the family that Pabuji is an incarnation of Lakshman and
he predicts that Pabuji will ride a horse named Kalvi Ghori and will be accompanied
by Bhil heroes named Dhembo and Sonal.*”® Joshi also foresees that Pabuji will
attain martyrdom in the course of protecting cows. In the last verse-line (25), the
mata players dwell on Pabuji’s name-giving ceremony during which Joshi
prophesies that the newborn will become famous under names like Pabu Bhalalau
(Spearwielder Pabuji), Lakshman Avatar (Lakshman-incarnate), Kamlaputra
Gaurakshak (Kamla’s son, the cow protector).

495 Kher, the name of early-medieval Rathaur territory.

4% During their performance, the mata players referred to the “Brahmin messenger” as a Ravat (a jajaman
of Charan poets), an astrologer (Joshi) and royal priest (Raj-pamdit).

497 Asthan asks Joshi to join the family and sit with them on the carpet, but the astrologer effusively
declines, saying that for him a bhdjota (a round, wooden slab covered with yellow-coloured cloth) would
suffice. This verse-line may be read as the astrologer’s oblique refusal to share a carpet with Rajput
warriors.

48 Sonal does not play any role in any of the mata paravaraus recorded by me, while Camda, who does
figure prominently in the byava rau paravarau, has not been mentioned in this episode at all.
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The next episode, the byava rau paravarau, tells the tale of Pabuji’s wedding. In the
opening-lines, the Bhopas explain that the Thori heroes Camda and Dhembo are
Pabuji’s spiritual brothers because Dhembo embodies Bharat, and Camda embodies
Shatrughan, Lakhsman’s two brothers.*” Camda and Dhembo are portrayed as
Pabuji’s faithful bodyguards who always move one step ahead of their lord to assure
that no harm will befall him (v. 2). In verse-lines 3 to 9, the preparations for Pabuji’s
wedding are elaborated upon. The mata players recount how Camda distributes rice
yellowed with haldr (tumeric) to invite people to Pabuji’s marriage party. All gods,
town-dwellers, brothers and relatives of the Rathaur dynasty (and their sisters and
daughters) are invited. In the meantime, Pabuji is dressed as a groom and seated on a
platform (sringara chowki). Dhembo helps Pabuji dress. The hero looks like a “full
moon among stars”.® On Pabuji’s request, Camda surveys the arrival of the guests.
Durga arrives riding her lion and Sarasvati travelled to Kolu by goose. The great
hermits Mehaji Mangaliya and Harbhu Shamkla have also come, as have the
chieftains of all Rathaur clans. Only Pabuji’s brother-in-law, Jayal’s lord Jimda, is
not present. But Jimda did dispatch a spy, a man in the disguise of a yogi, to satisfy
his curiosity about Pabuji’s marriage party. Camda recognises the “odd yogi” as a
spy and brings him in front of Pabuji, proposing to pierce Jimda’s scout with a spear
and thus “send him to heaven”. But the “great kind-hearted Pabuji” shows mercy
and treats Jimda’s emissary with “guest-like respect”, offering him a horse to ride on
and a golden ring, thus winning the spy’s heart. Then, flags are hoisted, music
instruments resound, women sing auspicious songs and Pabuji’s marriage party sets
out for the bride’s house.

The following verse-lines of the byava rau paravarau (v. 10-27) do not, as
one may expect, deal with Pabuji’s wedding but with a dialogue that unwinds
between Pabuji and Charani Deval, who halts the hero’s marriage party on the way
to Umarkot. When Camda asks her what marriage-gift (nega) she has come to claim,
wearing a black-coloured dress and thus representing a bad omen for the marriage
party’s progress, Deval (“who is Parvati incarnate”) says that she has not come to
claim a gift but to ask who will protect the fort in Pabuji’s absence. When she hears
that only Pabuji’s elder brother Buro remains behind, Deval protests because
Pabuji’s marriage party will not be complete without his elder brother. The mata
players make it clear that the real reason behind Deval’s objection is the fact that she
has little faith in Buro since his and Jimda’s cattle herds are grazed together, i.e.
Buro is in league with Jimda. Deval therefore asks Pabuji to leave Dhembo behind
to protect the fort. But Pabuji refuses, saying that without Dhembo, there will be no

49 This renders the Thori heroes Pabuji’s mythical blood relations since Pabuji is seen as Lakshman
incarnate. Likewise, the folk-god Baba Ramdev and Pabuji are at times also presented as brothers, when
Ramdev is identified as an incarnation of Ram and Pabuji-Lakhsman as Ramdev’s younger brother.

590 A phrase also used in chamd I (v. 47): “47. suharam camdiyau ina riipa sajhe, mila ptinima camda
niksatra majhai”, where it applied to Camda.
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one able to consume the huge quantity of opium with which the bride’s party will
welcome them.

Deval then insists that Pabuji leaves behind the warrior Camda, or Salkha, or
the Rebari Harmal. Pabuji again protests and says that he cannot possibly leave
those three warriors behind either. Camda is needed to distribute the presents among
the bridal party and Salkha has to interpret the omens they will meet on the way.
And Harmal cannot be dispensed with since he will guide the marriage party to
Umarkot. When Deval inquires how Harmal, who is still a boy, can guide the party,
Pabuji answers that it was Harmal who showed him the way when he went to
Lankitale to rob camels and that Harmal has been his “path-leader” ever since.
Finally, Deval asks Pabuji to return the mare Kalvi to her, so that the horse can
protect the fort. Pabuji turns her down once more. He cannot give her the mare, says
he, since he has pledged to protect the cattle of his protégés with his life and he
needs the mare to do so. Then who will protect her, Deval asks, after Pabuji has
taken along everybody to Umarkot? Pabuji assures her that he will protect her
himself. Deval just has to climb on top of Kolugarh’s Gunjave well and call out for
help and he will immediately come to her rescue. When Deval doubts whether her
voice will bridge the distance between Gumjave and Umarkot, Pabuji tells her to
take on the form of a bird and fly to Umarkot to ask for his help herself. Thus, after
Jimda robs Deval’s cows, she takes on the form of a bird and flies to Umarkot where
she perches on the fort and calls out for help. The mata players concluded this part
of their performance by describing how Pabuji, on hearing the bird cry, leaves his
bride without completing the prescribed rounds around the ceremonial fire and sets
out to protect Deval’s cows (v. 27).

The third paravarau recorded by me, vahara rau paravarau (also referred to
as dhaimba rai sirapamna rau) tells the story of Thori Dhembo and his battle with
Jimda. To begin with, it becomes apparent that Dhembo, who (it appears in this
paravarau) did get left behind to guard the fort despite Pabuji’s protestations in the
previous paravarau, grinds and consumes large quantities of opium (v. 1 to 8). Upon
becoming fully intoxicated, Dhemba decides to leave for the battlefield. First,
however, he pays a visit to Pabuji’s stepmother Kamladevi and asks her for her
blessings. Kamladevi, gauging Dhembo’s intoxicated and belligerent mood (he is
“overflowing with viraras”) begs him to spare Jimda and thus save her daughter
Pemal the sad fate of widowhood. “Vir Dhembo” rides his horse and joins Pabuji’s
army, “roaring like a bull”. Pabuji scolds Dhembo for joining him in battle instead
of staying behind and guarding the fort like he had been instructed to do. Dhembo
answers that he is more worried about Pabuji’s wellbeing than about the safety of a
stone fort. Dhembo asserts that Pabuji needs his help to win the battle since it was
only with Dhembo’s help that Pabuji could protect Hindu religion by punishing the
Yavans of Kacch and Multan who had killed cows and peacocks.

Verse-lines 9 to 18 relate how Dhembo (and not Pabuji) rescues Deval’s cows
and single-handedly challenges and eventually conquers ‘“cow-robber Jimda”.
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Dhembo challenges Jimda saying: “O Jimda! You have brought these cows this far,
but now this hero will not let you take them any further”. On hearing Dhembo’s
challenge, Jimda halts the herd and sits down to take rest, he then says to Dhembo:
“O Hero Dhembo! You people brought back your own lord, the incarnation of
Lakshman, unmarried. This is a great injustice!”. Dhembo answers: “O Jimda! Your
dynasty knows bachelors. We, however, accomplished our lord’s marriage in great
happiness”. Jimda then warns Dhembo to turn back for Jimda’s army is too big for
Dhembo to tackle it alone. Dhembo is not impressed and warns Jimda that he is only
alive because Dhembo’s promised Kamladevi not to render Pemal a widow. But the
promise does not forbid Dhembo to kill all Jimda’s soldiers. The Thori warrior
chivalrously gives Jimda a chance to attack first but Jimda’s “bullets and arrows”
cannot touch Dhembo for he has gained special powers through meditation. Then it
is Dhembo’s turn to attack and he kills Jimda’s younger brother Maimdarava,™' and
wipes out the Khici army. Only Jimda is left standing. Dhembo returns Deval’s
cows to Kolu, saying: “O Cow-mothers! You should be like arrows and move fast.
Do hurry up. I will take you to Kolu madh and offer you water from the Gunjave
well”.

In the last three verse-lines (19-21) of the vahara rau paravarau, Dhembo no
longer has any part to play. The Bhopas instead evoke Pabuji’s battle with Jimda’s
uncle Bhut Bhati from Thanot (near Jaisalmer). Bhut Bhati has marched upon Kolu
with “900 hero soldiers” in answer to Jimda’s call for help. The Dhamdhal and Bhati
armies clash at the Gunjave well. In the meantime, Deval (“who is the cause of the
origin and obliteration of this universe”) takes the form of a musk shrew
(chiichiimdara).>” With her sharp teeth, she cuts the bowstrings of the soldiers in
both armies, a subterfuge Deval employs because she wants all soldiers to take up
their swords and lacerate each other. And thus it happens: all soldiers die. The only
survivors are Pabuji, Jimda and Deval. Pabuji then asks Deval (who is again
acknowledged as Shakti incarnate by the mata players) for four boons: [1] he does
not want to remain a boy, nor does he want to become an old man; [2] he wishes for
divinity that will last as long as the earth and sky continue to exist; [3] he wants to
become invisible and thus be able to “see the world” without “earth-dwellers” being
able to see him; and [4] he asks for the ability to come to the immediate rescue of his
devotees when they find themselves in need of him. With these boons, Pabuji hopes
to become a man who can “influence Maya”, i.e. a man who can see through the
illusory character of the world as perceived by the senses.

The last episode discussed here is the jharardji rau paravarau about Pabuji’s
nephew, the child-yogi (balayogi) Jhararo. In this episode, the mata players portray
the boy’s initiation into Gorakhnath’s Kanpathi Nath sect (v. 1-48). Upon meeting
Gorakhnath and his caravan of disciples, Jhararo ignores the disciples warnings

0T Also referred to as “Maimda” and “Mayamda”.
92 Hindi chiichimdar refers to the Grey Musk Shrew (Suncus murinus) but is at times also rendered as
“Musk Rat” (personal communication A. van der Geer).
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about the fact that meeting a caravan of Sadhu’s is an ill-fated omen. Jhararo is not
frightened and expresses his wish to join the Nath travellers and learn more about
their Guru. The travellers tell him that Goraknath is a yogi with special powers.
When Goraknath performs a fire ritual, fire emanates from his ascetic hearth and not
clouds of smoke, like from other yogic hearths. And Goraknath does not wear a red
coloured loincloth, like other yogis do, but a yellow one. After the caravan has come
to a halt and Gorakhnath’s tent has been put up, Jhararo shakes the tent strings and is
brought in front of Gorakhnath. The boy then expresses his wish to become the
Guru’s disciple. Goraknath tries to make the boy realize that it is not simple to
become a Nath’s disciple. In order to wear the Nath earrings as a mark of initiation
into the sect, one’s earlobes have to be pierced with a dagger. And one also has to
strip naked in order to perform the Nath’s fire ritual. Jhararo is undeterred and
assures Gorakhnath that he will not feel any pain. He requests the Guru to pierce his
ears and to let him perform a fire ritual. Upon seeing the child’s determination,
Gorakhnath pats his head and makes him his disciple. When Jhararo’s ears are
pierced, not blood but milk flows from his lobes. Thus Jhararo proves that he is a
remarkable disciple, worthy of his Guru’s stature.

After his initiation, Jhararo (now named Rupnath) continues on his way to
Jayal to meet his aunt and take revenge on her husband (and Rupnath’s uncle) Jimda
Khici. This part of the paravarau (v. 48-57) provides a (to my mind) illustrative
example of the details with which the mata players narrate Pabuji’s epic. In verse-
lines 48 to 51, the mata players describe how Rupnath enters Jayal and camps in an
orchard which, after having remaining dry for 12 years, suddenly becomes green.
We learn that it is because of the boy’s “pious foot-dust” that the orchard revives
and bumblebees begin to circle its flowers. On hearing how the orchid has become
green again, Rupnath’s aunt (“Bua”) thinks: “A person of the Rathaur dynasty must
have entered the orchard, or else it could not have become green”. Verse-lines 52 to
57 portray the meeting between Rupnath and his Bua. When the two come eye to
eye, Rupnath turns his back on his aunt who then “lets a milk-stream from her
breasts flow towards Rupnath”. For, the mata players explain, Rupnath’s aunt knows
that “if the boy belongs to her parent’s family, her breast-milk will flow towards the
boy and touch him. But if the boy proves to be unrelated, her milk-stream will come
to a halt before touching him”. The moment his Bua’s milkstream touches
Rupnath’s back, he turns to face his aunt and looks at her. Then Bua understood that
this boy was indeed a member of her father Buro’s dynasty and that he had come to
take revenge for the death of Buro and Pabuji at the hands of Jimda Khici.

In verse-lines 58 to 75, the mata players continue with the story of Jhararo’s
revenge. We learn how his aunt leads Rupnath to where Jimda lays sleeping. The
balayogt seats himself on top of his sleeping uncle’s breast. When Jimda wakes up,
he at first ridicules the boy but soon discovers that Rupnath has miraculous powers.
Jimda then begs for mercy and promises to arrange Rupnath’s marriage with his
elder brother’s daughter if his life be spared. The boy pays no heed to Jimda’s words
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and beheads his uncle, spurred on by his aunt. When his aunt asks Rupnath for her
husband’s head (since she wants to become sati with it), Rupnath implores her to
become sati with Jimda’s headless body because he wants to take his uncle’s head
along to Kolu. The end of this episode, as told by the mata players, differs rather a
lot from the final events of the story about Jhararo as told in duha I. The child-yogi
sets out for Kolu carrying his uncle’s head and riding Buroji’s mare Dhela. But
before their destination is reached, Dhela gives birth to a foal at the site which is
now known as Rupnath’s bhakhari. In the last verse-lines (76-77), the mata players
remind their audience that Dhela’s footprints (and those of her foal) still mark the
rocks where Rupnath’s open-air altar is found today.

Geo-myth: the footmark of Rupnath at his bhakhart.

Attributed meaning

When asked about the meaning one may attribute to their performance, the mata
players recounted several additional, explanatory stories to shed light on the
significance of the above-described events. First of all, the Ram brothers, their
patrons and audiences, expand upon the importance of Pabuji’s battle with Jimda.*
The brothers do not, however, highlight the battle between the two protagonists but
instead accentuate the fact that Pabuji gave his word to Deval and kept it.** Most

393 1ike most conversations that took place during fieldwork, the talks I had with the Ram families in
Kolu were “group talks”. The recording of interviews invariably aroused the interest of villagers who
happened to pass by. The assembled audience would all contribute to the interviews, giving their opinion
on matters they felt strongly about.

% The importance of keeping one’s promise is also accorded special significance in Tulsi Singh
Rathaur’s version of Pabuji’s birth story (Kolu, June 2001). He relates how it is Pabuji’s mother, the
nymph, who vouches to return to Pabuji in the form of a horse in the herd of Charani Deval. In this tale
the fact that Pabuji’s mother gave her word is emphasized; the nymph incarnates as the mare Kalvi
because she “gave her word from her own mouth”. By becoming Kalvi, she was, moreover, instrumental
in securing Pabuji’s fame since Pabuji could not have embarked on his heroic enterprises without a steed.
Yet another reading was suggested by some bystanders, who held that the nymph’s incarnation as
Pabuji’s horse was in the first place motivated by a mother’s wish to be with her son and, secondly, by
her desire to see her son earn eternal fame in the world by protecting the poor and weak.
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significant, the devotees said, is the fact that the Rathaur hero died to keep his
promise. According to his devotees, it is this fact which sets Pabuji apart from all
other divine beings, whether classical Gods or folk-gods.”® Till today, the people of
Kolu feel, it is Pabuji they can trust upon in times of need. There is no other god
who comes to the rescue of his followers as swiftly as Pabuji does as is illustrated
with tales about the hero-god’s present-day miracles, commemorating the help
Pabuji extended to a brother, neighbour, uncle’s wife or niece’s husband. When, for
example, the brother of farmer Bhannai Singh fell into a well and couldnot get out
again, he only needed to recite Pabuji’s name for Bhannai Singh to happen to pass
near the well and hear his brother. The well was dug out and Bhannai Singh’s
brother, who had remained miraculously unscratched, was rescued.>*

The Ram brothers stress the selfless character of Pabuji’s deeds. Pabuji did
not (they say) battle or rob for his own sake to enrich himself or to acquire status,
but, on the contrary, fought solely for the benefit of others. He died to protect
Deval’s cattle, not his own. Evidence for his selflessness is also found in the idea
that Pabuji did not fight wars to conquer territory. The mata players relate how
Pabuji after defeating Rajput enemies re-installed them on the throne and gave them
back their land. Likewise, when the hero-god stole camels from Lankitale, he did so
out of altruism, i.e. to present the camels as part of the dowry he gave to his niece.>”’
The hero-god’s selfless sacrifice is also key to the Ram brothers’ understanding of
the vahara rau paravarau, notwithstanding the fact that this episode deals mainly
with the bravery of Dhembo and not with Pabuji’s heroic deeds. The Ram brothers
nonetheless feel that it was Pabuji who protected his half-sister from widowhood by
refusing to kill her husband Jimda. Thus the Rathaur warrior gained everlasting
fame and became a hero-god, say the Ram brothers, because he died to fulfil his
promise. The fact that Pabuji’s demise is not actually mentioned in any of the
performed paravaraus does nothing to diminish the significance the mata players
attribute to it.

395 See Smith (1980: 70) who points out that the importance attributed to giving one’s word or making a
vow is a common feature of South-Asian epic. In the Mahabharat, for example, the making and keeping
of promises can confer power to the person who undertakes such a task, as is the case with Bhisma’s vow
to remain celibate.

3% Similar stories are connected to individual hero stones at house altars in Kolu village. The middle-aged
Rajput farmer Bonne Singh relates how his grandfather found a Pabuji Devali and brought it home to
worship it. When a thief came to steal his grandfather’s solid-golden ring, Pabuji retrieved it and punished
the wrongdoer. Likewise, Pabuji is believed to offer a helping hand when someone is about to arrive late
for an important meeting, by speeding up his scooter or car. And the hero-god is also known to appear
when someone’s store of opium threatens to be finished, granting his devotees a fresh supply. These and
similar stories are told with much good-humour, so much so that I at times wondered whether some
stories were perhaps told to test my credulity.

307 According to Pabuji’s devotees, the medieval ideal of selfless sacrifice still informs present realities
though it is also clear that, in these days of Kaliyuga, it is no longer an ideal that many people aspire to
fulfil. The Ram brothers and their audience commonly agreed that it is rare today for any one, including
Rajput men, to act selflessly or to keep a promise. But if any one were to undertake a “big promise”
today, and manages to keep it, he or she will certainly become divine like Pabuji.
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The heroic roles attributed to Pabuji’s Thori warriors in the different paravaraus do,
in addition, function as a way to highlight the martial, Rajput-like characteristics of
the Thori whom the present-day mata players think of as their forefathers. The
warrior status ascribed to the Thori warriors (and consequently to the mata players)
serves to assert contemporary Rajput status, a claim that is underscored by tales that
illustrate that Pabuji saw his Rajput, Bhil and Rebari companions as equals.*® One
such tale details the selfless sacrifice of seven Thori grooms and their marriage
parties who on their way to their brides’ houses happened to pass by the battlefield
where Pabuji battled with Jimda. Pabuji, according to the custom which prescribes
that one should feed one’s guests, fed all the Thori and their parties and then sent
them on their way. But the Thori grooms and their guests insisted on joining Pabuji
in battle, saying that they could also fight in their marriage attire, just like Pabuji. I
was told that it is because of this legend that Bhil devotees are ceremonially fed near
the Thori shrines in the Kolu temple till date.

Another story told to confer high status to the Thori warriors and their
devotees recounts how, after Pabuji’s defeat, the blood-streams of warriors from
different social backgrounds began to mingle on the battlefield. When Charani
Deval tried to prevent the intermingling of blood by building small earthen dams
between the different streams, Pabuji’s voice was heard from heaven. He summoned
Deval to stop damming up the blood, since all who had fought with him had thus
demonstrated their martial valour, and were Rajput warriors. Hence their blood
should be allowed to mingle. This tale was explained to me in almost similar
versions by people of different castes, including Pabuji’s Rajput and Bhil devotees.
From the interpretations of these stories by different narrators, I gained the
impression that Bhil devotees told the tale to underscore Pabuji’s egalitarian outlook
on caste, while some of the Rajput who told the tale evoked Pabuji’s gallantry to
underline another aspect of the tale, i.e. the “glorious Rajput past” but not the
egalitarian implications of the story.

The Rajput priests and mata players in Kolu, upon being asked, also
elaborated upon whether narrative details of the medieval and present day poetry
and prose stories should be considered “true”. Especially Tulsi Singh Rathaur’s
viewpoint clearly illustrated the distinction made between what people hold to be
factually true and potentially true. The first category of truth includes anything
written in stone, like temple pillars’ inscriptions or other edicts in stone, since it is
held that their data cannot be changed easily and they therefore preserve what was
true in the past and is regarded nowadays as fact. Tulsi Singh Rathaur also put great
stress on the accuracy of the written word, especially prose chronicles, but did not

3% Some Kolu Bhil families claim Bhati Rajput origin and trace their family to the Bhati of Pokaran and
Jaisalmer but these claims are generally refuted by the priests of the Kolu temple. Though they do grant
that the Bhil are like Rajput (since they fought bravely at Pabuji’s side), and that the medieval Thori were
of Vaghela Rajput extraction, they at the same time doubt that today’s Bhil could be in any way related to
Rajput lineages.
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class the manuscript tradition of written Dimgal poetry among this category.’®

Dimgal poetry about Pabuji, like today’s mata epic, is considered part of orally
transmitted traditions. And oral data, the priests of the Kolu temple say, retain
symbolic meaning, not factual messages. This does not mean that oral transmissions
of either poetry or prose are held to be untrue. It means that the authenticity of the
tradition is not defined according to what people believe to be true. Accordingly, the
validity of tales told about Pabuji is assessed according to whom tells a story. In this
context, Tulsi Singh Rathaur put forward that the different stories about Pabuji
constitute different truths. There is the truth of Bhil devotees, who will elaborate on
the role of Thori Camda and his companions when they tell Pabuji’s story, but there
is also the truth of Rebari devotees, who will want to emphasise the role of Rebari
Harmal when they tell Pabuji’s tale. Likewise, Rajput renditions of the story will
stress the heroic example for their community set by Pabuji. And Charan poets will
highlight Pabuji’s protection of Deval and her role in the events of his life.

Avatar-linkage

An outstanding feature of the contemporary mata paravaraus, as compared to the
medieval Pabuji tradition is, of course, the manner in which Pabuji’s story is
connected to the Ramayan. In contemporary tales about Pabuji, he has come to
embody Ram’s brother Lakshman, an example of avarar-linkage that, as noted
earlier, cannot be read from the medieval Pabuji tradition. In the jalama rau
paravarau, Pabuji and Lakshman are linked in a rather straightforward manner. The
mata players name “Lakshman Avatar” as one of Pabuji’s titles together with names
like Pabu Bhalalau, Kamlaputra and Gau-Rakshaka. Avatar-linkage also serves to
relate other protagonists of the Ramayan and Pabuji’s story to each other, like in the
byava rau paravarau, where the Thori warriors Camda and Dhembo are explicitly
identified as incarnations of (respectively) Ram and Lakhsman’s younger brothers
Bharat and Shatrughan. In this context, the mata players explain that Pabuji and his
Thori companion are brothers in Pabuji’s story, just like they are in the Ramayan.
The par Bhopas reportedly consider Dhembo an avatdar of either classical epic hero
Bhim or Hanuman but the mata players do not make such a link. They see Dhembo
as an incarnation of Bharat. Their portrayal of Dhembo does, even so, evoke
physical aspects ascribed to Bhim, the insatiable and reckless Mahabharat

39 Manuscript versions of medieval poetry dedicated to Pabuji seem to play no part in Kolu. Smith’s
(1991: 18) information that a printed copy of a twentieth-century version of Pabuji’s tale is kept at Kolu
temple appears to be accurate no longer since neither the Bhil nor the Rajput priests had heard of this
poem. They had, however, heard of Nainsi’s sixteenth-century chronicle in which a prose-version of
Pabuji’s story has been recorded. On reading one of my copies of this tale Tulsi Singh Rathaur declared
himself to be rather disappointed since he had expected Nainsi’s written account to contain factual
information about the live and times of Pabuji. But Nainsi’s version of Pabuji’s story contained no details
that he did not know already through contemporary oral renditions. Therefore, Tulsi Singh Rathaur
assumed that Nainsi must have recorded in writing a prose version of a medieval oral poem.
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protagonist, who symbolizes “heroic excesses” as well as the physique of Hanuman,
Ram’s “immense and impetuous” associate (Smith 1980: 48-78). Dhembo (“the Fat™)
resembles this hero type because of his enormous appetite, in particular for opium,
and because of his physical strength; he single-handedly defeats Jimda’s army.
Along these lines, Dhembo’s martial valour could be characterized as irrepressible,
like the bravado displayed by Bhim and Hanuman. It seems to me, however, that the
mata players did not mean to portray Dhembo as a irrepressible in the sense of
recklessly irresponsible all the time for Dhembo does remain true to the promise he
gave Kamlade and did not kill Jimda thus sparing Pema the fate of a widow.
However, if the quoted similarities in the physical aspects of the two heroes are
sufficiently meaningful, we may think of these likenesses as possible narrative links
between Dhembo and Bhim which (as far as I can see) would be the only
straightforward allusion to the Mahdabharat in the paravaraus. Unlike the poets of
the medieval Pabuji tradition, the mata players appear to have been more inspired by
the Ramayan than by the Mahabharat.

The relation between the protagonist of the Ramayan and Pabuji’s epic is also
elaborated upon with explanatory stories that are not part of the mata performance,
relating the “unfinished business” of the Ramdayan with the events that unfold in the
paravaraus. One of these stories connects Pabuji’s wedding to the promise Ram is
thought to have given in jest to the demoness Supriyamkha (Shurapanakha) pledging
that she will marry Lakshman in a subsequent incarnation. Again, the fact that Ram
made a promise is given central importance. It is because of his pledge, the mara
players say, that Pabuji and Phulvamti take three rounds to complete the prescribed
four rounds necessary to wed Lakshman to Supriyamkha. This is so because
Supriyamkha had walked around Lakshman only once (instead of the prescribed
four rounds) when it became clear to her that he did not intend to marry her. When
she reminded Ram of his promise, Ram promised her Lakshman in marriage in a
next life. Hence, Lakshman incarnates as Pabuji and Supriyamkha takes birth as
Phulvamti, and together they complete the unfinished wedding ritual.

Avatar-linkage in classical epic and in Pabuji’s epic can be thought of,
following Smith (1980: 69), as an “apparatus of myth-making” that assists in
establishing causal links between events. From this angle, incarnations together with
curses, vows and the workings of fate can be seen as “narrative tools” employed to
create connections between protagonists and events in one epic or between the
protagonists and events of two different epics. The mata players use this tool to
connect the protagonists of Lakhsman’s and Pabuji’s tales by making the hero-god
wed Phulvamti, thus picking up where Ram left off when he promised Lakshman’s
hand to Supriyamkha. Such heterodox versions offer new interpretations of the old
facts of classical epic. As an example, Smith (1980: 68f) quotes heterodox readings
which propose that the goddess by incarnating as Sita who is then abducted by
Ravana did so to prompt Ram to act according to dharma and thus bring into being
the result required by fate, e.g. Ravana’s defeat. In this way, the goddess becomes



284 Chapter Nine

fate’s representative, or the “divine arbiter” of epic tales; she is the one who ensures
that fate can take its course. Smith (1980: 73) also interprets the role accorded to
Deval in Pabuji’s par epic thus and it seems to me that the mata players’ portrayal of
Deval can be understood likewise. The Ram brothers do unambiguously refer to
Deval as “the cause of the origin and destruction of the universe”, and portray her as
an incarnation of Shakti and of Shiva’s consort, Parvati. Deval can also be seen as
fate’s representative since it is Pabuji’s promise to protect Deval which eventually
sets all events in motion; if Deval had not given the horse Kalvi to Pabuji, Jimda
would not have stolen Deval’s cattle, Pabuji would not have come to her rescue and
he would not have been killed in battle. This interpretation also presents itself upon
reading in the byava rau paravarau how Deval’s intervention leads to Pabuji’s and
Jimda’s armies’ defeat after she has taken on the form of a musk shrew to break both
armies’ bowstrings. The goddess perhaps also chose this course of action to bring
about Pabuji’s death. Though this cannot be perused from the paravaraus, Pabuji’s
death does seem to come about through Deval’s help as may perhaps be gauged
from the four boons Pabuji requests from Deval. In particular his wish to attain
divinity and to become invisible could be understood as one way of saying that
Pabuji reaches heaven, i.e. dies.

Looking at avatar-linkage from a socio-political point of view, it becomes
clear that the mythical family ties between the main protagonists of the paravaraus
and some Ramayan protagonists and their incarnations are, in the first place, meant
to enhance the status of Pabuji’s cult and the Thori and matra players’ eminence.
This can be construed from Pabuji’s identification as Lakhsman, thus linking his
tradition with classical mythology, and the byava rau paravarau’s portrayal of
Camda and Dhembo as Pabuji-Lakhsman’s mythical “blood relations”: the
embodiment of Bharat and Shatrughan. In this context, avarar-linkage serves to
underline the status of the Thori companions in Pabuji’s retinue and, more
importantly, their Bhil descendants, who are in this way “written into” a mythical
genealogy and trace their ancestry to Ramayan protagonists. In addition, Camda and
Dhembo’s Rajput-like roles in the paravaraus and the heroism ascribed to Thori in
explanatory stories (like the one about the seven Bhil grooms who fought at Pabuji’s
side) also serve to ascribe status to the Bhil, not in mythical terms but by referring to
medieval martial ideals. The mata players not only recount how bravely the Thori
warriors fight, but render Dhembo’s actions the central concern of their narrative in
the vahara rau paravarau. It is Dhembo, not Pabuji, whom the mata players portray
as the main hero by ascribing deeds to him that are more commonly attributed to
Pabuji in other, medieval and contemporary, versions of the story. In the vahara rau
paravarau, it is Dhembo who rescues Deval’s cows, returns them to her, and
promises to water them. It is, moreover, Dhembo and not Pabuji who kills Jimda’s
brother Maihadrav and defeats Jimda’s army. Dhembo moreover reminds Pabuji that
it is only with his help that he can win battles, for it was he who helped Pabuji to
“protect Hindu religion”.



Kolu 285

Though the active role attributed to Dhembo could, as Smith (1980: 63) does, be
understood as an attempt to render Pabuji a truly ascetic hero, comparable to Ram,
i.e. a passive hero who does not act and thus does not get involved in the cycle of
samsar, it seems that, from a historical perspective, the heroism ascribed to Dhembo
is chiefly meant to enhance the Rajput-like warrior status claimed by the mata
players. This, I think, is the mata paravaraus main function today: forwarding Bhil
Bhopa claims to Rajput status in a way that resembles medieval claims to ascribed
Rajputhood. It is, however, also clear that it is no longer enough to claim Rajput-like
status, or to enumerate the heroic deeds of warrior forefathers, be they Thori or
Rajput. To be truly upwardly mobile in contemporary Kolu society, one’s history
also needs to be linked to protagonists from the Ramdayan, a link which, for some of
Pabuji’s devotees, serves to establish themselves and their story-telling tradition as
part of modern definitions of what “mainstream Hinduism” is or (rather) ought to be.

Ritual function

Contemporary avatar-linkage, the assertion and/or attribution of Rajput status, and
their place in prevailing definitions of “mainstream Hinduism” are instrumental in
voicing competing claims to status, articulated by different groups like Rajput or
Bhil, rendering the performance of Pabuji’s mata-epic part of an on-going “battle of
words” which serves to settle matters of socio-political power, caste status and
divine hierarchies. The contemporary battle of words, as I see it, will be outlined
below by discussing the ritual function of the mata performance in Kolu, and the
way in which different people talk about the Pabuji tradition and its worship
practices, in particular the status presently claimed by the mata players.

Bhopa, one of the titles the mata-players use to identify themselves as the
priestly performers of Pabuji’s epic, is most commonly used as a title for religious
specialists from different backgrounds.’'® In Rajasthan, in general, the title “Bhopa”
is used most as a designation for priests, healers, mediums and other esoteric
specialists who perform curative rituals, and channel the soul of deceased warriors
or other wandering spirits. Bhopas render religious services to many groups
including Rajput, Bhil, Charan, Rebari and Bhat.>'' Anthropological studies of
contemporary Bhopa traditions make clear that their epic performances and worship
practices are part of trance traditions that serve to channel the souls of forefathers
and other (semi) divine beings. In Rajasthan, spirit possession is generally referred

LTIT

to as chaya or bhav ano, when the “shadow”, “sensation” or “feeling” of a spirit’s or

310 Bhopa is at times also defined as an “honorific cognomen” especially used for Bhil Bhopas (Lalas:
1962-1988) or as a derogative term.

! 'We can further distinguish between the occupational traits and patrons of different Bhopas. Thus, the
mata Bhopas, patronized by Rajput priests and other devotees of Pabuji, perform episodes of Pabuji’s
epic accompanied by drums. The par Bhopas, chiefly patronized by Rebari and Rajput devotees of
Pabuji, perform the epic in front of a story-cloth (par) to the tune of string-instrument.
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god’s presence overwhelms a medium. In Gujarat, the present Bhopas of the Rebari
of Kacch render their title as “the one through whom the goddess speaks” (Frater
1989: 96). Spirits are thought to have many forms. The Rebari ascetic and Bhil
Bhopa mediums, who today live in the Aravallis, are known to feel the presence of
different kinds of divine beings, including folk-gods, goddesses, and spirits and
ghosts like Jhumjhars, Bhomiyas and Mamas.’!*> Such otherworldly beings are not
solely made up of family-spirits but are also believed to be the souls of warriors who
(like Pabuji) died a violent death, most often in the course of protecting cattle
against robbers. The latter class of beings is worshipped by people from many
different social groups within one village or region.

All the aforementioned spirits have one thing in common: they cannot find
peace after death and need to be appeased through worship by Bhopas. Especially
those spirits who are believed to be malevolent and set on haunting a person, family
or village need to be pacified in this way. When properly worshipped, by singing or
re-enacting a warrior’s heroic deeds, his spirits, it is believed, can be assuaged and
may become a benign being who can manifest itself to or in a Bhopa and may help
finding solutions for his devotees’ problems, by answering questions or assisting in
cures through a medium. In this way, Kothari (1989: 104, 110) proposes, the
worship of dead ancestors and/or warriors can be connected over time to traditions
centred on the worship of folk-gods like Pabuji’s and, accordingly, defines Pabuji’s
epic as an elaboration of a Bhomiya story, which is performed to appease the
warrior’s spirit.>!?

It seems, however, that the curative function of the Kolu mata epic
performance is no longer connected to a trance tradition, since the mata players are
rather uncommunicative about this aspect of the contemporary Pabuji tradition. In
the past, they say, some mata players used to experience the chaya (shadow) of their
medieval Thori forefathers, usually when the Rajput temple priests donated meals to
the mata players in Pabuji’s name to commemorate the battle that the seven Thori
and their marriage parties waged at Pabuji’s side. Today, the mata players are still
ritually feasted at the temple but no longer practise possession as part of this
ceremony. The Ram brothers define their mata performance chiefly as a summons or
a prayer, a way to obtain Pabuji’s blessings and secure his help and protection or to
enlist Pabuji’s assistance in healing sick people and animals, not through trance, but
through performance. The Bhopas do, however, continue to quote stories about the
Thori who, with Deval’s help, brought Pabuji and his mare down from heaven by
playing the matas. This story underlines the special qualities attributed to the matas
and commemorates how the first maras were made according to the instructions of
the goddess Deval, and it also brings to mind trance traditions like those of the
Gujarati Bharwo who hold that the goddess Sawan Mata had their magical trance-

512 Kothari (1989: 109f), in addition, also distinguishes Pitras and Pitranis (malicious family-spirits).
313 Srivastava (1994: 70f) describes forefather worship and “shamanic” rituals of trance as part of the
Rebari Bhopa tradition and links these customs to Pabuji’s cult.
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inducing drums made for them (cf. Werz-Kovacs 1984: 138, 152). When asked
about the meaning of these stories, the mata players emphasized that it is not the
practice of trance that their stories document but the above-mentioned ritual function
of playing the matas to gain Pabuji’s attention and blessings by performing his
paravaraus and thus bringing Pabuji down to earth in an altogether symbolic sense.

Animal sacrifice

It is my feeling that the Bhopa’s reservation when talking about past rituals of
possession is rather understandable when seen in the light of present-day definitions
of what “pure” “mainstream” Hinduism is considered to be. This feeling was
strengthened by the answers elicited by questions about ritual animal sacrifices at
Kolu. While, I was told, buffaloes and goats used to be sacrificed to Pabuji at the
Kolu temple “a long time ago”, now (it was made very clear to me) this ritual is no
longer part of the ceremonies conducted by Pabuji’s Rajput priests. Though mata
players and other Bhil devotees do continue to sacrifice goats in front of the shrines
of their Thori ancestors, this practice appears to be an exclusively Bhil affair. During
the ritual, the Rajput priests are careful not to “offend Pabuji’s sensibilities” by
hanging a cloth in front of Pabuji’s temples’ entrances before the Bhil Bhopas lead a
sacrificial goat into the temple. And though Bhil Bhopas are still allowed to bring a
living goat into the temple compound and lead it in front of the Thori shrines to
ascertain whether their forefathers will accept the offering, the Bhil are not allowed
to slaughter the animal inside the temple courtyard.’'*

During discussions about trance traditions, animal sacrifice and the position of
formerly untouchables like Meghwals in Kolu, people emphasized that the Bhil
mata players are part of a “pure” community, on a par with Rajput warriors but, all
the same, a separate community, and not of Rajput parentage. The mata players’
main patron, Tulsi Singh Rathaur, also brought up the Bhil’s prolonged association
with Pabuji as his chosen performers, the only ones who may play the mara and sing
Pabuji’s epic. He explicitly portrayed the Bhil as Hindus, thus further advancing the
Bhil’s ritually pure status, by recounting how Pabuji saved the Thori, who were very
poor and open to conversion, from becoming Muslim by enlisting them in his army.
Ever since, it is said, the Bhil of Marwar remained within the folds of Hinduism.
The Rajput priests also underscored the comparatively high status ascribed to
present-day Bhil and their Thori forefathers by referring to them as a very loyal and

14 1f a goat (or in earlier days, a buffalo) begins to shiver in front of the Thori shrines, it is taken to mean
that the Thori accept it as an offering and the animal is slaughtered. Wetsphall-Helbusch (1974: 181) has
also remarked on this custom and describes how Charan graziers used to only sacrifice those goats which
started trembling in front of the altar or bulls who pointed their head in the direction of the altar, as a sign
that they were accepted by the goddess.
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brave people (wafadara kaum) who at times matched their Rajput patron’s bravery
and martial prowess.>"

The stress put on the status ascribed to Bhil Bhopas by Rajput priests perhaps
served to avoid association with unwelcome aspects of devotional practices in Kolu,
in particular traditions of trance and animal sacrifice. It proved difficult to ascertain
since when these aspects of Pabuji worship were disassociated from the
contemporary cult. Though the “purification” of Shaktik and Tantric sacrificial rites
in Rajasthan is commonly dated to early medieval times, when Jains started
preaching the sacredness of all life, the reported practice of contemporary animal
sacrifice in Rajasthan does suggest that not all social groups were swayed by Jain
ideals, whether in the past or in more recent times (cf. Dominique-Sila Khan 2003:
15). Perhaps the attempts to standardize or “purify” Pabuji’s cult can best be dated
to nineteenth-century attempts at defining a homogenous, communal Hindu identity
as a means to politically mobilise Hindus and thus gain access to power and
economic resources.’'® Or maybe the attempts of some of Pabuji’s devotees to
secure a “mainstream” Hindu image for his cult are inspired by contemporary Hindu
nationalist politics as propagated by the Bharatiya Janta Party in Rajasthan (cf.
Tambs-Lyche 1997: 127). Though I have not been able to study this aspect of
contemporary identity politics in any detail, I do think that the “cleansing” of the
cult can be dated to historically rather recent times considering the fact that the ritual
sacrifice of goats is still practiced in Kolu, even if it is not officially approved of by
some Rajput priests.

Present-day ambitions to become part of “mainstream Hinduism” which seem
to account for current efforts to sever connections between Pabuji worship and
aspects of forefather’ worship by Bhil Bhopas, perhaps also help in explaining the
nearly complete absence of iconography or devotional practices dedicated to Shakti
or Charani goddesses and the hesitation with which some priests talked about
Jhararo-Rupnath’s worship by Kanpathi Nath yogis in Kolu and at Rupnath’s open-
air altar. The relative dearth of evidence for the worship of Shakti or Charani Sagatis
at the Kolu temple seems all the more remarkable since, in the present-day mata
epic, Deval has been accorded an important role. Today’s definition of mainstream
Hinduism evidently does not combine very well with the non-vegetarian image and
association of some Shakti and Nath cults with animal sacrifices, meat-eating,
eroticism and the use of opium and alcohol. But the enthusiasm displayed for the
new imago seems rather lukewarm. Even the move away from animal sacrifices as
practised by Bhil Bhopas, by putting up a cloth in front of Pabuji’s temple to allow
him to “close his eyes” to the sacrifice, does appear rather half-hearted and more

315 This point was further supported by equating the seven Thori warriors in Pabuji’s retinue with the
seventeen Samat (warrior-heroes) who are believed to have fought at the side of the renowned Rajput
ruler Prithvi Raj.

316 peabody (2001: 819f) argues that the enumeration of group identities, “in which caste defined the
privileged “site” for articulating data on people” became of prime importance for identity politics as part
of the strategies of colonial rule during the 1860s and 1870s, a period of “high colonialism”.
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inspired by keeping up outward appearances than by any fundamental understanding
of, or adherence to, the concept of ritual purity. Likewise, the “banishing” of the
worship of the goddess or images of Charani Deval, if that is indeed what happened,
also has a rather laissez-faire feeling to it since Deval continues to be worshipped by
the Bhopas through the performance of their mata epic. Besides, the goddess’s
trident is still worshipped at the temple altar where it has been given a place among
Pabuji’s hero stones.

Rival codes

The various beliefs, architectural forms, worship practices and attributed meanings
that exist side-by-side in Kolu reflect different self-images which give rise to
different perceptions of the divine, but are, nevertheless, all part of similar attempts
made by different people in different times to enhance their status. As Tulsi Singh
Rathaur put forward, all the different stories about Pabuji constitute different
“truths”. Socio-political circumstances do, of course, determine the amount of truth
or authority people claim for and/or ascribe to a tradition, characterising one strand
of worship as more true (or some practices as purer) than others. This is underlined
by the apparent frictions between, for instance, Bhil Bhopa sacrificial rites and the
way some Rajput devotees and priests value these rites. But, as the somewhat
awkward, at least when seen from outside, co-existence of Rajput, Bhil, Shaktik and
Nath forms of worship in Kolu illustrates how different strands of worship do, all
the same, continue to exist alongside each other. Thus, the history of the Pabuji
tradition and its present-day practices, like Charani Sagati cults, can best be seen as
resulting from “several competing principles of organisation” or rival codes
forwarded by different groups, in different socio-political, religious and historical
circumstances (cf. Peabody 2003: 78-79). By seeing this process as an ongoing
battle of words, a battle which is never wholly settled but which continues to
enhance long-established and at times “new’ identities, it becomes easier to appraise
how the different medieval and contemporary genres of the Pabuji tradition took
shape by assuming various narrative and stylistic features. As I will argue in the next
and last chapter of this study, this is a process which is best gauged by looking at the
importance attributed by the poets to the different protagonists of the medieval as
well as the contemporary traditions.
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Abandanéd well with an undated hero stone dedicated to Pabuji and one of his Bhil archers (Kolu orhan).
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In praising the battle deaths of warriors, the poets of the Pabuji tradition sought to
portray the life-enhancing aspect of the warriors’ deaths by evoking their sacrifice as
a way to ensure the continuation of cosmic and societal orders. The poets evoked the
sacrifice of one’s life to safeguard collective ideals as a way to achieve worldly and
spiritual goals. Among worldly goals, the protection of cattle and the continuation of
warrior lineages were prominent, while the maintenance of the equilibrium between
the worlds of men and gods inspired spiritual goals. The poets of Charani Sagati
traditions were also inspired by sacrifial ideals, in particular the (threats) of self-
mutilation or self-inflicted death by Charan women and men. In both the Pabuji and
Charani Sagati traditions, Shaktik ideals were important sources of inspiration, for
the poetic ideals of sacrifice found expression in depictions of death as an oblation
to one of the many forms of the Goddess, including Mother Earth, her scavenging
creatures, Shakti, Durga, battle-loving Yoginis, Rupanis and Charani Sagatis like
Deval.

Ideals of sacrificial heroism are at the heart of the medieval poets’
descriptions of Pabuji’s battles over cattle, his death and (when mentioned) his
deification in most of the studied poems. However, the medieval poets evoked these
narrative themes (battle over cattle, death and deification) in dissimilar ways, and
the themes do not occur in all poems in the order listed just now. It has become
apparent that death and deification do not always represent twin themes in poetry
dedicated to Pabuji and I have argued that Pabuji’s deification should not be thought
of as the result of a sequential development of narrative as has been summarized in
this study’s introduction. My study of the different poems dedicated to Pabuji does
not give reason to think that narratives about the hero’s deification, which did begin
with local stories about the death of this small-time Rathaur hero, subsequently
developed into tales about a deified forefather. Nor have I found evidence to suggest
that tales about forefathers evolved to become regional tales of epic stature by
accentuating Pabuji’s divinity and (on a supra-regional level) his classical avatar
status that links him to Lakshman. The study of the narrative content of medieval
and contemporary poetry about Pabuji’s divinization suggests that the ascription of
divinity is a process that does not necessarily follow a sequential order beginning
with the glorification of a historical warrior and steadily progressing via the worship
of forefathers and the elevation to the status of local godling to the regional
recognition of a warrior-hero like Pabuji as the incarnation of a classical hero-god or
of Vishnu.

This study documents that Pabuji has been delineated as a martial and divine
hero, a deified forefather and a godling and (possibly) an incarnation of Vishnu in
different texts from different periods of time but also in one and the same
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composition. Another reason why I do not think of Pabuji’s deification as the result
of a sequential process represented as a narrative pattern of the “violation-death-
deification-revenge” type is that Dhamdhal Rathaur history indicates that not all
warriors, who die in the course of protecting cattle, are subsequently deified. Unlike
Pabuji, his forefathers and contemporaries have not been ascribed divinity or even
semi-divine qualities, although they are believed to have died a similar death as did
Pabuji. A further indication that deification is not always the result of a sequential
narrative process is Charani Deval’s indeterminate role as a cattle keeper and horse
trader and Shakti and Charani Sagati and an unnamed goddess in duha 1.

The clearest example of the non-sequential or inclusive way in which Pabuji
has been accorded divinity can be found in duha I and the medieval parvaro in
which three different aspects of deification have been united; first, the warrior’s
elevation to semi-divine status; second, his worship as a deified forefather and
godling; and third, the suggestion of the medieval beginnings of avatar-linkage as
can be read (though rather inconclusively) from the narrative link made between
Pabuji and Vishnu in duha 1. The parallel occurrence of these different forms of
deification can also be understood from the roles ascribed to Pabuji’s Bhil
companions or to Charan women like Deval. The study of today’s worship practices
at the Pabuji temple in Kolu further exemplifies that different forms of deification
do not necessarily progress in a sequential manner, but can exist side by side as is
shown by the contemporary worship of Pabuji’s Bhil comrades-in-arms that includes
forefather worship and avatar-linkage with classical gods through the depiction of
the Bhil warriors Camda and Dhembo as (respectively) Ram’s younger brothers
Bharat and Shatrughan.

The deification of the medieval Bhil archers has not been recorded in the
medieval sources studied by me and I am not sure whether avatar-linkage between
the brothers Camda-Dhembo and Bharat-Shatrughan should be seen as a relatively
recent occurrence or whether this kind of identification also occurred in medieval
times. Either way, it is clear that both forms of deification can exist alongside each
other in the contemporary and medieval tradition and that forefather worship is not a
form of deification that inevitably precedes avatar-linkage as an earlier stage. Put
differently, even if forefather worship can be shown to be earlier in time than
avatar-linkage, this does not mean that one form of deification arises from another,
nor does it rule out the continued, parallel existence of other forms of deification.

In addition, I have also not come across reasons to imagine that different
stages of deification are “effected” (in narrative terms) through different genres
acquiring distinct forms as a local battle-death story gains a wider geographical
spread. The medieval manuscript poems studied here do not substantiate the idea
that shorter compositions were part of an earlier tradition of heroic or praise poetry
from which longer “truly epic” genres developed. This study does show that the
medieval manuscript tradition contained poems with different narratives, plots,
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imagery, length and functions that were preserved (and continue to exist) alongside
each other just as different forms of deification did (and do).

Changes in the narrative content of poetry dedicated to Pabuji and Charani
Sagatis are best understood, as I hope to have shown in the second part of this thesis
(chapters 6 to 9), by studying the socio-political and religious history of the Charan
and Bhil communities who transmit poems and stories about Pabuji and Charani
Sagatis and not as the result of poets changing their stories to appeal to regionally
larger and socially more diversified audiences (as Blackburn put forward) nor (as
Hiltebeitel proposes) because a story about the hero of a particular caste community
can travel as long as his caste identity remains the same (cf. chapter 1). While it is
evident that stories do indeed “travel”, it seems to me that such journeys do not
represent phases in time or refer to geographical travels of “caste” communities, in
that the stories’ journeys did not start at clearly marked beginnings to arrive at easily
identifiable destinations. As I shall argue in more detail below, the journeys of
medieval story-telling communities did not stick to “straight and narrow roads”, and
neither did the history of their identities or the literary history of the poetic and prose
genres that are part of their narrative traditions.

Desert tradition

The Rajput and Bhil protagonist of the studied poems bring to mind the
quintessential early-medieval warrior: the itinerant young man on a horse armed
with a spear, sword and/or bow-and-arrows and waging “wars” best described as
small-scale battles set off by cattle looting expeditions that resulted in battles over
the possession of cows, horses and camels. Early medieval history makes clear that
this kind of men was not only the protagonist of heroic-epic poetry, but also figured
in recurring semi-historical prose stories about fights over the ownership of cattle, in
particular cows, camels and horses. The poets of the Pabuji tradition spoke to their
medieval audiences of a very local, at times regional martial tradition of Rathaur,
Khici and Bhil warriors. This was not a rural tradition of armed peasant classes
which made up the greater part of regional war bands and armies in medieval North
India. The studied compositions bring to mind yet another, comparable tradition, one
which I have come to think of as a “desert tradition”, part of the world of pastoral-
nomadic peoples of the Great Indian Desert, including graziers, warriors, poets and
traders. An important concern of these peoples was the protection of their “mobile
wealth”, the cows, camels and horses, and this is also the foremost narrative concern
of the selected poems. The main cause for the conflict between the Dhamdhal and
Khici lineages was the theft of cattle.

The poets gave voice to the identity and ideals of medieval warriors who
prided themselves on the achieved (rather than ascribed) status of Rajput, an
enterprise which, I feel, was based on the politics and martial ethics inspired by the
worldview and survival strategy of mobile peoples even in late-medieval times when
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Rajput history is more commonly depicted in terms landed rights, agricultural
produce and revenue, irrigation and the gift of land in dowry to seal territorial bonds
between Rajput brotherhoods. In this respect, the studied poetic sources and my
overview of what little is known about the history of the three major communities
bound up in Pabuji’s story (Bhil, Charan and Rajput protagonists) highlight a not
often recognized aspect of the history of the western desert regions. Though it is
evident that the poets also saw Pabuji and some of his fellow-protagonists as noble
warriors and kings (the protectors of the earth), poetic references to territorial rights
are scant. Pabuji, his Bhil and Rajput warriors (and Charani Sagatis too) are
primarily portrayed as engaged in pastoral-nomadic concerns: the protection (and
theft) of cattle.

The selected poetic and the consulted prose sources pertaining to Dhamdhal
Rathaur, Bhil and Charan history remain rather silent on subjects that could be
thought of as typical of the lives of settled farmer communities (agricultural
revenue, farm products and animals, and irrigation). Even the occurrence of a well in
duha 1, one of the few instances that could be understood as resulting from an
agricultural concern with the irrigation of land and the growing of crops in the
desert, also refers to a pastoral-nomadic setting: it is mentioned in the context of
Deval’s demand upon Pabuji to water her thirsting cows. Cattle as a narrative theme
also underlies the depiction of the troublesome kinship and marriage relations in the
seventeenth-century duha 1. It is the battle over cattle that gives rise to family feuds
and the breakdown of dowry negotiations. The enmity between the Dhamdhal and
Khici warriors in duha 1, for example, are related to Buro’s theft of Khici cattle and
Pabuji’s refusal to gift his horse in dowry. Moreover, the one time that a poet
expressly speaks of “Kshatriya dharma” (in gir I) he defines it in terms of the
protection of cattle and not as a warrior’s struggle over landed rights or the
protection of a kingdom.

Medieval identity politics

Pastoral-nomadic interests form a thematic thread binding together all the studied
poems. It is probably the shared pastoral-nomadic history of variegated desert
communities that best explains why open, achieved warrior identities have long
remained (and to a certain extent still remain) at the heart of not only Rajput identity
but also of Charan and Bhil identity in medieval Marwar and (to a more limited
extent) in contemporary Marwar too. Even in late medieval times, when Rajput
identity is thought to have become less open (i.e. more clearly delimited as to who
could call himself a Rajput), even during this period, the roles and ranks ascribed to
Pabuji and his companions continue to reflect a wide range of meanings and (self)
perceptions, comparable to the way in which early-medieval Rajput status was
ascribed. I feel that it is this aspect of the historical and poetic identities of the
people who transmit Pabuji’s story and traditions about Charani Sagatis like Deval
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that is most evocative when it comes to answering a few of the historical and
literary-historical questions posed.

My review of the history of the socio-political and religious backgrounds, and
of the geographic scope of Bhil and Charan identities, suggests that these used to
resemble early-medieval Rajputhood in that they also may be thought of as open
identities which could be achieved by people from different backgrounds engaged in
a variety of pastoral-nomadic trades and occupations. The many different tales of
geographical and mythical origins, myth-histories and readings connected with Bhil,
Charan and Rajput identities united communities with different backgrounds,
including different religious backgrounds (Hindu and Muslim Charan clans) and
martial, commercial, poetic and occupations like warrior, poet, protector of cattle
(and cattle rustler), cattle and wool trader, graziers, caravan guides, messengers,
visionaries and religious gurus as well as other ritual specialist.

The poets’ portrayal of the religious roles accorded to Charan, Rajput and Bhil
devotees of Pabuji and the goddess in the first place served to negotiate socio-
political power relations, in particular the relation between Rajput warriors, Bhil
warriors and retainers, and Charan keepers of herds. As discussed in chapters 6, 7
and 8, power relations in medieval Marwar have been most commonly portrayed in
terms of competing claims to ritual and socio-political superiority leading to
assertions of dominance and conflicting communal identities. A process that has in
many instances led to the criminalisation of communities who did not accept
assertions of pre-eminence and authority as forwarded by courtly Charan poets,
Rajput ruling lineages, Mughal sovereigns or British colonial administrators. My
study of the claims and counter-claims which constituted medieval “identity
politics” also indicates that assertions of elite Rajput and Charan identities as
forwarded by royal Rajput lineages and Charan court poets did serve as a touchstone
of status in medieval times, i.e. as a way to appraise the status of individuals and
communities and gauge their eminence vis-a-vis other communities and their
consigned place in the medieval hierarchy.

The studied identities did not, however, function solely to define “in-groups”
versus “out-groups” or the relative status of a community vis-a-vis another
community. Yet another, to my mind, key aspect of Bhil, Charan and Rajput
identities are the metaphorical kinship relations voiced through poetry and myth-
history that bound together different communities. The poetry and stories dedicated
to Pabuji and Charani Sagatis indicate that fictive kinship ties may have been as
important an aspect of medieval identity politics as were factual kinship relations.
The Pabuji and Charani Sagati traditions bring together a plethora of peoples
including Ahir, Charan, Rajput, Rebari, Bharvad, Bhil, Khati, Nath, Baniya,
Meghwal, Dedh, Gosain, Muslim and Sufi devotees. In symbolic terms, kinship
terminology served to integrate (but not assimilate) different peoples from different
places and with different occupational identities into a loosely unified collectivity or
“desert community” bound together primarily by the worship of deified forefathers
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(Jumjhars), symbolic fathers (Rajput warriors and rulers) and mothers (nymphs,
different forms of Shakti, Charani Sagatis and Kuladevis).

The extension of kinship terminology to socio-political and economic
relations of dependency among communities defined these relations in terms of
parental and sibling roles, maternal and paternal connections or marital bonds.
Sagatis were worshipped as the “foremothers” of several Charan lineages and
Charani Sagati worship also inspired the shared origin tales of many other desert
communities, thus symbolically binding together different stock-rearing and grazier
communities as well, in particular the Ahir, Bharvad, Kathi and Rebari. By tracing
back their lineages to the offspring of two Charan men who are believed to have
been created by Parvati, these communities came to conceive of each other as
mythical siblings. The Ahir and Kathi, the grazier communities that are considered
the oldest among the different desert inhabitants, are at times also thought of as the
offspring of Sagati Avar’s father or brother, and are therefore looked upon as the
uncles (“Mama” or mother’s brother) of some Charan communities. Rajput-Charan
interaction is also defined in terms of metaphoric sibling relations, for Charan
women were thought to be the sisters of Rajput men. And Charani Sagatis who
became the Kuladevis of royal Rajput lineages fulfilled a protective motherly role
which, interestingly, was also a martial role: one that evoked the warlike aspect of
the nurturing role ascribed to mothers by showing up the Sagatis’ warlike qualities
and their willingness to give their lives in battle to protect their “children”.

The study of the medieval Pabuji and Charani Sagati traditions suggests that it
is the inclusiveness of their stories which best explains their medieval and
continuing appeal to many different audiences since their tales take account of the
myths and histories of a broad spectrum of communities and their diverse religious
affiliations. I do not mean to suggest that metaphoric kinship ruled out conflicts and
rival interpretations of the past or rival claims to pre-eminence forwarded by
different groups. We have seen that kinship ties not only stand for interpersonal
relations of dependency and protection but, similar to actual kith and kin relations,
also prompted arguments over one’s position in relation to other family members, as
when sons aim to outshine their fathers, a mother’s preference triggers sibling
rivalry or the loyalty of wives to their own family is construed as treason (like in
duha 1). In spite of the problematic character that relations of dependency and
protection may have had, these relations were (and continue to be) the other main
reason for the appeal engendered by the Pabuji and Charani Sagati traditions. The
metaphoric family ties which these traditions spawn give voice to reciprocal
relations of dependency between the different communities who need each other to
survive in the harsh desert environment especially when journeying along desert
routes, facing cattle robbers and war, oppressive taxes and, during times of drought,
thirst and hunger, fodder scarcity, cattle diseases, human illnesses and death. This
mutual dependence can be read from tales about Pabuji’s protection of Charan cattle.
It can also be read from the Charani Sagati traditions, in particular from stories
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which recount how Charan men and women helped caravans and armies to survive
in the desert by offering guidance and protection against robbers and by
miraculously making food and water available. As we have seen, Pabuji has also
been credited with providing water. The poet of the medieval parvaro describes how
Pabuji subjugated a demon in a well to water Deval’s cows.

Charan and Brahmin

The story-telling traditions of the various communities which were part of the
above-described “identity building project” included different gods, goddesses and
worship practices centred around local and regional traditions, and did not
necessarily include classical (in the sense of Puranic or Brahminical) perceptions of
the divine, the forms it can take and the socio-religious roles it inspires. The poets’
choice of words studied in chapter 6 indicates that there existed a Marwari “poetic
and political grammar” that did not even include the word “Rajput”, even though the
poets did clearly think of Pabuji as a Rajput or “prince” (the son of King Dhamdhal).
Yet, the poets described Pabuji and other warrior protagonist first and foremost in
terms evocative of local history, that is, as the scion of the ruling Rathaur or
Kherecau lineage. Similarly, the portrayal of the Bhil warriors as Paradhi, Samvala,
Thori, and so forth also indicates that local definitions of warriorhood were the
poets’ primary frame of reference. Likewise, the poets of the Pabuji tradition also
did not seem to have felt the need to refer to Rajput warrior as Kshatriya. As I have
tried to document, the poets did not use Kshatriyahood as a frame of reference for
describing warriors (except in git I, defining Kshatriya dharma in terms of the
protection of cattle). The lack of references to Kshatriyahood seems all the more
significant in the context of theories about the use of the Agnikul myth to define
Rajput claims to royal blood and landed status in Brahminical terms.

I have interpreted the relative lack of this kind of poetic references as an
indication that the Agnikul myth was not a major source of inspiration for the poets
of the Pabuji tradition. This does not imply, of course, that classical or Brahminical
values had no part to play in the history of the region. The themes which are part of
different versions of the Agnikul myth (like the defeat of enemies, cow theft,
retaliatory sacrifice and divine assistance offered by different gods) can be read from
the Pabuji and Charani Sagati traditions, in particular from references to the
Goddess’s Puranic form and to Charani goddesses as the personifications of Durga.
Themes shared with Agnikul myths are also apparent from the way in which
Charani goddesses came to be seen as Rajput clan goddesses and the protectors of
Rajput realms. Such narrative concerns suggest a literary-historical relation with the
Agnikul myth. It has, on the other hand, also become clear that such themes were
not a primary concern of the studied story-telling traditions since they figured as one
of many different concerns, which did not all represent classical themes traceable to
pre-twelfth century South Indian versions of the Agnikul myth. Apart from Charan
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and Rajput myth-histories, the religiously inspired imagery of the Pabuji and
Charani Sagati traditions also accommodates the mythical histories of the Baluchi,
Bhil, Nath and Sufi pastoral-nomadic communities of western Rajasthan, Kacch,
Sindh and Baluchistan. Thus, the Pabuji and Charani Sagati traditions accommodate
stories from regions like Baluchistan (and perhaps further west) that were far beyond
the reach of classical Hindu traditions.

Narrative development

Along with the many different communities, stories indeed did travel. In trying to
trace the paths story-telling traditions may have taken in medieval Marwar and in
trying to see the way in which these stories continue upon different journeys in
contemporary Rajasthan, I feel that “travel” indeed serves as an evocative metaphor
to understand the narrative development of Pabuji and Charani Sagati traditions.
One of the central themes of the history of the different kinds of warriors, poets,
graziers and traders of the Great Indian Desert consists, after all, of their travels. The
history of the development of the different story-telling traditions, including prose
and narrative poetry, reflects the different journeys people undertook. However, the
stories’ journeys should not be represented as an orderly, straightforward
development or route fitting chronological frameworks or developmental “paths”
represented in terms of a linear journey from A to B; from one village or region to
another. Like the travels of mobile communities of the Great Indian Desert,
medieval narrative development may be thought of as a flexible, interweaving and
crisscrossing process through which stories changed in content and form as they
moved along straight or circular migratory routes between Baluchistan, Sindh,
Gujarat and Marwar and perhaps further on journeys to South India, Central Asia
and eastern regions. Other stories may have followed linear routes to and from
Marwar travelling with communities during seasonal journeys or permanent
migrations to the more fertile Indus delta in the west in search of fodder for their
animals. Yet other stories may have returned to their point of departure unaltered.
And who knows how many stories or story elements fell along the roadside or were
lost among the sand dunes or crossed a point of no return, perhaps continuing west
beyond Baluchistan.

Along the desert routes, many different kinds of travelers met, journeyed
together for a while, parted ways, settled down in new regions for shorter or longer
periods of time, traded with each other, grazed and watered their cattle, and engaged
in battles. On their various ways, some traveller’s progress was thwarted by bands of
warriors and thieves, while others perished of thirst trying to reach their destination
and yet others took detours to find alternative routes. It is in the course of these
travels that legendary and historical details were added to stories, story-lines altered
and new story-lines invented including protagonists with different social and
religious backgrounds and from different geographical regions. Such an appraisal of
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the narrative development of story-telling traditions in the desert also makes it
somewhat easier to perceive why so many different poetic forms have become part
of the Pabuji tradition, and why different historical functions, including religious,
ritual and martial functions, can be ascribed to them. Like narrative variations,
differences in prosodic form may also be seen as the result of the mobile lifestyle of
pastoral-nomadic poets inspiring distinct genres that existed side by side. The study
of the Pabuji tradition suggests as much in that the medieval manuscript versions of
the poems represent different prosodic structures that all became part of Marwar’s
manuscript tradition and continue to inspire contemporary poems dedicated to
Pabuji. The ongoing diffusion of Pabuji’s story clearly bears out how different oral
and written genres continue to be juxtaposed and exist side-by-side like mata and
par epic performances, short and long compositions of narrative poetry, devotional
songs, explanatory prose stories, modern plays and poems, and so forth.

My assessment of the mobile aspect of the history of Charan, Bhil and (to
some extent) Rajput communities also enables us to look afresh at some aspects of
Pabuji’s divinization. It is because so many different communities became part of
what I think was a “desert community”, that the Pabuji and Charani Sagati traditions
came to accommodate many different themes including narrative elements traceable
to local Jumjhar cults, Bhil Bhopa devotional practices, Shakti, Shaiva, Vaishnava
and Charani Sagati worship and stories about the Nath guru Gorakhnath and Sufi
pilgrimage to Hinglaj’s shrine. Several of the men and women (Pabuji, his Bhil
archers and Charani Deval) to whom divine status was ascribed in the studied poetic
sources were thought of as fathers and mothers, like the deified warriors who have
been cast in a protective, fatherly role or in the role of husbands of the earth. Charani
women like Deval were commonly portrayed as the legendary or historical
foremothers to whom different communities trace their origins. It is this aspect of
the Pabuji and Charani traditions which, I would like to suggest, may have served as
the main source of inspiration for the different ways in which divinity was ascribed
to Pabuji and Charani Sagatis. The clearest instance of this purpose of deification is
of course the portrayal in the contemporary byava rau paravarau of the Bhil archers
Camda and Dhembo as the embodiment of Bharat and Shatrughan, rendering them
Pabuji-Lakhsman’s mythical blood relations.

Caste

Metaphoric kinship ties enabled various desert communities to give shape to
relations of socio-political, religious and economic dependence in terms of
interpersonal relations. This finding is of special interest if seen in the context of the
confusion that arises when communal identities are described primarily in terms of
caste and conceived of as fixed, ascribed and exclusive identities. As this study
illustrates, thinking of Bhil, Charan and Rajput identities in terms of caste proves to
be a considerable barrier in trying to come to a more even-handed interpretation of
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their past since it inspires a dichotomous understanding of identities conceived of as
excluding or even negating each other. It is this way of viewing medieval pastoral-
nomadic identities that gives rise to questions as to whether Charan status resembled
the rank of Brahmin or Rajput; whether warriors can be priests; whether poets can
perform ritual tasks; whether graziers can compose poetry; and whether heroes can
be robbers (or vice versa, whether robbers can be heroes). In order not to complicate
the issues at hand, I have consciously avoided the use of the term “caste” and instead
referred to group, community or occupational identities. But it is, of course, not
possible to really steer clear of the five-letter word when writing about the history of
Hindu communities.

Caste was an important tenet of socio-political organisation in medieval
Marwar and continues to be important (apparently becoming more and more so) in
the region today. However, by not using caste as an explanatory tool, it has become
possible to reflect on several aspects of medieval identity politics that did not refer
primarily to exclusive caste-like identities. The poets of the Pabuji and Charani
Sagati traditions praised their protagonists and versified their deeds without referring
to issues traditionally associated with caste like ritual purity and impurity,
endogamy, the eminence attributed to Brahmin communities and the classification
of Rajput identity as a caste of warriors (Kshatriya). In again emphasizing this
aspect of the traditions, I do not mean to imply that Bhil, Charan and Rajput
identities were at no stage of the described histories commensurate with caste. It
does, on the other hand, seem to me that this study highlights that caste was not as
important a framework as constructions of royal Rajput caste status would have us
believe. The same can be remarked about descriptions of Bhil, Charan and Rajput
caste identities in administrative colonial sources, including the travelogues
consulted by me and written by British, French and other European travellers on yet
other journeys through the western desert regions.

To conclude this final chapter, I would like to briefly consider another
question which has presented itself in the course of writing this thesis, i.e. whose
voice, among all those voices recorded, should one ascribe most importance to?
Which claims to being heard do we honour, to which self-perceptions do we ascribe
historical significance or “truth”? It seems to me that the studied stories represent
“best” and “right” interpretations of the past in different contexts. For, as the priest
of the Kolu temple, Tulsi Singh Rathaur, has been quoted as saying in chapter 9: the
Pabuji tradition has room for tales reflecting different interpretations of their shared
past by different communities. Such interpretations should be evaluated according to
who tells a story and the different (not necessarily defined as oppositional) truths
individuals and communities would like to forward. Against this background, I
imagine that the mythical Kshatriya status ascribed to ruling Rajput lineages was
forwarded in very specific contexts, i.e. when a ruler felt the need to enhance his
position vis-a-vis Rajput men of equal rank or when brotherhoods aimed at
countering competing assertions to status by other royal Rajput lineages or Mughal
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and British competitors to regional power. In relation to Mughal and British
constructs to legitimize their sway, Rajput rulers must have found it effective to
communicate their claims to status by presenting themselves as noble warriors,
descendants of an ancient lineage of Kshatriya warriors. However, the achieved,
inclusive identities described in this study would have been more effective in
altogether different settings: when Bhil, Charan, Rajput and other desert
communities attempted to define power relations amongst themselves by calling
upon symbolic or real kinship ties. It seems to me that this is the reason why
inclusive identities remained important throughout the medieval period (and to a
certain extent, up to the present day) in particular in the desert areas where the
different communities long remained dependent upon each other for survival. The
history of royal Rajput patronage of Pabuji’s temple in Kolu and tales about Charani
Sagatis suggest that Rajput royalty also aimed to justify its ruling aspirations by
referring to the achieved, inclusive identities lionized in poems dedicated to Pabuji
and Charani goddesses. This must have amounted to a sound political strategy since
local Rajput rulers would have been able to garner much more popular support by
building temples to local warrior-gods like Pabuji and by adopting Charani
goddesses as their guardian deities than by summoning Kshatriya status and
classical traditions to authenticate their rule.
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Academic Transliterations






Transliterative Standards

For the sake of convenience I partially repeat my description of the transliterative
standards in chapter 2 below. If the academic transliteration of annotative or
orthographic problems is restricted to one particular manuscript they are remarked
upon in footnotes to each manuscript.

If the gist of a word or verse-line remains unclear, because the writing is
blotched, or because a letter is hard to decipher or could be read in different ways, I
offer the transliteration®’ of alternative possibilities in the footnotes. In the
transliteration of primary sources I not quote the mute or inherent “a” at the end of
words. Within all transliterated words, the mute “a” is retained throughout. I do not
employ capital letters at the beginnings of verse-lines nor for the names of people or
gods, place names, and so forth, thus reflecting the nonexistence of capital letters in
the studied texts. I also do not follow the scribes’ numbering of the manuscript
poems since most poets employed irregular or nonexistent numbering. Instead, all
manuscript poetry has been re-numbered per verse-line.

In trying to keep my transliteration of the selected manuscripts as factual as
possible, I remark on words and letters which the poets inserted or crossed out and
note blotched letters or words in the footnotes to my transliterations. I transliterate
Dimgal and contemporary Rajasthani texts according to their spelling as
documented by the studied manuscript and oral sources. Variant spelling practices in
different manuscripts are noted as are the different notations and spellings
encountered within one manuscript. Apart from difficulties arising from different
and/or unclear notations or blotched handwritings, complications also surface
because of the different spellings that the scribes employed for one word, at times in
one sentence; like the scribe and/or poet of chamd II (v. 5-6), who spelled:
Jjhagajhethi, jhagajaithi amd jagajhethi and jagajethi. 1 have tried to keep to the
spelling as noted down in the medieval sources and to represent non-standardized
notations and spellings inspired by different chirographic practices and metrical
needs. When in doubt, I refer to Subh Karan Deval’s transliteration of a word or to
Shekavat’s (1968: 25) publication of a version of gita pabii dhamdhalauta rathaura
rau and N.S. Bhati’s (1973: 78-85) Hindi text editions of manuscript versions of
duha 1, the parvaro and poems published by him (git II, giz IV and git V).

The fact that more than a few manuscripts are rather blotched and that some
manuscripts appear to have been written over an older text, perhaps in order to save
paper, and that the anusvars of older texts still shine through subsequent texts,
makes it difficult to establish whether a dot should be read as an anusvar. When in
doubt, I have bracketed indistinct notations of anusvars thus: ka(m)la. 1 bracket

7 In writing “transliteration”, I refer to the academic transliteration of Rajasthani and Dimgal
throughout.
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blotched or faded letters or unknown notations in the same way: “amgi(da)”. These
unclear notations are remarked upon through footnotes. Whole words or sentences
between angle-brackets refer to words or sentences that have been inserted when
insert signs were added by the scribes in the manuscript margins to indicate that a
word or sentence needs to be incorporated. For example (duha 1 v. 50):
“kava[la]*'®de tata ka(m)la, vikham bhari core viramga”.

The orthography of the Rajasthani alphabet differs from Hindi in a few
respects (see Lalas 1988: 21-36 and Metzger 2003: 17-22). Specific Rajasthani
usage includes “la”, “ja”, “jja” and “jjha”, and “cca”, “ccha”. The latter are at times
used interchangeably.’'® However, neither the orthography described by Lalas, nor
Metzger’s rendition of different Rajasthani scripts, is at all times reflected by the
scripts of the manuscripts under review. Hindi “sa” and “Sa”, according to Lalas
(1988: 31), are represented by “sa” in Rajasthani, are indeed hardly ever employed
in the manuscripts under review but they are not entirely unknown either. In the first
verse-lines of chamd 1 (ms. 5470), “Sa” appears four times.>* In this instance, this
usage can be explained as inspired by the use of a Sanskritic grammatical form
(gurabhyau), but this explanation does not shed light on the usage of “$a” in chamd
II (v. 47) “niksatra” or in chamd I (v. 23: “sihasam”).

The notation of “da” and “dha”, “ra” and “rha” is ambiguous in most
manuscripts since these are not always distinguished from each other by a dot next
to or underneath the letter (cf. Metzger 2003: 20). See, for example, git I in which
the scribe differentiated between “ra” and “da” in a variable manner, spelling
“camels” as samdhadiya (v.2) and samdhiriya (v.4). In addition, “ra” appears to
have two different written forms, at times representing “da” and “ra” that can be
read as either in most manuscripts under review. When no clear distinction can be
made between “da” and “ra”, or “dha” and “rha”, I transcribe “ra” and “rha” since
“da” and “dha” have not been included in the reprint of the first part of Lalas’s
dictionary (one only finds the lemmas: “ra”, “rha” and “na”). In some manuscripts
the difference between “ra” and “da” (and so forth) is clear, like in duha 1 and the
parvaro. The difference between “rha” and “dha” is, however, not at all times clear
in this manuscript either since “rha”, which is used throughout duha 1 and the
parvaro, now and then seems to signify “dha” 3!

In most manuscripts (but especially in chamd 1I) it is at times difficult to

9% 2

distinguish between “gha”, “dha” and “tha”. Moreover, as noted above, “ca”, “cca”,
2 134

“ccha”, and “ja”, “jja” and “jha” are at times used interchangeably and are written in
several different ways. Likewise in most manuscripts it is difficult to distinguish

318 An insert-sign follows kava, indicating “1a” in the manuscript margin.

319 For example: “Caran” or “Charan” or “Ccharan”.

520 Chamd 1 (v. 1-2): “$r ramaya nama, Sii sarasvatya nama, $11 gurabhyau nama, atha meha vithii ra
kahtya $rT pabuji ra chamda”.

21 Tn the parvaro, for example, rhola seems to be a clear reference to the Bhopa's drum (dhola) (v.4):
“dhamgarava thi rhola, madam vaghai mamgariyo”.
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between “va” and “ba”, like in duha I (v. 28), where it is unclear whether “vasai” or
“basai” was meant. When both readings (‘“‘va” or “ba”) result in the same meaning,
this usage has not been commented upon through footnotes. When the different
notations affect the meaning of the words (which they as a rule do not) this is
remarked upon in footnotes, using “blotched” to signify blemishes or faded signs,
“unclear” to signify unknown notations or unclearly written or otherwise
unidentifiable letters, and “probably” to signify probable readings.

Other specific notations include the use of damdas within words, for example
when a damda separates syllables within one word. This usage is also noted in the
footnotes, like in duha 1 (v. 236) “devaladeha”, where a damda precedes “de” and
“ha” is followed by two damdas: “devalade/ha//”. This usage was probably inspired
by the need to stress the metrical pattern and/or meaning of the verse-line, for the
same notation is found in the next verse-line (v. 237) where damdas precede and
follow “ha”, reading “marade/ha//”. And a damda in the manuscript margin (outside
the text proper) often signifies, as noted in footnotes, the completion of the letters
“a” and “1’, like in duha I (v. 248), where one reads “visari”. If the damda in the
manuscript margin is interpreted as completing the “a” (which it most probably was
intended to do) one reads: visari.

It should be noted here that I depend heavily on Subh Karan Deval's
transliterations of chamd 1 (Ms. 9727) and the contemporary oral Mata epic
compositions. Needless to say, lingering inaccuracies in the final transliterations of
these texts are wholly my responsibility.
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Chamd 1 (Ms. 5470)

atha meha vithii ra kahiya shri pabuji ra chamda

1. §r1 ramaya nama, §r1 sarasvatya nama, $11 gurabhyau nama

2. atha meha vithu ra kahiya $r1 pabuji ra chamda

gaha cosara

3. va(m)sa kama(m)dha pala varadai, vegara vahana varana varadai

4. vaira harana va(m)kam varadai, va(m)kam padharana varadai

5. udiyo kula khict anabhamgo, avadha hatha jimdo anabhamgo

6. ari a(m)gamai tiko anabhamgo, apai pamna ja(m)so anbhamgo

7. jimda pala®? vi(m)nai jagajethi, jidha jaivamta vinai jagajethi

8. jurast judha vinai jagajetht, jagai vaira vinai jagajethl

chamda trotaka

9. jagajethiyam jida pala jage, adhapati anamimya apa vage

10. khalakhara aspara® na bola khamai®**, mau naha koi kimnaim vidha tamka
namai

11. pabu jimdarava pramana(m) pahum, gayavamta girala saptra grihu

12. bahakopi huva viradaita vimnai, vadharana virati jujha vimnai

13. dhamdhalam khiciyam vaira dhike, vaya samdara laggi dhramamga vikhaim

14. paha phatiya pasa rana phiriya, pabu dhara khiclya pasariya
15. pala triya ayi pumnai praghara, jimdarava upariya desa jara
16. uthiyo dhikhi paurasa pala aso, joi atasa raliya ghrata jiso
17. bhita colacakhiya ata rosa bhile, mukha miimcha anim [jaya
18. vadhiya®?® bhuja vyauma lagai vimala, krama detaha tikama jema kala
19. bhara bhimca hakalaya pala bhala, hala vega carho vahala vahala

20. vara tumga virata vilaku(m)liyam, asa chorai il asa utavalayam®”’

21. sakhatim palamna®*® mamdana saha, tasalima karai tamga tamna taha
22. vapa pala tanai raja ema vasi, ghata(m) jani mahesa vabhata ghasi

23. kamadhaja vadamna udata® kira, kari stirija®* nimsariyo sihasam

24. rhimcala bhujala rurrala rhahe, satavisiya stira sadhira sahe

25. kekamna vimamna simcamna kala, udiyamna athamna jhaphamna(m) ila
26. timya ona lagai jala shrona tani, vaha joti udhyauti sisata vanim

27. hasi narada simbha aca(m)bha huva, judha vara vare vari rambha juva
28. patra piri sakatiya rata piyai, lakha khecara(m) bhiicara bhakhaliyai

1°* mumha mile

522 Blotched. Perhaps: pala or pola.

32 Blotched. Perhaps: ampadra, abhyara ?

324 Perhaps: kadhai.

52 Insert sign indicating “jaya” in the manuscript margin.

526 The word vadhiya followed by vayi, the latter was crossed out.
527 Unclear notation. Perhaps: utavalaiyam.

28 Unclear notation. Perhaps: Ipalamna.

52 Unclear notation. Perhaps: udota.

33 Unclear notation. Perhaps: sugeja.
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29. kei yamkhana grihyana koda karaim, pala guda gila gila peta bharai

30. kei khaga sim khaga vibhaga karaim, jhatakam batakam hoi topa jharaim
31. tara jiita rahe kahum naharase, tam>' pariya kahum jodha pacaharase

32. dhurilam®*? mukhi boha vidha phena ghanim, vica vajatri gaja abaja vanim
33. kasiya camarala siimdala kanaim, ura tala vayala chamchala anai®*®

34. panimhari sakatlya kiibham patram, ghana ghata bharaim jala riika ratram
35. gaja baja gureta gada(m) guraja(m), para sisa jhuvai purajam puraja

36. taraphaim dhara hekam diyaim taklya, chalaka judha heka karaim chakiya
37. judha chaka nijaka dhamaka jiiva, halakara dhanamka dhu(m)kara huva
38. rimnatura®** nagara gu(m)jari®® rurai, pari sara apara kima(m)ra parai(m)

39. kati tumna kabana sumbamna kasai, dhari pamna su(m)bamna javamna
dhasai(m)

40. lagarT bahart gaharf lahar, tira vamsuri vam tahim jaya tirl

41. kei ghata ko ghata kurata kiye, lata lata jata dhara sisa liye

42. ina bhamti(m) thaya mumhage asaga, mumhamela huva kari saimnasaga

43. tali mila narada vira taha, daba ru(m)pani jogani daka daha

44. aya bhara pala tana anaram, joya kayara kampai i vega jaram

45. mamsala bhukhala pamkhala mile, hathayala®* 537 jatala hale
46. hoi(m) hamsa harava(ra) haka hui, judhi jogani vajiya daka®® jui

47. kari sena su(m) tribha(m)gam sumvaga kasi, dahuvai jhala vola jalam darast
48. ukali kari agi jalam ukali, mili sena vinai dina ghora mil®*

49. para vesa dara dara sisa parai, dhari dhari ragata gurika dharai(m)

50. ari pamna sum bamna anamta karaim, aba aya ana(m)ta ana(m)ta haraim

51. pari®* dhupi jaram ojaram gupata, mili sara chatisTyu(m) maramata

52. ati dhira mamdaim ramnavica arai, panagam ghana nira jyum t1 parai

53. tara vara na ladhoi para taham, jimdarava gaemiti bamdha jaham

54. jimdarava tani(m) ghara sena ja(m)ha, milaga>! boha aya samamda mahi(m)
55. niyatham ta(m)ka yako ha aya jui, mata kutaram gata cohata mahi(m)

56. rimnatala vahaim ghana rosariya, ulam jimma golaya u sariya

57. haya(m) gaya kayara phata hiya, narasiira ghana bhara netha hiya

58. pharalamta ghara masa®* lamta phirai, pabu jimdarava sum aya parai(m).

rosala

331 The letter ta followed by om. The latter was crossed out, resulting in: tam.
332 Unclear notation. Perhaps: dhualarilam or dhuglarilam.

333 In the original copy of the manuscript anai is written, in the scan, anai reads like ana.
3 The word rimnatura is followed by gumja, but the latter was crossed out.
535 Unclear. Perhaps: gumjara.

53 Unclear. Perhaps: hathiyala.

37 The word rosala followed by ta, the latter was crossed out.

3% The word daka followed by rane, the latter was crossed out.

% Unclear. Perhaps: mila.

340 Unclear. Perhaps : pare.

31 Unclear. Perhaps: malaga.

342 Blotched. Perhaps: musa, bhusa.
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Chamd 11 (Ms. 9727)

Atha®® pabujht®® ro chamda mehaijht ra kahya

1. vamsa kamadajha palha vardai, vegada virada vahana varadat

2. vera hare vamko varadai, vamkam padhoranam varadai

3. udiyo (...)** kula khici anabhamgo, avadha hatha jido**® anabhamgo
4. ari amgamei na ko anabhamgo, apaha pamni (i)asai anabhamgo®*’

5. jhimdo palha binhai jhagajhethi,**® jhudhi jhaivamta binhai jhagajaithi
6. jhagai vaira binhai jagajhethi, jhudisT jhudha binhai jagajeth®
chamda trotaka>’

7. jhagajhethi jhimda palha jhagai, adhapati®' anammi apa agai

8. khala khala khayara na bola khamai, naha kot keht pati tamka namai
9. pabi jimda la pramani paham, gahamam tagera lasa puragaham

10. baha kopa hiia biradeta binhai, vadha rana virati jujha binhai

11. vayanai vidha vata na kaf vali,>? tali saimdha sagapana ma(m)ma talt
12. dhamdhalam khiciyam vaira dhukai,’** vaisamdara jam>* nidamam gavikhai
13. melai dala jimde paccha(m)riyo, pabu sira khict pasartyo

14. jhimdarava vana bhara joi jhakam,’> ki jhamta parva tani katakam?>

15. bhala hoi huka(m)ma sandha bhara(m), kasiya(m)(ta)’>’ jarada kari bakaram>®

33 Or: agha. In this manuscript, the letters gha, dha and tha at times greatly resemble each other.

3% The consonants ja and jha are at times used interchangeably. In addition, the scribe also employs two
different ways of writing jha.

345 An illegible letter precedes kula.

346 In this manuscript no standardized spelling has been used, as can be read from the different spellings
of Jimda: jido (v. 3), jhimdo (v. 5), jilm)da (v. 8) and jhimdarava (v. 14). Likewise, Pabuji's name has
been spelled: pabujhi in the title and pabuji in the concluding verse-line.

*7 Anabhamgo is followed by a sign resembling “3”, which represents a hyphen in this manuscript.

38 Within this and the next verse-line, four different spellings of jagajethi are found, i.e.: jhagajhetht,
Jhagajaitht, jagajhetht, jagajethi.

# The verse-lines 1 to 6 have been numbered per two verse-lines (1 to 3) in the manuscript. They closely
resemble the gaha cosara of chamd 1: “3. va(m)sa kama(m)dha pala varadai, vegara vahana varana
varadal, 4. vaira harana va(m)kam varadai, va(m)kam padharana varadai, 5. udiyo kula khict anabhamgo,
avadha hatha jimdo anabhamgo, 6. ari a(m)gamai tiko anabhamgo, apai pamna ja(m)so anbhamgo, 7.
jimda pala vi(m)nai jagajethi, juidha jaivamta vinai jagajethi, 8. jurasi judha vinai jagajethi, jagai vaira
vinai jagajethi”. The couplets which follow the first three, opening couplets, named chamda trotaka,
remain unnumbered in the manuscript.

30 A sign resembling “1” in the manuscript margin completes the “o” of trotaka.

1 Unclear notation. Perhaps audhapati.

32 A sign resembling “T” in the manuscript margin renders vala, vali.

553 Probably: vaira dhikai, cf. chamd 1 (v. 13): dhamdhalam khiciyam vaira dhike, vaya samdara laggi
dhramamga vikhaim.

%% The sign “@” in the manuscript margin completes daragja, resulting in darajam.

3% Unclear notation. Perhaps: phakam. However, alliteration would require: jhakam.

3% Unclear notation. Perhaps: katakamra.

357 Unclear. Perhaps: te.

58 Perhaps: chakaram.
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16. kisi topa ramgavali kamga®® liyam, sira hamthala soha sirai kastyam

17. tasa riipa tana kasana>® tasiya, jhogim(d)ra(m) hiiva®®' bhara jhusaniya
18. khurasant khaga chatri(m)sa khara, nija amga sucamga dahamta nara

19. kari vara ma lavau vega kahai, vinara vira(m)gam jina vahai

20. ma(m)di puthi ghalamna®®” laga(m)ma mukhai, rina pakhara rola ghamtara
rukhai

21. kasi tamga tur sa ba sajha kiyam, dila hijai bali vrichora®? diyam

22. tima rava rake batana(m) tarase, anabhamga hiia asavara ase(m)

23. jhimdarava carai jamarava(m) jhisai, dala(m) halai dhamdhala desa disau
24. hoi hamsa hiikama>** sanaha hiiyam, bhubhamga bhaye chatrapati bhayam
25. pamghe pura kataka hilai praghala, jhimdarava ki jammali hema jhala

26. vahatai dali vaji jhami visami, ghalt chadi sesana bhara ghami

27. ani ona asa hasa u(m)latiyam, gira jhamgara padhara gahatiyam

28. trapamta aho nisa tamga turf, huriya nijha leyana drikha vuri(m)%

29. phutl pauha pasa rana phirtya, pabu dhara khic pa(m)sartya(m)

30. le athi kare baha loba halam, ghana ghata vale disa pamgha gharam

31. pukara mukham®® puli vega page, ayau vahau palha agai

32. pala tira va pu(n)ai pagara, jhimdarava uparai desa jara

33. uthiyau dhikha paurisa palha isau, jhojhana bhilai ghrita dava jisau

34. bhrita cola cakht ati rosa bhilt, mukha mumcha amni jai bhumha milt

35. vadhiya bhujha(m) vauma lagai v(r)imala, krama detai ttkama jhema kala
36. bhala bhimca hakarai palha bhala, hala vega carhau vaihala vaihala

37. varatumga virata jha viloka liyam, asi chorai lasi utamvaliyai

38. sakaita laga(m)ma palamna saha, tasalima kiya tamga tamni taha

39. sohare vapi vega sanaha sajhe, kiramala karagi chatrisa kaje

40. anabhamga turamga ararhi(m)am, surahi chali surati sanadhiyam

41. pabu sira neta para(tha) viyam, kalavi cadhiyau kari timta ltyam

42. bha-(u) palha tana paradha bharam, agha anabhamga jhisa anaram

43. variyama samgrama jhihamma va(m)pe, kiya tili kamdila su cila kape
44. dhanahala bamhala jhamtala dhayam, hathiyala lamkala trikala hayam

367 vanai

45. macharala khaigala rosala mane, vikarala ghadala ja kala
46. dhimcala bhumjala sudrala dhayam, satavisai sura saghira sayam
47. suharam camdiyau ina riipa sajhe, mila piinima camda niksatra majhai

48. khakhu%® pemala khamdhara khalai, vagavala ta visala visavalai

5% Unclear. Perhaps: kramga or kiimga.

3% The word kasana is followed by pa, which appears to have been crossed out.
561 Unclear. Perhaps: huva, phiva, phuva.

562 Unclear. Perhaps: palamna.

33 Blotched. Perhaps: dri chora.

3% Blotched. Perhaps : hitlama.

5 Alliteration would require: “huriya...huri(m)”.

3 Unclear. Perhaps: murkham.

37 Kala is followed by a hyphen.
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49. bhara heka heka vasekha bharam, paradhi payaka palha tana(m)

50. hiiya satavise satha heka manam, dhana dhana narapati dhana dhana(m)

51. dhamdhala samau bhrama dhumha dharai, khata maragi palha turamga kharai
52. bhara paila mehala bhimca bhala, jhiltya pamthi padhari jujhaka(m)la

53. dhara dhijati*®[pai dhanakha dharam, karajoda kadala kha-uga®karam

54. paika aghaga)] milai praghalam, paradht lodht ghasa palam

55. leva sraga arati praba ladhai, vahastivam palha pramana vadhai

56. ukarasa nihasa hamasa iasi, dava @ipari (d)ambara gaina disT

57. vadhi tena rajhi amgi(da) palha vasi, ghata jamni vabhuti mahesa ghasa

58. kamadhaja vadana sajoti karam, suraji®’' nisariyo sehara

59. ima dhamdhala asi Gradiyai, khiciya(m) dala a(y)ariyau®’? khariyai

60. vikha vani vacana jimdai vasu(m)vam, vaga vali(m) sammi vahasiva(m)
61. dhini dhena dhant”® dharita naram, phaujam sira vamta jora pharam

62. nisamna dahum dali(m) nidhasiyam, harakhe palacara mane hasiyam

63. talf mila narada vira taha, di(m)ma (rd)pr®™* jogani daka daha

64. ghata palha tanim jimdarava ghara, nihaseha sobhata aya naiyara®”
65. pariya ra pa(m)khai dhikhi sara pani, jali kamthali vija jhabaki jan1

66. baliya gadha®’® bola dalam bigaham, guna tamni kabamna sapura gaham

67. samarl gani paradhiye savare, kiya (ku)mdala raha ganama karai

68. sarapura samuha vichati samam, mila ghora amdharaka meha namam

69. chamnakara khatamga nichati chanam, riigha vajiyam khara®”’ dhanakha ranam
70. phara phari sanaha sabaha pharam, bhaloram bha(m)bhara bheda(m)ta bharam
71. gajhiyau gaiyana gadhara gahatam, mili ghai ghanai dali ritha matam

72. jhiha(ra) jha(gr)ai suradhara jhata(m), nikara bhara palha tana nihata

73. hui haka kataka sudhaka hamam, sabaka kasaka dhasaka samam

74. jhabaraka jharaka jhataka jharai, pharaka pharaka naraka phirai

3% Unclear. Probably khamkhu, cf. chamd 11, v. 93.

3% The word dhijati followed by an insert-sign, which probably refers to the verse-lines scribbled in the
top-margin of the manuscript, which read: “par dhanakha dharam, karajoda kadala kha-ugakaram, paika
aghaga”. By inserting this verse-line in v. 53 and v. 54, which read “Dhara dhuja ti milai praghalam,
paradht lodht ghasa palam”, the first letters of all the last and first words of the half-lines of both verse-
lines achieve alliteration: Dhara dhuja ti-( pai dhanakha dharam, karajoda kadala kha-ugakaram),
(paika aghaga) milai praghalam, paradht lodht ghasa palam. The poet may have meant to achieve end-
rhyme for after inserting the verse-lines from the top-margin, the last words of all half-lines end with am
(am).

70 To mark the scribe’s notation, khauga is transliterated kha-uaga.

571 Above suraji a word has been scribbled, probably janim. It is unclear whether or where janim was
meant to be inserted. No insert-sign has been added.

572 Unclear. Perhaps: rayau.

3 Or: dhana.

574 Blotched. Perhaps: siipi. Following chamd 1 (v.43: tali mila narada vira tahda, daba ru(m)pani jogani
daka daha) ript appears more likely.

575 Unclear. Perhaps: taiyara.

576 Probably: garha.

577 Blotched. Perhaps: khasara.
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75. kasanaka tarak(i) bataki karam, pari kilara kadhara kapada(m)

76. khararaka kharaka bhataka khamt, u(m)tharaka ladaka daraka ami

77. mararaka maraka asidha murai, judha®’® palha anaim jimdarava judai

78. dhamachata gahata haipha(m)ta dhara, k(o) pata avata masamta kara

79. nlyachata pahata nihata nare, sara sara sambara samara sa(m)re

80. khalakata vikata avata khisai, viya®” chata sobhata mamsata vasai

81. khaga jhata vikata avata phalai,”® bhambhata ju-ata bhrigati bhalai

82. mila cata subhata bamdhata milu, hujada hatha palha larai dujhalai

83. kalavi kari hakula mora kala, lakha thata phirai kapi jhampa lala

84. asavara abhamga sucamga iase, rini jai janau jani riika rasai

85. machara-la khaigala rosala mate, rohirala bambala bhalala rate

86. vimuhala vidhala vicala vapai, uchala bamdhala samghala apai

87. jinasa-la jamjala jarala jua, hadala gudala dalala huya

88. dharadhala virhala ulala rhalai, nicharala nayala painala nalai

89. galimala guthala rambhala gaham, karimala bhuyala ma(m)sala kaham

90. mamsala bhukhala pamkhala milai, gudala rasala dalala gilai

91. taji raja rirai dharam tijadai, bhira palha pare bhala satha bhirai

92. vi(m)dhi pa(m)na samampe dhena varai, camdiyai rina namau camda carai
93. lo(m)ham baliya vaka sraga lahe, rina khamkhu pemala sati rahai

94. kiya paradhiyai kali na(ma) katham, satavisai si(m)dha pala satham

95. rathaura(m) samgrama karai rahiyo, ga-u vahara pabu go grahiyau
ka(la)sa

96. govahara go grahai, pala pimda jurai iasi(m)! pari

97. jimdai sum ju(m)dha jagi, kiyai Gjalai kirammari

98. vamna rambha vareha, vana kamadhajam>
99. piri asa palacaram, ltya ama khidhau ladhai
100. supra sana hiive dhamdhala sutana, suthara bola ju(m)gi jugi saha

vadhai

101. pranamamta meha pabu prasidha, (tyum parasidha pramana paha(m)
102. iti pabuji ro chamda samparna(m).

8 Or: kudha.

57 Unclear. Perhaps: vaya.

380 Unclear. Perhaps: khalai.

381 Blotched. Perhaps: osi(in).

382 Unclear sign. Perhaps “@”, which would result in: kamadhajam.
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Duha I (Ms. 402)%

shri gunesaya nama, atha pabiji ra duha likhyate
1. shr1 gunesaya nama, atha pabiji ra duha likhyate
2. devi de varadamna, munato ima ladhamaliyau
3. pabii suraparadhamna, gaum to tiithai gumne

4. sura nayaka stimdala, varadayaka huije vale

5. bhala pabtu bhupala, mala kahai kirata munim
6. pabii patiyaroha, kaliyuga mam tharo kamadha
7. sevaga juga saroha, rakhai dhamdhala rava-uta
8. duntyam paradeseha, bhira part pabi bhujai

9. rima saba lare seda, rakhai dhamdhala rava-uta
10. pabu tim pratapala, dohitarT dohitaram®*

11. karatau khotai kala, tipara dhamdhala rava-uta

12. bharanava nidha bhamdara, hara limtaya humsiyai
13. porasa cadhave para, ave dhamdhala rava-uta

14. to jayam 11 katha, bhala lamai sambhali

15. akhu sudha aratha, diiha suni samajhai duni

16. kamadhaja rava sikara, cadhi camcala vana caliyo
17. lubadht jivam lara, partyo pina na pakare

18. trikhavamta talava, vali ayo baipararo

19. ditho kamadhaja dava, agai jhiilai apacchara

20. picham nai pamniha, kapara lenai kudiyo

21. ke ke kimkamniha, gharavasiya de lugara

22. kamadhaja yum kahiyoha, akana kumvaris

apachara
23. dekho mujha diyoha, to kapara deu turata

24. pini paravasa pariyamha, suna dhamdhala sact sutha
25. vijara ha(m)tha bijamha, parani chamnai atu parani
26. araja amhini eha, to su ekani vatart

27. na to nahi kadeha, kahi tiyaum sambhala®¥® kamadha
28. maiha pati minakham mamhi, vasai kade naha devata
29. rambha aitha rahaya, mana jaukhai ae milo

30. tava dhamdhala ta hatha, parana e cala apachara

383 The handwriting of Ms. 402 (duha 1 and the parvaro) is rather regular. Occasional unclear notations
include the notations of damdas and unclear or blotched notations of anusvars. The spelling used in this
manuscript also appears to be rather regular, except for a few instances, like in duha 1, the spelling of the
name of Pabuji’s companion Camda as camda in verse-line 257 and canda in verse-line 259. In duha 1,
the difference between the letters “r”” and “d” is clear. The difference between “rh” and “dh” is not always
plain for it seems that “rh”, which is used throughout manuscript 402 is now and then meant to signify
“dh”, like in the parvaro (v. 4) where rhola is a clear reference to the Bhopa's drum (dhola).

584 Followed by an unclear sign, perhaps a damda with a hyphen.

585 Blotched. Perhaps: kumcari.

586 The word sambhala is followed by ma, the latter has been crossed out.
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31. rambha stim atirata, ke vasara rahiyo kamamdha
32. apachara ntim adhamna, rahiyo hutau rathavara
33. pabt piita pravamna, jayo subha vela jade

34. rambha nu rajtha, kari kolu ayo kamamdha

35. vamsai verajtha, parani trT hu(m)1 nipata

36. ugai ravi aveha, athuna huvai javai avasi

37. vinl naha caveha, ke dina iyum gamiya kamadha
38. o amalam huya amdha, javai ketha thittyo kamadha
39. sahi sutrT sanamamdha, kavalade mana sum kahai
40. dekhe pati eka diha, adharaini ga-i**” uthiyo

41. apana achai abtha, kamalade vamso kiyo

42. dhamdhala nu dhaeha, a1 samhit apchara

43. a va(m)sai aiha, valama to valt tarani

44. pitama taharo puta, Iijjai hum kamno liyum

45. kavlade karatuta, ai dekhana ampanit

46. iyum kahi huya alopa, ati khyari®*® thi apachara

47. kamalade thi kopa, kari dhamdhala tata khina kahai
48. nirabudht nartha, katha loke sact kaht

49. hu isa hona harf, pabi le ghara disa pulo

50. kava[la]*®de tata ka(m)la, vikham bhari core viramga
51. bamha pakari bala, hularae harakht hiyai

52. pabt le pala mai, ghora khara aya ghare

53. vara vajamta vajaya, kahiyo jayo dikaro

54. nipa dhamdhala navanidha, yum samapai asaluvam
55. pritht mahi prisadha, k1 ka jaya 11 karai

56. dina dina vadhai deha, varasa varasa mai ana vadhai
57. pabi ti prata peha, kaka pita bamdhava kahai

58. pekhe dina pugeha, rava dhamdhala cisarammiyo
59. una thahara ugeha, kirana laga buro kama(dha)

60. buro bai samneha, tikai rava dhamdhala tanai

61. jayo dhura jamneha, halai pabt rau hukama

62. khaiga alamga khareha, pabii anajamnyo parai

63. trijara hatha trajareha, vasadha kidht apa vasi

64. tosu suni taravari, pabil mhe pohacam nahi

65. japata(m) yu jodhara, samvata dhamdhala sT hauta
66. pariyo apachara peta, kava[la]de®®® moto kiyo

67. tina pabt kumna jeta, avai dhamdhala rava uta

68. pabil paravaraha, akhara kidha abhamga,

387 To mark the scribe’s notation “i” following “a” is transliterated a-i (ga-i).
588 Unclear. Probably: pyari.
% An insert-sign follows kava, indicating “13” in the manuscript margin.

0 An insert-sign follows kava, indicating “13” in the manuscript margin.
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69. guna bharijai gadaha, vadhai dhamdhala ravauta
70. sagara simdha olamdi, vina lekhai samdhi varaga™!
71. amne dai anabhamga, ramato dhamdhala ravauta
72. pabi tum paneha, abii dhara dhunai anara(m)

73. stniyo suratamneha, ramne dhamdhala ravauta
74. kavalade ika vara, beta bulaya binhai**?

75. vaigau karo vicara, hava bai mott hut

76. bijo loka bahori, dijai sonala devaram

77. jidai pemam jora, mo mana mai burau munai

78. mata vaina pramamna, kidha birai ra kaha

79. vara sonala vakhamna, bhalalo idhaka bhanai
80. pemam parnavoha, sodham ka sisodiyam

81. dekho chai davoha, apam khict a galo

82. saramgiyo sareha, masyau yum pabt munai

83. vatam visareha, nitha pari citaro naht

84. buro phera jababa, karatau pabi th1 kamamdha
85. hitarT kahT hisaba, saramga mhe masyo saht

86. pemam nu paranaya, vaira tiko hija varhisam

87. vatam suni vetaya, pabii hui uthai parau

88. muni jamta maiha, bhai bhoja i suno

89. budhihino baiha, mikhi(m) kici nu ma dhyau
90. mata burai mela, alocai pabii asana

91. khicT hutau khela, ana kiyam na vanai avasi

92. nipa melhe nalera, jayala le jaye jard

93. suni jidai hui sera, vidha su shriphala vamdiyo
94. jayala huta jamna, cupa kare khicT cale

95. aya yum asamamni, chibata kolu chatrapati

96. sammha samhelaiha, sampa dhamdhala aya sako
97. anabhamga ameleha, kuda(m)vamto kalavi

98. labhai naht lakheha, pura mai mamdr jai pakhai
99. isare arekheha, joi dam mam nam jurai

100. arahaim asavara, jo e jo > jamniya

101. poha mai pailau para, vida vakhamnai kalavi
102. maharai mana mam niha, a ghort leum avasi
103. japai yum janiha, bhole ra sahiba bhalam

104. pukha(m) tera narapala, na jida desT naht

105. suni taharo savala, magamarau kahiyo mato
106. kahai jido yekamti, dest kesari dayajai

107. kara thoram sum ramti, karasam ampe thakuram

1 The “a” of varaga has been crossed out, rendering: varaga.
32 A damda follows bi, rendering: bi/nhai.
33 Unclear notation. Perhaps: joai joe.
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109.
. kahiyo kina hekeha, alakha khict ajara
111.
112.
113.
114.
115.
116.
117.
118.

110

119
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kalhe saraga kuti, maharo pita vyam mariyo
lakha vita Iidha luti, vaira tiko mamgu vado

sahiba vina samadheha, kamadham paisa se kiyo
vara torana vamdeha, kara jore mamyam kanai
cavari te thara ceha, aye le phera abhamga
hathalevai rau hatha, ramdha (ma)*** 1agt jhali rahyau
pahi dhamdhala paratha, kara chodu dhyau kalavi
ghora deu ghanaha, biirau ina para boliyo

anaha amgamanaha, so pabi rai mana sami

biira saramga bapa, misa kurai thai mariyo

. avadau vaira uthapi, karana (ye)kani kalavi
120.
121.
122.
123.
124.
125.
126.
127.
128.
129.
130.
131.
132.
133.
134.
135.
136.
137.
138.
139.
140.
141.
142.
143.
144.
145.
146.

hatha levai hathiha, kahato yum btiro kamamdha
madi mana mam ththa, pabi naha bhiilai palaka
vadi khicT tina vara, ghari ghora hathi ghana®®
vita mamharai vaipara, kyu na lum kalavt

buro bamdhava riha, gati jamnai dilam gamai
vatam vinhe rahiha, haunt thi su to hut

biirau bauha citoha, mata suni tere munai

na mane na pitoha, pabi to chito prataki

muni biirau maiha, dosa tako monu diyo

pabi paihalaiha, ampam nu ati paliya

virai(m) varajam tamha, mai kidho so pammiyau
khutai naht khatamha, mata suni biiro munai
cheharo vichaiha, mai samajha yo mo disa

puni 1agi pa aiha, to ina mamnai tripata

karasum kamaiha, nisacai bhogavani nripati
vadho vura(m)iha, ke kuri sact kahe

a1 ro upadesa, suni buiro bolai samatha

katu jai kalesa, agai husi(m) sa disa si(m)

taba biirau(m) tetala, vapa thi jamni vanaviyo
karana kamadham kala, kahi ari nai raji kiyo
garha varam 1T gamya, aye nai lejo avasi
kamdham ma nai karaya, koi vahara na karai

viro to khatravata, aparast ujavalasi

kamta o karakata mam no to mata marijo
prabhanai yum pragata, ajimno tim yekalo(m)
ma maro alai ma(m)ta(m), lyau gayam dhyo kalavi
pabil nu pyariha, cavi biiro ati carant

%4 Blotched.
%5 Blotched. Perhaps: gahana.
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147. maum hasara vicariha, kesara tham desT [ka]Jmamdha®®

148. jidai mana mai jani(m), khere(m)cai dakht khart
149. puniya tetha pravamna, pabti naha madu parati

150. biro kahai bijuha(m), sambhali saramga samha uta
151. to sum na pati juha, durisa®’ kahi kari deva co

152. anabhamga sambhali amna, nisacai monu natha(m)r1
153. pabii jiva pravamna, kyum mariim lyum kalavi
154. bura taharT bamha, valata®®® sahi na vadha su

155. puro vinhai pahamha, sukha payo chode su [ka]ra®®
156. rava biro rajiha, huya mana mahe$” haliyo

157. muni agali majhiha, katha kaht chodai kara

158. bhai de ghara bheda, paranai bai parl

159. narapati vata na dekha, karant tht kidhi kamamdha
160. pemam paranijeha, jhaila lego jhimdarau

161. nara nariyam saneha, vasara sukha(m) su volavau
162. karake kalava tita, cita vast khicT tanai

163. tana mam nitl mita, kahatau rahatau kalavi

164. suni vatam sartha, vatam bdrai vira 11

165. agho utariha, hava khicT hikhai huta®"!

166. pabii paratayoha, ina karana tama aparo

167. o avasara ayoha, marasT satrava marinai

168. lyo lya ya na lera, tata rai mai sodham tanau

169. virai kuna vaira, japi pabu jagariya

170. na karo na vanaiha, kahiyai yekani karanai

171. [pu]ni sodht paraneha, suni mo mrita hosrt sati

172. shriphala sodharoha, vedo gata vidha vamdiyau
173. pabii parane vaha, kherecai khartya khatamga

174. maraga hatam®? mambhi, nahara dava nisarai

175. pabiijt poharai, cyara pohara kahai camdiyau

176. nairT niradharihi (rahai),®** mahari mrita paba munai

604

177. sodhat sumpiyariha,*™ rahasi tela cadhi rakhe

178. muni mathai mareha, kari cataka pala kalavi

6 Though no insert-sign was added by the poet, it appears that here "ka", scribbled in the margin, has to
be inserted to precede mamdha.

7 Unclear. Perhaps: hurisa.

%8 Unclear. Perhaps: valabha.

9 An insert-sign precedes “ra”, indicating “ka” in the manuscript margin.

600 The “u”, which follows mad, has been crossed out.

1 A damda follows hu, rendering: hu/ta.

2 Blotched. Perhaps: vatam.

3 Blotched, probably because the scribe meant to cross out rahai.

4 Blotched. Perhaps: sumpiyara(m)ha.
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179. aya ilagareha, umarakota utamvala

180. sodham sammbhai laiha, aya kari daurha amala

181. mili mana mai mulakeha, dhani bai di dhamdhalam
182. phera cyara phireha, rera laga aya dahu

183. kahiyo sikha kareha, ramne dhamdhala rava-uta
184. sorham sambhaliyoha, ye pabiu paro akhata

185. cheharam vina chii(m)tamha, kyu halo kahi ni(m) kamamdha(m)
186. bhalalau bhakhaiha, suni sasi sali sutrT

187. raj1 hui ra khoha, vaigt sikha diyam vanai

188. jhehi akhi araja, sodha bhela hui sako

189. poha harakhaya paraja, raji arogau mamharai

190. anabhamga arogeha, aye sodham amganai

191. sukha payo sagaleha, sasariye pura(m)vasiyam
192. so(m)dhi nu de sikha, jivamto gadha gujavai

605

193. vaigi bharajau vikha,*” muvam ma melo ye kala
194. mana mahila mileha, sikha kare saba satha sum
195. pabii para(m) bhateha, cadhi kolu nu caliyo
196. saramgasuti suniyoha, pabu gau parani java
197. mitiT su muniyoha, mana cahyau tamno milyo
198. tata bhara tereha, phajara samva chera phirai
199. khiciram dala khori, ulata kolu nu orya(m)®
200. ravata ratorati(ro),®’ aya utariyo gimjavai

201. puni tinahija paribhati, kolu diim koya kataka
202. lakha gayam lenaiha, halavai halavai haltya
203. pabu padha(m)neha, cahyo melo camdiya%®

205. karatau gohart kuka, ayo garhavaram asana

206. akham vata(m) acuka, dhana Itya jaila dhant

207. cali caraniyambha, jani jani biiro japai

208. surahi I1 suntyamha, kamadhaja(m) kukau kahai

209. biro yum bola(m)ta,*” ra(m)jani dina dukhiyo rahum
210. amamma lejo amta, kuko jai kamadham kanai

211. birai balayeha, kotavala kolu tano

212. kamadham kahayeha, koi vahara ma karo

213. carantyam ca(m)ltha, kamadha(m) ghari ghari kukatt
214. pale tam paliha, biro tina na bolato

215. laja bahiram ligara, koi bolo re suni bumbart

%5 Blotched. Perhaps vikha, preceded by a damda.

% Blotched. Perhaps: oriya(m).

%7 Here, “ro” was crossed out.

8 Unclear. Perhaps: camdiya.

6 Blotched. Perhaps: bolota. However, alliteration with a(m)ta in the next verse-line would require:
bola(m)ta.
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216. yekani vaina ucara, bholt tu ghari ghari bhataki

217. kheraicamrai khota, devalade dekhai naht

218. iha(m)na jana 11 ota, jaya paba pukaraje

219. kamadhama®!® kharT kahtha, nahi ghare pa(m)bu nari(m)da
220. satra sabata sahtha, jayai naht deval japai

221. ravata adhi raina, ayo paranije avasi

223. vigata sambhali vaina, cita khusT hui carant

224. samma to nu su[bha]®!!

raja, kahiyo ghari ayo kamadha
225. aja amhint avi, nisacai havai na ja vasi

226. surahi I1 suna stha, kamme tina vela kamamdha

227. pabi jala pisiha, bahi khala gayam valtyam

228. iyum kahati aiha, vahaa(m)ra vahara vegara

229. lakha ke Iidhi gaya,®'? tarasa karamti carani

230. pabii suni(m) pu(m)kara, gayam khicT legaya

231. devalade dukht yara, rovai dhamdhala rava-uta

232. sahula sambhaltyamha, kahuli mana mamhe kamadha
233. cupa cupa caraniyamha, rahi kahi dhamdhala rava-uta
234. caraniyam ra cita, trijadahatha suni talakiya

235. dhenam le dharita, vuha dhamdhala rava-uta

236. dekhe devaladeha,’'® vaha khict gayam vale

14 jyum ratato dhamdhala rava-uta

237. muniyo to maradeha,
238. thori tere thata, corT surahl coratam

239. khicT hiyai khatata, layo mharai camdiya

240. puni camdo suni palha, putrT mo paranijasi

241. sahiba sabalo sala, rahast dhamdhala rava-uta

242. camda vahar cali, nahara nakaro ma kari

243. ari phaujham uthali, aye paranavam avasi

245. locana mukha kari 1ala, kahi camdo lokam kathana
615

246. peyo®" savane pala, koi rakhai dhamdhala rava-uta
247. camda tum citari, bola arhamga bolato

248. vaina tike visari,®® kina karana monum kahai

249. camda tu tilamata, jiva sada kari jamnatau

250. ghata(m) olai ki ghata, muha sara melhai jo marada

617

251. camda caharamtoha,®"’ rata diharai ravatam

610 Blotched. Perhaps: kamadhana.

11 An insert-sign follows su, indicating bhd in the manuscript margin.

%12 Unclear. Perhaps gaya followed by a damda.

13 Unclear. A damda precedes “de” and “ha” is followed by two damdas, reading: de/ ha //.
14 A damda precedes “ha”, while two damdas follow it, reading /ha //.

615 Unclear. Perhaps: pekho.

616 If the damda in the manuscript margin was meant to complete the “a”, visari. If not: visari.
17 The phrase “kam dhura thi kapurasi”, which precedes “rata diharai ravatam”, has been crossed out.
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na bolai niratauha, kam dhura thi kapurasi

camda tu paracada, agai hi nita avatau

ahe(m)ri aviyacha, sura sada laga samvala
camda kari kari cota, sasa mriga nahara suvara
kamma tanau hija kota, huvo sada rahavo®® huto
camda ye ucata, mana ma sabalau maharai
vadhavai khatravata, matha parato tu mitai

canda vahara carhi, mamda pari mamcai maram
ila jiyai vina arhi, k1 karist kahato kamadha
camda tum to phamna, ghara bura kahi tau ghana
nahara vara ni*”’damna, suni apam muyam sudharai

20 ina motai avasamna thi

camda mata cukeha,
mo yekala mukeha, kala kita jivisa kahi

akhai ahertha, karava mham ma kaho kathana
dhamdhala ghart gharf, satra mare kari samsaht

621 pabi hacama®? karo palaka

rholam vagam rhila,
asi taharT asila, karavaro sajha kalavi

jada lakhinau jina, mamde de ahi 1ana mukha
pamdava ati para vina, hajara ki stintyai hukama
vaigau kare va(m)nava, bagatara hathala topa bamdha
ratato dhamdhala rava, lyavo lyavo kalavi

madi lakha majhari, kudai kapi vam di(m) kuramga
amhacai hui asavara, revamta dhamdhala rava-uta®?
vada vada bhica vakart, khage kari kari khata khari
tapari jodha ti vara apari dhamdhala rava-uta

pabii upareha, kalaha kam ramti kalavi

namkhe nasareha, rima ghara dhamdhala(m) rava-uta
mare maihadarava, saradha pave satravam

ghora naraye® ka ghai, 1agai(m) su dharati lutai

jido jovamtoha, pabi®® bovamto prisuna

ra(m)tato rovamtoha, viramuvo pina(m) pala vaca
khicira khistyaha, hukam jidai ra huta

dekho ghara disiyamha, gayam le pabu vale

ubht maraga aya, devalade adi dusata

%18 Blotched. Perhaps; rahato.

1% An illegible letter precedes “ni” .
20 Blotched. Perhaps: bukeha.
21 Probably: “dholam vagam dhila”.

%22 Blotched. Perhaps: havama.

23 Unclear. Perhaps: ratra-uta.

24 The word naraye is followed by an illegible letter.

25 The word pabii is followed by a damda.
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286. suni carant sabhava, dhava vale lyau dharavi
287. vadalai goharT vira, mai jimdairo mariyo

288. phutai hiyai phakira, taive 1a(m)i saro tavai

289. mo gayam marastha, suni pabt kahatt sakati
290. tai di narT tirastha, rambhai dhamdhala rava-uta(m)
291. pavai jala pyasiha, khala gayam khijariyam

292. kohara kalam s1ha, ratt dhamdhala rava-uta

293. bhalai(m) bha(m)laloha, ayo kohara upara

294. vasadha vahaleha, re I1 dhamdhala rava-uta

295. pabil pani paya, caraniyam nu camdaiyai

296. bagasi vega bulaya, dhenam dhamdhala rava-uta
297. pabi sukha paurheha, carani gayam le cale

298. kolu aya(m) kaheha, ana humti vata asamna

299. biira to disa bura, dhari pari®®® dhara dhamdhalam
300. kahiyo avai kiira, vahiyo dhamdhal rava-uta
301. bivanai pabi vira, yum suniyo barai abhamga
302. achati khaga adhira, dhayam dhamdhala®?’ rava-uta
303. bore®® asvareha, apariyo biro abhamga

304. vair1 vakareha, kari gairT javai kathai

305. jhida jamaramnaha, jamai jamnai ja(m)gata

306. a-i doi®® apanaha, kade na% hi kahiyo kamadha
307. japa to jayalavala, gayam le pabt gayo

308. alai mata upava, raji vada kijai rakhe

309. khici-a(m) na khuteha, marayum biro munai
310. natho na chutaiha, hattyara pabi hinai

311. mo bamdhava mareha, anbhamga pabi ubare
312. kahi sumsa kareha, rahi rahi dhamdhala rava-uta
313. jida ana joiha, tai kidhi biiro kahai

314. hauni thi huiha, kurama bole kapurasa®!

315. kura vaina ma katha, biira bamdhava rajhi ro
316. yetha chiidaye athi, maharo bhai marinai

317. tahari vata trijata, nakata hum manu naht

318. pabi vira nripata, tai maryau biirau tavai

319. mo bamdhava mareha, vikham bharato gumjavai

626 Unclear. Perhaps: pari.

27 An unclear sign in the manuscript margin follows dham, perhaps reading: “na”, which would result in:
dhamnadhala.

28 Probably: bare.

2 An insert-sign follows do, indicating *i”

30 Followed by “ka”, which was crossed out.

31 If the “a” in the manuscript margin was meant to complete kapurasa. Otherwise: kapurasa, followed

by a damda.
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pabtu padhareha, ramma duval raji r1

re jimda tu rina, mata bhakhai biro munai
pabi vira pravina, maryo tai kyum mela sum
rina na bhakhi raji, kaja vina kamkala karo
loka khaka®? malaja, mitasT sadlam mariyam

325. jimda taharau jora, jamna hu biiro japai

326.
327.
328.
329.
330.
331.

natho tadai nithora, marare pita murakha

biira mata boleha, baram bam®* to duri vacana
kula sagalo koleha, rahasT jasi rathavara

agai balafi agi, bhalaha®* dho bhatakiyo

khict upara khaga,® to lai dhamdhala rava-uta
namkhai khaiga nirata, disa®¢ dhamkhai khicT tani

332. jhi kapare khaga jhata, thata virole rahi suthara

333.
334.
335.
336.
337.
338.

naraji niralamga, amga khatamgam utare

(ra)jora vare rina jamga, kidho doya ghariyam kamadha
a de jhatake aya, pare biro pati pati

tada khict pacha taya, rosai dhamdhala rava-uta

apata ma aloca, khicira karata kharo

suni sahiba tadi soca, japi pabii maram jhara®’

339. jimdai mana ma jamni, sact ye pabi sunt

340.
341.
342.
343.
345.
346.
347.

to kula sagalai kevamna, karhai sisava visa®® kari
nahara tha(m)ko na cita, pabu kohara porhiyo
ampam jaya acita, mathai pari mari marisam
carhai khicT caleha, ampam® pabu upara

sutai utha(m) sambahi, dhayo dhamdhala rava-uta
agai aheriha, bali pabu vakariya

purT mara partha, khicira 1aga khisana

348. jhido jayaltyamha, vakarai verhimano

349.
350.
351.
352.
353.
354.

dekho dayalt yamha, natha ht chuto naht

naura aya bineha, khicira charai khatamga

ado aya areha, vajai dhamdhala rava-uta

udaim a(m)karitha, lekhai bahiro loharai

dekhe deve ditha, vada jhudha tena vakhamniyo
bamnam saram bamda, tutai lakha khici(m) tana

32 Unclear. Perhaps: yaka.
33 Blotched. Perhaps: cham.

34 If the “@” scribbled in the manuscript margin was meant to follow bha, we should read: bhaldha.

%35 Blotched. Perhaps: phaga.

%3¢ Blotched. Perhaps: visa.

7 Blotched. Perhaps: jhari.

%38 Blotched. Perhaps: visava visa.

¥ Blotched. Perhaps: amyan.
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mathai upari mamda, udiyo dhamdhala rava-uta
khict dala khamreha, rami damde holt ramai

matha vina mamdeha, rahi rahi dhamdhala rava-uta
sira bahiro satramha, paba kitami®*® parato

muni khict mitramha, baidi tham budhi bahiram
milanai mitrT seha, mati pheravi kidho mato

vaki visaa viseha, pabii iyum parasi pahavi

lakhi ramga loiha, orhai tana upara

isar1 ajoiha, kidhi tada part o kamadha

artyam ojhareha, pariyam jala carhe prabhati
pariyo lakha pareha, rina mai dhamdhala rava-uta

jhimdai vaca®!

jyamriha, kahiya camdai ye kathana
pemam ati pyartha, ramde dhamdhala rava-uta
malavata khicT mamna, pala vata(la) huta pakare
pabt vaca pramamna, Ki jido chore kamadha

sate™? vise sura, pari pabt rT pa(m)khati

camda satra cakacura, vina(m) lekhai kidha varhe
pabu dharat1 pari, khict ghara disa salakiya
caraniyam 11 cada, virhiya dhamdhala rava-uta

vali pabi jivamta, cali ai ka(m)hi carani

kai kali mai kirati, rakhu dhamdhala rava-uta

pabi iyum prabhanamta, sambhali devalade sakati
pava vaikutha vasamta, thapi prithi mam thapana

de dev1 asisa, kamadhaja ra suni suni kaghamna
varadha kodi varisa, sauha japasi dhyasi jagata

pabt tau pachaiha, deva tana dakhai duni

kuna vakhamna karaiha, rasanam dhamdhala rava-uta
pa(m)bi to prataha, kina huta javai kahya

suni agai surataha, kamadhaja tahari kahu

vatam vaja vajtyamha, pari buro pabu pare

carhi calisa tiyamha, kamadham ri kathe carhana
nripa burai 11 nari, idhaki a kidht acara

jhararo peta mamjhara, katart le karhiyo

bhuva bhojayamha, ma masi mausaltyam

balaka lyau bayamha, vaira sahi o valasi®*
prabhanai iyum pravara, gahilt doda gahelari
maha ko kahai samsara, mata pakhai balaka marai

40 Unclear. Perhaps: kitai(m).

%1 Or: vaca, followed by a damda.
2 Or: sate, followed by a damda.
43 Blotched. Perhaps: valast.
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tavati pali talava, pipala bamdho palano
vali hicolai vava, kara amguthai dudha kari
betau buirairoha, amphe hui moto avasi
khictram kharoha, lagai yu vidhana likhyo
udhami bolf athi, biira paba 11 binhai,**

hatha kari namni hadhi,* balaka de satiyam vali
jhararo iyu jhilamtoha, hui moto sattyam hukami
akhari anitoha, piram to panihartyam

mammi pina tina mamhi, aya jala bharava uthai

saba dina iyum samtaya, yeka dina kahi o(m)yo khati®*
mamti pano ma dakhi, bhamji ghara pamnt bharati
lyumjhe vela lakha, paihalt ht mai paliyo

tatt kako tata, mata bhrata mariya

jhamnavai ni jati, satrava mare sakaja

amhacai jhararo aya, kahtya namni tht kathana

kuna kako kuna mata, kuna pita maharai kavana

karati ghana kalapa, namni o mamnai naht

suto kina heka sapa, japi papani jagariyo

taharo biiro bapa, kako to pabii kamadha

ina moto asapa, jyamnu marya jidarai

suni jhararo su(m) dhoha, jayala nu javai jaru

budha su prata budhoha, jogt hu jamniyo

nijaram gorakhanatha, ditham paga jhale dahu

hita su mathai hatha, parathe jogi puchiyo

kuna balaka kuna kaja, kuna dukhiyo disai®’ kahai
ayasa maharo aja, bhaga khule tham bhettyam

taba jhararo tina vara, vatam vivaram su vighana®#®
ayasa rijha apara, kari celo kahiya kathana
jharara maharT jhutha, amna khici vaht agai
rahiyo hum pina ruthi, jai dina thi ga-irT japt®®
ji(m)dai jogamdraha, kudt taharT amna kari

muni caulo machamdraha, suni jharara moto samadha
buravata buraiha, paranai pemavatt

Kkari khici kuraiha, kara dyo mo kalavi®*®

jore huya jamjala, kesari (dyo) pabii kumakha

%44 Probably: binhai. Or bi followed by a damda and nhai, resulting in “bi/nhai’.
%45 Perhaps: hathi.

646 Perhaps: sati.

%7 Two damdas follow di (di/ /).

8 Two damdas follow vighana (vighana / /).

9 Unclear.

0 A damda follows kala (kala / vi).
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427. kamadha vasi hui kala, mata ciikai biiro munai

428. gayam garhavaramha, lejo the mhe na laram

429. puro pravaramha, pabi aparasi prathama

430. muni yo maro mata, suraht dyau ghorT satai

431. suni jimdo kahai sati, naha marGim pabt nripat

432. salau samajhavaiha, jida nu biiro(m) jamdai

433. hiyai saca huvaiha, nau to kijai devaco

434. khict amna khartha, kahi gorakha mahart kart

435. verham bhalt (bu)rtha, huvai pina pabt rahana

436. tina jido to khara, biiro pabu hina vinhai

437. mujha hukama ja mari, kahi gorakha jharara®! kamamdha
438. ayasa mo sira aca, taim didha jhararau tavai

439. (sa)satra mara saum saca, aramkha®? kahi ko gammacau

440. sira mamge hura%?

syamma, hai toniim desi [avasa]®>*
441. kamadhaja taharau kamma, piirai parai(m) yo parikho
442. hiya(m)rai mamjhi harakhaya, gura vamde khidho gavana
443. jayala jhararai jaya, gorakhanatha jagariyo

444. vithai dhanii daraya, jaye paya lagai jagata

445. o amali i raya, kohika keraita kamadham

446. na liyai bhugati na khaya, pahalo ke tada puchiyo
447. kalo hu(ra) kahaya, lyavo sira to hum leim

448. dasaraha ro diha, mela huti hura mariyo

449. balaka ro mana btha, pariyo lyaya pamcano

450. jhararai matho jhali, kaco damte kararTyo®®
451. satra dekhe ura sala, jogT olakhiyo jarai

452. ayasa ralt aita, hasi dakha dakha mana ma huvo
453. dusamana huva ducimta, sopai pari baharai sako
454. premam kanai prakasa, jaye kathiyo jimdarai
455. vairt karana vinasa, au ko jogt aviyo

456. kamya®*® mo bola kahamta, motai kula mai maharau
457. kuna ubariyo kamta, tau agai kahat tiya

458. phaigara krama phutoha, siito trT va ika sune
459. jotu(m) kuna jhuthoha, kai kam to sacT kahai
460. pemam puchevaha, ai adht rati 1T

461. kamadham ra kevaha, tu leva ayo tripata

462. ayasa audra kiyoha, ina monu olakhiyo

1 Blotched. Probably: jhararo.

2 Unclear. Perhaps: arampha.

%53 Unclear. N.S. Bhati (1973) reads: hiii.

%54 Blotched. N.S. Bhati (1973) reads: avasa.
%55 Blotched. Perhaps: kararam ayo.

6 An insert-sign follows kam, indicating ya in the manuscript margin.
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kina kamadhaja kahiyo, narT mhe sikha natha ra
ayasa kura ma akhi, jhiith to disai nijara

moti vata ma rakhi, ka to mararu®’ kamamdha
mai kuna maraiha, jogi mhe gorakha japam
suni khicT sara iha, kasum chai ja kuka nhim
jogira(m) jimdoha, nimdam ma siito nripata
uthast unidoha, sunasi to dest sajha

mati hint maiha, moti asuhai ma kari

jimda nu jaiha, muni vaigl to marasi

jogT tana jabab, pemam sune pichamniyo®?®
ambhinai kula aba, satrava hi sarhi calavasa

mo citd metoha, jamni tonu jogi na

biira ro betoha, taharo jhararo namma tavi

vijakhe karai®®

vicara, ayasa huta atima

nari a niradhara, pamtara nhi to pemam bhuva
jamnayo jinavara, apana yo pemavatt

yum mukha huta ucara, re jharara kuro ma kahi
bihe mam bijeha, koi naht pemam kamamdha
dhamdhalam mo dhijeha, sudhi bahira hu svasani
atama ulasiyoha, olakhi loht aparo

bhuva bhatrijoha, maho maim sayam milai

bira bali vesa, resa na sakai rima joravara

naira apana nesa, ja pacho pemam japai

bhuva tum bholiha, k1 ult pailt karai

sakharf sa sultha, kaheka ghata vataya ghara

balo bolayeha, pemam sukha payo nipata

dhiraja dharayeha, aye mo vamsai avasi

ayasa lari avasi, carhi pemam khict tanai

slitau sama nisasa, ja jharara marai japai
jhararo(m) jhajhakhamnoha, caka dekhe khici tana
jagai jhamaramnoha, vali pacho pemam vamdai
kamadham vhau jo keri, phita phita tum pacho vamlai
bihe mam sira beri, mraga®® nidra siito marada
buravata boleha, bhuvare 1ago bhalo

akhai tana oleha, ghatai naha porasa ghano

pacho vali prakrama, bhuva dikhalabu bhalo

jida marana jamni, mahilam di somala piyo

7 Blotched. Perhaps: maradu.

8 Blotched. Perhaps: khichamniyo.
9 Blotched. Perhaps: jharai.

%0 N.S. Bhati (1973) reads: mriga.
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500. upari chati® aya, biiravata baithau bahisa

501. jayala rava jagaya, kako pita mamgu kahai

502. jimdo jagai joya, kalariipa ditho kamadha

503. kahi to samo na koya, pramna vacai paranavasim
504. nakata na choduha, moru sira jhararo munai
505. taharT jara to ruha, to jamne birai tano

506. iyu kahi jhararai aci, khamjara lenai khoviyo
507. vela biji vaca, narf sunai na upart

508. vapa tivi choreha, le matho calai capala

509. ve bai(tha) horeha, kako pita bhuva kahai

510. matho de monuha, bhati1ja lyu bhamvana

511. deva ka(m)rija donuha, sudharai mo huvam sati
512. tada jhararai tatakali, pemam (sira) samape pule
513. katha ugai kiranala, vatam saga(m)lai vapari
514. tada vajare tura, basahiba gali laye sat1

515. kathe carhi kariira, pemam ujavalai parh@i

516. pabii rai payeha, aya jhararai akhiyo

517. jayala mai jayeha, jalama mare jimdaro

518. (bha)khai bhalaloha, bhatrija jayo bhalam

519. amha kula ujavaloha, pakhi balau pirho pakhe
520. suragira gamga sama(m)da, tara tara tiratha tavu
521. stiraja camda suramda, ila tam laga rahija amara
522. suniya vaina rasala, pabi ra jhararai pratakhi
523. buravata biradala, rajt huya ramato rahyau

524. pabi to pratapa, aja lagai jhararau amara

525. tina na lagai tapa, kali khalati tam laga kamadha
526. iti pabuji ra diha.

Parvaro (Ms. 402)

atha pabi ra pravara likhyate
1. atha pabii ra pravara likhyate
2. vaghai mahi vidhe®%
3. ila mai vajo eka, dhamgarava marhi dhamdhalam
4. dhamgarava thi rhola, madam vaghai mamgariyo
5. balayo jasa bola, bhope bhala lo subhata

6. kahatau rava kamamdha, akho the ket araja

7. pabi kanai prabamdha, tava bhopa vagha tanau

ka, naht mamnai ai kachu

1 A damda follows “cha” (cha/ti).

%2 Blotched. Perhaps: vine.
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8. vaghai joravara, lope mamgayo rhola®? rau

9. pabi tina pukara, sambhali dhamdhala stha-uta
10. kamadhaji upari kopa, kidho bhopam nu®* kahai
11. tha pila pitha jathapa,® amni rhola®® utavalo
12. paba dukhave peta, garhau vaghai kamadha ro
13. sakarava dosa meta, kuka phitt okhada kase
14. guna nuhavai ligara, bhopa bharara pachiya®®’
15. %8 paba upagara, kidhau vaja karanai

16. tata khina bhopa teri, punatam pariyo pamtaro
17. paba® ravata pera, sambhalau tharo sako

18. sacai mumna sicoha, pabii ro ghato punai

19. Tsarau 1 sicoha, kidho yum sajo kamadha

20. vagho rhola®”! vajai, pabu rai lagai page

21. pachau marhi®’? pauhacara, tha pe sojhita thampana

22. kamadhaja pram mamna kareha, karimti kum Bhopa kahai

669

23. tada sicau ghateha, vaghai sukha payo bahuta
24. vajatra vajareha, sojhati marha ghaye sarasa
25. pabi pujareha, hara khare vagho hiyai

26. jodha hara joeha, pabt rai lagau pagai

27. pacho paha caeha, dhamgavaya rhola®”® rau
28. rope ratana deha, khejara khavira pakhatt

29. vina samadhai varheha,®™ jamgai bhatijai tiyai

30. ratanam ro vamti, kolu marhi pabu nhai

31. a1 akhamti, jora varamki®” jhaitiyai

32. vahara pabi vira, muni bai kahi mahart

33. dhamdhala ratanam dhira, kart kahai @ipara kamadha
34. bhatt nu bhelau, mare kidhama sosa nai

35. mila mina pam melau, talau®’® vichai jai niyo

36. lakhe kahi lokeha, veha likhe jara varhiyo

37. naine naha dekheha, thi”’ pabi 11 thapana

63 Probably: dhola.

%4 Followed by “m”, which was crossed out, resulting in “nu”.
%5 Unclear. Perhaps: jathaya.

6% Probably: dhola.

%7 Unclear. Perhaps: puchiya.

%8 Prior to “e”, muna nu have was written prior and crossed out.
6% Perhaps: yamtaro.

70 Prior to “pabii”, kha was written and crossed out.

71 Probably: dhola.

72 A damda follows marhi, perhaps marhi was meant.

673 Probably: dhola.

67 Unclear. Perhaps: gharheha, though the rules for alliteration suggest: vina ... varheha.
%75 Blotched. Perhaps: variki.

% A damda follows ta (ta/lau).
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38. jaitau yu japai, khunt hu pabi ro kharo

39. guna hai dukha gamaiha, topai e avu turata

40. ravataji tharoha, vara jamtam taravara varhiyo
41. ropu ra paroha, sonari kari samgart

42. yum kahi usicoha, kidht ve dina diri kara

43. nimakha mambhi nicoha, jaitai nu jovarlyo

44. gamgai hu upagara, bhalalai kidho bhalau

45. muhiyarase khomari, daulatiyo bhagau durita
46. jhala suniju jhari, ajagai bitipara karai

47. ukare ke vara, kata kam agila kotaro

48. pabi pasara naha, kalu ara phaujam nam karai
49. to paratapa huti ha,’’® vijakai dhamdhala rava-uta
50. pabu tahart puthi, ae khim niuvarai

51. deva para krama dutha,®”” vasadha dhamdhala raba-uta'
52. vamsa vamkhamneha, kirati mohana dasa kavi
53. didhi dugamniha,®! 11?jhe dhamdhala rava-uta
54. budha bahiro bolauha, bhrama partya ghari ghari bhatika
55. dai anacita daloha, amne dhamdhala rava-uta

56. pabu para na pammi, tat loke jasa taharo

57. stni budhi sasdi sammi, jasa gayo ladharajtyai

58. pabt parosiha, devi mithai hatha de

59. japiyo tojasa jiha, kamadhaja yum ladharaja kahi
60. e mosi upagara, kijai kari jore kahu

61. nita uthe namranaha, kirita bhumju mahari kaht
62. raji tiyam rakhavala, huf jo rava stha hara

63. bhalala bhupala, vela ati pariyai vikhama

64. katht ladha te krita, mo pyart pabil munai

65. parhai siinai supravita, tina upara karasiim turata
66. 3ja lagai anajamni,®® dukha to nu sabalo diyo

67. suni taharT suvamni, rajt hai ladharajiya

68. kaha to rava kamamdha, tu sevaga devl tano

69. so sabalo sanamamdha, ampam chai ladharajiya
70. tonu chaiyari tina, parosi jasa eka prabha®*

71. aja pacho akhina taharo hum madha kara tana

72. ladhiya loka ika, devi tina bhina devata

680

77 Blotched. Perhaps: tham.

"8 A damda precedes and follows ha (/ha/).

7 Blotched. Perhaps: hutha.

80 Probably: rava-uta.

1 Blotched. Perhaps: (h)ugamniha. Alliteration would require: didhi ... dugamniha.
%2 Followed by “dha”, which has been crossed out.

%83 Blotched. Perhaps: anji-jamni.

%84 Unclear. A damda precedes and follows prabha (/prabha/).
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73. visahathi vayaka, stini®®ya chai mahara sakai

74. devam mamhi dubhamti, 1T kahu mata le vato

75. khitava sT siira khamti, jasa gayo ladharajiyai

76. bhalala bhara mai, lo kamnu ket lumdiya

77. maharai manura mami, bhinana hasaba deve bhagita
78. jasavamta jodham naiha(m), chatra dhart pratapai chato
79. mitam tena munaiha, jasa pabu ladharajtyai

80. pabu krita puniha, satrau(m)®®
81. cavadasa camda rantha, caitra masi citrana ksatra
82. duha murasai doi, pabii ra ati prita tht

83. suni lokayai®’ sof, kahya ladhai devi®®® hukama

84. iti pabiiji ra diha sampuranam

85. sam 1827 vi sai ra vaisakha vada 10 dine likhatu pam khusyala carT asaramadhye
86. gri, cha, sr1, cha, s17, cha.

sai arharo tarai

Git 1, git 11 and duha 11

Git I (Ms. 15009)%°

. gita pabuji rau.

. pabu pati re riipaka ra(m)thavare, seve tujha sadhira
. vegadai®® pali varadai, sahi lamka tana samdhadiya.

. pabil ai parabata kiya padhara, gharahara®' pakhara ghore

. siha harai 1i(m)ya(m)®? samdhiriya, 1ai lakham muhade ladai

. rate ()I1*° baisa(m)®* valharam si, uthai®” jhoka avari

AN B W=

Tt}

85 In sapiniya, “nt” was crossed out.

% In satrau(m)ta, “ta” was crossed out.

%7 Blotched. Perhaps: lokoyai.

88 A damda follows *“de” (de/vi).

%9 In this manuscript, it has proved difficult to establish whether the anusvars represent nasalization signs
or not. The poem has been written over an older text, which has now almost faded except for some
anusvars which are still visible.

80 Probably: vegarai (cf. Shekavat [1968: 25], who has vegara). In manuscript 15009, the scribe
differentiates between “ra” and “da” in a rather variable manner, spelling “camels” as samdhadiya (v.2)
and samdhiriya (v.4).

%! Here, if what appears to be an earlier notation of anusvars is taken into account one reads:
gha(m)ra(m)hara(m). Shekavat (1968: 25) has gharahara.

2 Probably: liya (cf. Shekavat 1968: 25).

3 Unclear sign, probably representing “i”.

94 Unclear whether the letters “ba” and “sa” were meant to be crossed out, or whether they should be read
as baisa(m), baisi(m), besi(m), or perhaps baisau(m).
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7. pata ltyai amni prama vale, sa(m)ra jhoka savhari(m).
8. pachima disi pabii padharai, vegaja kamadhaji vali
9. pa(m)ra dipam siim lyayau(m) pabd, kivalai rai kamali.

Git 11 (Ms. 8234)

1. gita. tanT bamdhavana netabamdha dharana sodham tan(i)*
2. tarana camdra (ba)dana®’ kaja varana taba

3. amara katha karana prathamada sira imada

4. paranaba®® aviyau rava pabu.

5. jhina(m) ga(m)thajora® pata bamdha kara jhaliyau

6. jathai vara vidani heka jorT

7. caranam tanau vita dhara caliyau
8. ghaliyau jya gamai roa ghauri.

9. neha nava 11 (ji)ka vata cita na dhari

700

10. prema gavari tanau namma payau

11. raja (kam)vari (rahi camvari)’®' cadhi

12. apa bhamarT tani pitha(m) ayau.

13. dhribacha(ra) dhribachara akara pai dharatim
14. kula’™? (na)ta bata jyiim makara (k)arat
15. kalaka cakara jyim navart keviyam

16. bhart sira kalami dakara bharatr.

17. jyaga ra gita suna(m) pri(tam) na rijikai
18. prita hada caranam haimta palai

19. vita rau vaharii vanyau tina vari mai(m)
20. cita raja rita vata tanai calai.

21. avata dekha ramga dharivyam kayai yama
22. vajatam nagaram navarayau vi(m)da

23. javatam abai dhana lera naha jamna dim
24. jathai paga thobhiya sambhart jimda.

25. haka suna khictyam natha naha haliyau

95 Blotched. Perhaps: muthai. However, alliteration would require: “utahi ... avar?” (mitr varn
vainasagai).

9% Blotched. Perhaps: tan(a). N.S. Bhati (1973: 83) reads tani.

%7 Unclear. N.S. Bhati (ibid.) reads badana.

8 Probably: paranava (cf. N.S. Bhati 1973: 83).

9 In this manuscript, “ra” is written resembling “u”. Compare jori (v. 6), dhara (v.7), dhribachara
(v.13), navart (v.15), etcetera.

790 N.S. Bhati (1973: 83) has: “caranam tanau vita dhara mem caliyau”.

" An insert sign following vari refers to illegible words scribbled above, perhaps reading: ra dara. N.S.
Bhati (1973: 83) has rahi camvari. Subh Karan Deval (personal communication) suggests: jika rahi.

72 Blotched. Perhaps kuli.
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26. miicha vala ghaliyau bamdha malau

27. athi kulam ujalai pala adhriyamanai

28. bhijalai jhaliyau hatha bhalau(m).

29. bajya khaga jhataka behu(m)va kataka’ bicalai
30. vikhama dhara phiita sira sataka sahiya

31. lotha hiito pare tita matha lataka

32. rataka pa(m)tha ataka varavira rahiya.

33. phera bhuja sela ara virolana pham(dha)lam
34. ghera dhana bamdhalam kharau vadagata
35. chilachila patara bhara jogani chaka

36. chataradhara dhino jT dhamdhalam chata.
37. camda dammai jisa paratha jima mana namma
38. samparatha karT tana kaca sist

39. avala jhila ravata pare avidha

40. vidhe samga(m) samvala(m) sata vist.

41. tena dina bamdha pana aca khaga tolyau

42. boliyau saca @ijavalava bola

43. palaba vacana pana mara rahiyau pratht
705

704

44. kalami sadhai vita valaba kola.

Duha 11 (Ms. 14458)

pabiiji dhamdhala asthamnauta ra dithd.

pavamga alagai pagi, samcara tau st dhaunaht
bhalau’ tiijai bhagi, dhaviyau dhamdhali rava dta.
kalahana kolu kaha, kai kalahana kurakheta ka
sahaim sorT khaha, riipaka dhamdhala rava ta.
palha sune pokara, gayam ci ahali gamata

ambara bini adhara, rahata na dhamdhala rava tta.
pabt ini pari ja-i, pahi loi Githavatam pavamga

kiri vaisam nara vai, dhamiyau dhamdhala rava ata.
10 pabu pari pathamna, pasi kamala pariya pachau

11. balaka jyim vauha jamna, rikhai dhamdhala rava tta.

© PN YR~

793 The “a” in kataka was crossed out, resulting in: kataka.

794 Unclear. N.S. Bhati (1973: 83) has: kamdhalam.

5 According to the poet Shivdatta Samdu (personal communication, January 2001), the above version of
git 11 is incomplete since it is known to have four more verse-lines in the contemporary Charan tradition,
i.e. “sagata tha hukami dhinoji dhamdhala sutana, jagata dhina mata pita jikam jiniyo. Kahai kali
giravarau ukata para mam raga katha, samamdra lagga barakamna sugiyau sabha’.

"6 A damda follows bhalau, and was crossed out.
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Contemporary Matd paravaros

Below, I have included the transliterations of four contemporary mata epic
paravaraus performed by Asha Ram, Bonne Ram, Khumbha Ram, Rupa Ram and
Jetha Ram and recorded during visits to the Kolu temple in the period between 1999
and 2001. The mata epic paravaraus are titled: Jalama rau paravarau, Byava rau
paravarau, Vahara rau paravarau (also referred to as Dhaimba rai sirapamna rau)
and Jhararaji rau paravarau. My understanding of the recorded paravaraus is based
on their Rajasthani transcription and Hindi interpretation by Subh Karan Deval and
on conversations with the mata epic performer Jetha Ram and the temple priest
Tulsi Singh Rathaur. Explanatory remarks in the footnotes refer to personal
communications by Jetha Ram and Tulsi Singh Rathaur (Kolu 2000) who assisted
with the transliteration of some episodes. Bracketed words in italics signify words
and meanings added later by Jetha Ram to clarify the meaning of a verse-line or to
add words omitted during the performance. Lingering mistakes are, of course, my
own.

Jalama rau paravarau

1. rathaurami ghara kamvara jalamiya, mari vajai sovana thalajt.

2. ai ghara ghariyai harasa vadhavana o ji ghara ghara bamti ji vadha iyam.

3. paravarau rathauram ghare nita navo bhaiji, camnani nai cavadasa 11 rata
dhamdhalaji rai kamvara pala jalamiya.

4. motiyam rai badhavai kamvara halaravana, hamji ranake nai jhanakai vaje sovana
thalaj1.

5. aja rathaura ghara anamda ra aucharaji rajadhani @ipara navagaja dala carhai.

6. liya kamvara nai sovana kumde samparayaji raja vimtiya resama ra potara,
lapetiya resama rai pile potara bhaijt.

7. have maravar mem baimci jai gura 1T bheliyam, barai mana baimciyal mustt
khamda.

8. pahalart badhat raja darabara pachai bamtai badhat sagalai sahara (se'’ra) mem
hurejt.

9. he badhai eka vadhai mela (diravasa) vadhai raj loga dhamdhala betest ji re eka
vadhat ravatamlaga melamji badhayam dhamdhalaji (baimtasi).

10. eka rau kevatam doriya doya ghara raja diijai Gipara manasa amga— loraji thate
jura baitho gehalotam rai raja darabara ji rajala jT badhayam jhata bemtiya ji.

11. rava dhamdhalaji nai lakha badhai dira vamji raja ladesar kamvara jalamiya.

12. ina bolira mhai karatd imarata kodaji raja momhara, bharaim tharam kharaka
khoparam sovana murali biradm vadhad rai konaji rajabhalo, itarT vadhat le tharai
gharai sidhavaji raja, vadhat gurd josiyam T mamgalai re jI.

13. kumdana karo hai vadhat rai hathajt raja ravarau gharam nai malhatam re j1.
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14. he ji thata jura baitho gaharo josiji rau satha ji sabha mem jathai badhayam
bemtiyai bhaiji, riramalaji s1 lakha badhai (diravasam) jajamanam mem harasa
badhavana.

15. ina bolira mhai karata imarata kodaji raja tharom bharaim khara karano parajt
bhaiji, solavare sone ro deve josi narelaji raj bamdhavai josi rai mauliyau, itarl
vadhai lai ghara thamraure jave ji vadhat bamtat sagale sahara mem ji.

16. sara vara karai guril josI sinamna ara nicovai perana ra dhotiya, amvalim nai
samvalt bamdhai purohita josT paga ji raja amgarai opata.

17. khevai purohitaji agara camdana rau dhiipa j1 raja samhaya bhole bhagvana rai ji.
18. he dikhai guri josi pothi lie hatha ji raja mhara ave josi peca samvarata.

19. thata jura baitho gaharo dhamdhalaji ro darabaraji raja ara bole re kula asatham
nai ji jura utaro jajama r1 davi kanara virajo vada dali raja jajamam.

20. jajama virajai thamra bhat nai umaravaji mharai to dhalavo pilo patiyo.

21. vamcau gurd josT vara nakhatam 1T kai tiva raja kami rai nakhatam mai kamvara
jalamiya bhaijt rai.

22. camnani cavadasa 1T hai rai vana rata j1 raja pinama ri ghariya mem pala
jalamiyau re ji, kesara kyarT mem liyo balurau avatara ji raja (ditdha) cumghaya
simghani mata ro.

23. vamcau gurd josT bheda nakhata rai ke thamna raja ligana kami likhayo kumvara
lekha mai.

24. sonala nai dhaibaum likhaya kamvara paradhamna ji rai balai likhat ghori
kalami, piratht mem hove bhalalau umaravaji ra gaya ro kamvalade rau lichamamna
vahardjt.

25. vamcau guri jost bheda nakhatam 11 ke (tiva) ji rai raja kami baliirau nai namma
batalavasam, hai rai pirathi mem hove bhalalau umaravaji pabii bhurajalau ke
kamvara batalavajau gayam kamvala dai ra lichamana vahard.

Byava rau paravarau

1. camdo ara dhaimbo laralai jamme (jalama) ra bhat.

2. ramadevaji rama, pabji lichamana, dhaimbo bharatha aura camdau shatrughna.

3. ai cyarim T (/ara) le jalama mem raja dasarathaji ra cyariim 1 kamvara ha.

4. camdo nai dhaimbo, Pabiiji ra mara jidamna samvata jako pabiji rai agai rahane
satha diyo.

5. budhoji dumata bhai pabiji ro jitarau satha nim diyo una siim jyada satha ai
samvata dino.

6. pabiiji camda nai kahyau ke camda paradhana sava mana haldi mem cavala pila
karaya nai phera do lichamana deva rai namla ra.

7. camdau pariittara dinau phera diya cavaltya dhamni lichamamna devara.

8. am cavalam stim nivatiya nagari ra loga (deva) ara (nivati) rathaura 11 gota ara
biana savasani.
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9. bimda bana baitha pilai pata — tela ara pithi cathaya dhani rai sira saivarai.

10. adi daudt divt rai kanatam khacamya tela ara pithi utarai ghamni rai dhaimbarau.
11. kesarlyai bagai bimda bana baitha rava kold ra rathaura jamni vamna baitha
kiratyam rau jhila rau.

12. sunom mhara camda paradhamna kumna kumna padharaya dhamn rai neta rai.
13. 111 charl rau bhalom lidham hatha camdajt phira gare nirakhiya jamniyam ra
jhulara.

14. saba padhariya rathaura kuli ra loga, simgha cadha padhari mata saradam.

15. padhariya mehaji mamgaliyom, harabu samkhala, aika nim aya bahanoi jayala ra
khici jimdarava.

16. dubaro calato ho, bahanoijt kam1 kiyo ki heravata ne jogi ro bhesa karaya nai
uthe melhiyau.

17. o pato karana nai ki jamna mem kumn kumn jaya rahya hai aura kumn kumn
nim jaya rahya hai.

18. athai raha rahyau phiratai jogt 11 dekhi camdaji amkha phirata jogi ne camdajt
batalaviyau.

19. kathai babaj1 tharom ghara bara kist dhiimnT mem jogesara to tapa gau.

20. camda rai savala siim herayata harabaraya gau vo hai hai karana lagau.

21. tada camdaji una r1 bamha pakara nai pabuji kanai laya ara kahyau.

22. jovau pabiji apara bahanot heravata melhiyau.

23. hukama diravau to maim ina nai bhalam r1 angiyam agai cadha nai mara dim.
24. pabuji camda nai kahyau: mata do imna herayata nem dosa o tau dhamni
phuramayau jada aviyau.

25. sovana mura ki biro herayata rai kamna ghora, bagasavau rathaura 11 jini bhala
rau.

26. herayata rai somvana muraki kamna mem biraya ara cadhana saru ghoro
bagasaya nai pabjt sikha divi.

27. jhimni rai jhimnT ura rahi jamnam me gulala kesara kisturl rau mara vamri janam
mem jhola parai .

28. cadhati jamna ra bajai bhalala rai dhola amvalai mimda ra bajaim surama
bamkiya.

29. cadhati jamna ra ghura rahya trambagala dhola bajatai nagarai jamna cadhiyai.
30. cadha cadha jamna a gal polam bara ar1 phira phira yim boli bhavani carani.

31. una rai suramgau nahim ho bhino vesha ho hada suganam rai.

32. hisava sum pabiijt ghori nai dhab1 ara camda nai mela nai devala nai ar1 phira nai
maraga bamdhana ro karana piichiyau.

33. I1l1 charT ara bhalo stira camdajt rai hatha doya paga suro hi sagatyam rai samha
bharai.

34. kami caraniyam mamga raht thamrau naiga kamvari jamna ra tham maraga
kytim bamdhiya.

35. nahim mamgam bhalala mhaim janam 1T laga mhai to piicham kem kota mem
rukhala kimna nai rakhiya.
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36. sagala jana jamna cadhiya jaya larai to biidhaji nai rakhiya.

37. tada devala bal kahyau: bhai thamra nai le jamvau thamrT jamna, bhai bina ki
karatham torana bamdasau.

38. nahim hai bhalala mhanai budhajt 1T paitha badhajt ara khiciyam rau dhana
bhelau carai.

39. budhajt ne le javau tham jamna, dhaimba nai kota rau rikhalau rakhadau.

40. pabij1 kahyau: dhaimba samvata r1 mukham bahara bata mata kadha, dhaimba
bina saimna ra amala kumna arogast.

41. chah chah mahina biihi sodha 1T amalam 11 katara bhara bhara gara mamgavaya
bhirt bhamgara.

42. tada devala bai kahyau: dhaimba nai bhalami lejavai thamri jamna mbharai
camdajt nai rakhau rukhala kotara.

43. tada pabiji kahyau: camda samvata 1T mukha bahira mata kadha camda bina
sainam 11 laga baga kumna cukavasi.

44. tada devala bat balai kahyau kai to salakha samvata nai rakhau riikhalau kota
rau.

45. tada pabuji kahyau: salakha samvata 1T mukha bahara mata kadha salakha bina
kumna mhamrai sugana vicarasi.

46. tada devala bat haramala raika nai rakhana 17 kaht to pabiijT kahyau: haramala
raika 11 mukha bahara mata kadha, haramala le jave mhamnai disa maragam.

47. haramala raiko to hai choto bala, o kadarau vhai gayau maraga rau bhomiyau.

48. luta ra laya lamka gadha siim jakai dina rata (la samda) balatara utariya sodham
rai baga mem una dina sai haramala mhamnai lai javai disa maragam.

49. tada sagati rau avatara devala bai kahyau ke sagala jamnam le javau thamri
jamna mharT ina kesara nai pachi bhamvara mem laya do.

50. tada pabiiji yiim kahyau: kesara ghorhi 1T mukha bayara mata kadha, sisa maim
mamdaya samvatam ra kaure kagadam, thari madada rau kola ina ghorT sataija hai.
51. tada devala bai kahyau: sagala janam le javo dhamnt 1T jamna mhari abala 11
sayala kumna sambhalai.

52. tada pabujt devala nai visvasa bamdhatam kahyau: cadha giimjavai dejai bhavani
helau para camvarayam baithoraui sayala sambhalam.

53. tada devala bar kahyau: alagau ghanau sumnijai sodham rau Omarakota ara
alagau gadi rau giimjavau sayala sumnf jast kikara.

54. tada pabuji kahyau: karalejai devala bai sugana cirT rau bhaisa amna bolajai
sodham rai kamgaram.

55. jada devala bai sugana cir1 ro ripa dhara ne Gmarakotra kamgaram boli.

56. pabiji tina phera camvarl mem liya, cauthe phere bhalalau pagalya dhabiya
vacanam ra bamdhiya pabuji.

57. camvari sim hi gayam 11 vahara cadhiya.
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Vahara rau paravarau (dhaimba rai sirapamna rau)

1. bhamga ghoti, ghota nai pyala piya, thika nasai mai vhai gaya janai vai vahara
cadhiya, jyum hi vahara cadhiya autha stim apa asisa laina sarti kamvaladai matajt
rai dvarai padhariya ara araja karo: de mata (hasa) karanai maune sikha vairT mhara
javai chott namkhiya.

2. tada mata kamvaladai kahyau: dikhai dhaimba thart visariyort davi amkha, bat
pemala nai de jai amara kamcali (jimdarava rai ghava mata dhalajai), tada unam
kahyau: ripiyam siim pyarau lagai vyaja jarani mham karatam pyart 1agt dikarf.

3. tada mata kahyau: bhiliyorT bhalorT nai talau talajai sidho vara mata kara jai.

4. pabuji 11 vahara vhaiti una mem hi dhaimbom jaya ghoro bheliyo, gayam
surahiyam mem dharii kai siliraja ro samda vahara mem dhari— kai amali
dhaimbarau.

5. dhaibam nai dekha pabiiji kahyau: kiya dhaibamji gajaba ghana kamma stina hi
chora aya garha kota nai, tada dhaibem kahyo: kami bhalala mhamnai bhata
dhimdham stim kamma mhamnai to bhalavana bhalala rai mimgaure dilari.

6. dhamni nai samvata aya dhabo dhaba, dhamni rai saijore samvata utarai, thaim
kara gaya rathaurt bholi bata mham bina paravara kisyam thai jitiya, mhamrai satha
sO1 tham paravara jitiya.

7. kaccha mulatana mem katata gau ara mora (uthai) turakamni bhamga himdavamnt
bhalala mhai kari.

8. dhamnt nai samvata aya dhabau dhaba vahati vahara mem ghoro ghamata liyau.

9. gayam vahati hutt vamrai pagara agala ghoro dhakala phito kiyo.

10. cadhatam kharatam lagi damaika jaija javata vairl — gaya ra dhareti — nai nijaram
dekhiyo, tada dhaimbe kahyau: gayo jayala ra thim ghamna ghamnori bhamya,
abakai maradam rai dhakai aviyau (v@jiyau), tada jimdarava nai gayam rokant pari
ara vo gayam nai roka nai baitha gayo ara dhaibam nai kahyau: kiya dhaimbajt thai
gajaba ghana anyava thai to kamvarai lai aya dhani lichamana deva nai, tada
dhaibem kahyau: kamvarau raiyo jayala ra tharo kula paravara mhai tau ghana
kodam paranaya laya mhara lichamana deva nai, jimdarava dhaibem ne kahyau:
dhaimbara thim ghoro gharam nai ghera ekalarT asavart mata nai samcarai, mharau
dala mokalau hai ara thiim eka lau Tna sari pachau ja parau, tada dhaimbe jimdarava
khict nai kahyau: bola jayala ra mukha sum sara sambhala mhamnai bola (akhara)
salai kamvalade matara — mam vacana mamgiya ve mhanai yada hem nitara pahala
hi vara mem thanai mara to (khatama kara deto).

11. baitho dhaimbau garavata gaudt khaya, akhariyai baithom mudda (kamkana ra
mudda) namkhhiya kahyau: atha sim agai nahim jaim.

12. tada jimdarava dhaimba nai kahyau: dhaimbada ghattiyam (gharatta) mem
ghora rai damno dalfjai una ht bhamta tim bht athai abara ghoram ra poram stim
dalija jamvast.
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13. tada dhaimbe jimdarava nai kahyau: ghanam ra jayala ra rovai mam ara bapa
ghanam 11 roijai jajama ramniyam, mhai ekalo hi thamra nai ghamna rarava sim
(rovana sum).

14. pachai una jimdarava nai yim kahyau: karale pahala tharori vara mharai
vahyaurT dharatT jhalast, tada jimdarava bandikam ara tira vahana sart kiya, goliyam
ara tira jitara vahya ve sagala joganiyam jhampa liya, dhaimbajt rai lagana nim diya
kytkai causatha joganiyam ara bavana vira vamrai vasa mem hiita.

15. abai dhaimbe jimdarava nai savaceta karatam kahyau: jayala ra huvo mana mem
husiyara, abai avai saimna rai hathari, dhaimbaji vara karana laga, jimdarava rau
bhat maimdarava pabiiji rai savai hi paraniyau hiito so pahala hi vara mem unam nai
para liya, bholai re pamta rai chiito tira toli ra tikayata nai pelaram h1 pariyaum.

16. jimdarava kalapate kalajai kahyau: kiya dhembaji thai ghana anyava mhari
motiyam 1T mala ralakai reta mem, tada dhaimbe kahyau: bhole nai pamtarem chiita
gayo sagata bamna jako pamca rai bahyaurl pacisam mem nisarai.

17. dholai mara hatat khictyam 11 phauja palo nai ura bamnau bahanot nai choriyau
ara kahyau: marata bahanoi jhagarai 11 pahalori cota pana cadhata nai mata
kamvaladai mhanai paliyau.

18. pachai uthasiim gaya nai pachi tol1 tikha tikha bamdhau thai gayam nala thamnai
jaya’ ra paimla koyara giimjavai.

19. jimdarava khict budha bhatt rau bhamna jo hiito, una mama nai kahavayau ka
dhamdhalam 11 phauja mhari phauja ne to mara divi ara abai mhanai bhi khatama
kara desi so tpara karo to ajart vela hai, jada navasau ghora kathi carhanai budha
bhatt 11 phauja uthai (gamjavai) pugi.

20. pabiji una jagai virajamana hiita, piiri phojam khamdam stim lari karana ke
carani sagati devala jako ki upavana ara khapavana vali hai. caka cimdart ro riipa
dharana karane kabamna (dhanusam) 11 doriyam kiirata namkhi jina sim dontim hi
phojam khamdam siim larija nai kama aya sake.

21. donim kamni 1T phaujam kamma ayagi , uthe jimdarava khici pabuji ara
devalabat carani ye tina ija jivata rahya, pabiji sagata devala sim vacana mamgiya:
(i) na rahtim balaka na rahim budhau, (ii) dharatt asamamna taka mharau paraco
revai, (iii) mhai duniya nai dekhim pamna duniya mhanai nim dekha sakai, jairo
mhanai alopa kara, (iv) mhart bhagatamri helo padatami mhara bhagatam r1 sahaya
vhai, chokart chaya ro karana hara hoim.

Jhararaji rau paravarau

1. burhaji rai kamma ayam ara gehalota naji re sati vhiyam pachai jhararaji nai vam
rai namne rai pauchaya diya.

2. jhararaji thora mota vhayam jada namniji vamnai gayam ra togariya — bachara —
caravana malhana sari kara diya.



340 Appendix

3. eka dina jhararaji 1T mammiyam risam balatt kahyau ke kimnaro to jayoro ara
duhkha kimna nai deve.

4. mamiyam unanai baliirau ara satiyam ro jayoro kamvara kaiya ne ija batalavati.

5. mam - bapa rau nama nahim levata, janam eka dina rai samai nani mam jaya nai
una nai jagavana sari helo paratt kahyau.

6. ttho balira nimda nainam 11 nivara, aja kyim stitau khtimt1 tamna tharai datamna
11 vela talai.

7. tada jhararaiji nani nai kahyau: eka datamna to kiyo kala rai pragala, eka
datamniyo jalama sudhara rau.

8. nani kahyau: balira tum ttha ara dogariya auchera ve bhikham mare hai.

9. nani rai kahyau una balate jalate bachariyam (fogariyam) nai auchera to diya pana
vana mem jaye ne togariyam nai agarai pagarai kara kabjai karane apa vana mem
khtimtt khamca nai siiyagau.

10. jada nani mam deparau ara pani 1T bhuraki leya’ra vana mai ptgi ara baliira nai
dhtdhiyau.

11. una nai stito rau dekha namni mam boli: kai balura lavai rathauri 11 rita, tim
kytim sutau khiimtt khamca nai.

12. tada una nant mam ne puchiyau: kuna hai nanima mhart mamya, kina rai raja rau
hiim mai dikarau?

13. nant kahyau: nahi hai baldira tharai mam ara bapa, thanai to abhai chitakayau ara
dharati jheliyau thare mam bapa hai 1 kon.

14. tada una kahyau: itarT nani ma jhiitha mata bola, kada abhau ara dharati bhela
hua?

15. tada nani paichiyau: kist mammi karhi thanai rala’ra gala, kisT mammi thanai
mosa boliya.

16. una batayo: chotora mamisa karhi rala’ra gala, motora mamisa (mhanai) mosa
boliya.

17. una rai bala hatha nai dekhatam chevata nanimam nai una nai kahanau pariyau
ke: khiciyam dhamdhalam baji rana maim taravara una dina abhau nai dharatt bhela
hua.

18. una dina tharai mai naina (pa) paragi, namni una nai batayau ke: gehalotana
ramni hai balu tharm maya, biirhoji rathaura rau ttmmo bhi dikarau.

19. a bata sumnatam hi una namni nai kahyau ke: togariya bachariya thara syala
naharam ne bhulaya, mharau to mana rau lago bhagava bhesa mem.

20. jaim nani mam mhaim to jayala desa, vaira to lenau mhanai mharai kaka ara
bapa rau.

21. burhaji gayamri vahara nahim carhiya tada devala carani unam nai kahyau ke
mharau sarapa jhelanau parasi ke.

22. jogi hoya ni sarasi burhoji thamrau mo bhi dikarau. devala bat rai una sarapa rai
karana jhararoji bhagavana bhesa dharana kara liyo.

23. siyalai ra utha sim vhira vhetam una apart cadara mem jagata dhimna nai bhi
sathai bodhaliyo ara uthasim kol matha ravana huo.
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24. ayau baltrau orana re nerau najika samhi dithai oarana rai borarai.

25. phira phira baltirau karai orana mem damdota uthai bhathai mukha batam karai.
26. pala kakajt agya bamdha raya, vaira mhanai lavanau kakai bapa rau

27. abhau baliirau binhaim hatha jora bhatha 11 pttaliyam mukha batam karai.

28. tada pabiji una nai visvasa bamdhamyau: bhala khariyai javai tim jayala re desa
tharai moharai khelaum cadhiyoro kesara kalami.

29. jhararaujt uthasiim ravana huva tada maraga mai samht gurti gorakhanathajt 11
jamata milagt.

30. unam kahiyo ke hai balura tharai suganam mem phaira samhi to thanai milaga
jogl jamatara.

31. vo bhi uthai jamata mem bhelo vhaimgom ara sathiyam siim gurdiji 1T pahacana
ra ahanamna piichiya.

32. tada sathiyam una nai kahyau ke: bija jogiyam rai dhimna ra dhamarola
guriideva rai adhara divalau jagai.

33. bija jogiyam rai paharana nai kahi 11 lamgauta gurli babai rai paharana nai
pitambara dhotiyo.

34. tada jhararaiji guriiji rai tambii re dora sim hilola devana surd kiya.

35. tada gurdjT rai patavi cele sociyo ke keto tambi nai 1agT hai pavana 17 pheta ke
bara hai (barai) barasam khiliyam jinT pari.

36. celo ba'rai apa'ra dekhiau ara kevana lagau ke, nahim lagl gur@ji tambi mai
pavana 11 phaira baharai varasa ro balau seva kare.

37. una patavi cela riipanatha nai guriiji rai nijara kiyo, guriiji una nai piichiyau

38. kami balura thanai ladiya mam ara bapa kami ayau bhaya siim risanai.

39. bhikhau vhetau jimme cavala bhata, riithau vhetau karova gurtiji manavana.

40. tada jamata ra jogi masakart karatam kahyau ke ina nai to sagali jamata rau celo
karalo jina sim sagalam 17 seva karato rahas.

41. tada una bala jogl ripanatha kahyau ke: celam ro celo vhai bala r1 balaya mhai to
celo vhai sim gurji apo aparau.

42. tada gurlji ne una nai samjhavatam kahyau ke: dorau katart kamna ghava dorau
adhara dhiimni rau tapanau.

43. tada una araja kart ke mhanai to saba so'ra hai, tada guriiji una rai moram hatha
diyau ara celo tharapiyau apau aparau ara kamna katar1 ghali.

44. tada bija jogiyam rai biihi lo hirT dhara bala jogi rai dudham r1 dharam samcarai.
45. gurtji bhi kahyau: cela muralt maim kina tina sau satha pamna guril cela 11 jort
to abai jurl, una jaga una guriji sim vacana liya ke.

46. jogit ro vesha kara liyo aura gur@iji sim vacana leyane jholi jhanda liya bagala
mem uthapa nai para chiita jayala ra jina maragam.

47. eka to vaso vasiya maraga rai mamya diijore vase jayala rT stmva samcarai.

48. siikho hai baraha varasam siim jayala ro baga so sikhore baga mem jaya asana
ropiyo.

49. jada stukho rai baga mem bhamvara bhamna kiya, rathaura 11 kult ra (h7 una sapa
rit) baga hara bhara vha gaya phula khila gaya.
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50. baga jada hariyo vhe gayo tada jhararaji 1T bua jamniyom ke rathaura re kula ra
minakha rai ayam bina to o baga hariyo vhai nahim sake.

51. tada buajt togariya tola re misa baga re kamnt jamva ro maho kiyo.

52. buajt togariya tolana rai misa vhira vhai ne baga re pase aya ara jhararaji 11
najara sim najara milt.

53. tada jhararaj1 aptthau baitha gayo. budji una nai dekha ne apare thana rai diidha
11 dhara samdhi.

54. ve sociyo ke mharai kula ro hai tada to dudha 1T dhara theta pliga javasT ara
nahim to bica mem hi thambha javasi.

55. bu@jt dudha r1 dhara samdhi to va sidhi jhararaji rai mauram rai mathai lagi, ara
vo miimdo samhi pheriyo.

56. tada buajt nai visvasa huvo ke o hai to mharai kula rau, buaji rai samhi jaya
jharareji pranama karane.

57. buaji nai kahyau ke vo to aparo vaira levana nai ayo hai so buaji sim vacana
mamge, agya mamgi.

58. tada buaji kahyo ki gatha rai daravajai (pola) babbara shera bamdhya hai ara
pilamga rai dola kala naga poharo deve hai .

59. vamram sim to kikara baca sakela, sheram @ipara mhara gurdji hai mahanta
(mauta) ara nagam sarapam mhaim bhi ham garirt.

60. mai the (huriya) rai sisa mathe miimdaro pherane seram age namkhiya to sera to
gaharT nimda mem so gaya (jamnai khato pica nai sita vhai).

61. dudha ra katoram mathe miimdaro pherane nagam rai age sirakaya to naga bhi
gaharT nimda mem so gaya (jamnai mara gaya vhai).

62. ina bhamta seram ara nagam ro bandobasta karane hole hole jaya ne jimdarava r1
chati mathai baitha gayo (rupanatha).

63. tada jimdarava dakha dakhaya nai hamsiyo (una balaka — jogi ne apari chati
mathai dekhane).

64. vo sociye ke inane to pasavaro pheratam hi masala namkha stim.

65. pana jada jimdarava dithana 1T kosisa karT to vo balaka — jogi to sau mana sila
jero bhart lagau.

66. una rai pasavaro pheranau bhi hathe nahim rahyo, tada una vilapa jiva — dana r1
bhikha mamgi.

67. ara palau — u (banom) pabiji rai jata devana rau kola kiyo, ara una ne apa rai
barai bhal 1T dhiva paranabaga ro bhi vacana diyo.

68. tada larai Obhaurl bua kahyau: ulatt rathauram thamri rita kakha mem to katari
ara bairT sim batam karai.

69. tada (diyo baliiro katari para hatha) jhararai katara hatha mem leyane jimdarava
ro sisa barha liyau.

70. tada buam jhararaji sim vo sisa mamgiyo kyimki una ne sisa leyane sati vhe ne
p1 hara.

71. ara sasarau dontim ht ujavalana ha, tada bua nai jhararai kahyo ki: satf vhe pau
vhai to dhara rai.
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72. sathe vhai javo sisa to le jasim mhai mharai satha maim.

73. itarau kahanai sisa jholi mem ghala ne vo biirhoji 1T dhela ghorf jinane jimdarava
jayala le gayo ho — para savara vhai ne kolii rai maraga vhira huo.

74. utha sim cala mai jhararaji jada kolu matha rai kanai riipanathaji 1T bhakhart
pujau.

75. tada uthai una 11 ghorl thamna diyau, uthai Gimna mem bhariyam pachai
vechamgala dhore nikaliya.

76. prakata vhiya una dhela ghorl ara bachera paga bhakhara mem 3ja dina taka
mamdiyora hai.

77. o paraco hai riipanathji ro navadasama rau athai melo bharijai ara tairasa
cavadasa ro uthai ripanathaji r1 bhakhari mathai melo bharfjai.
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374 Summary
Samenvatting

In Praise of Death. History and Poetry in Medieval Marwar (South Asia).
(“Lofzangen op de Dood. Geschiedenis en Poézie in Middeleeuws Marwar [Zuid-Azi€]”).

Deze multidisciplinaire studie levert nieuwe inzichten op aangaande de literaire geschiedenis
van oorlogsvoering en martiale identiteiten in Marwar (noordwest India). Middels een literair-
historische analyse van Marwari heroische en epische gedichten, schetst de auteur een beeld
van het martiale ethos van strijders in Marwar, een voormalig rijk in de Thar woestijn.
Centraal staat de betekenis die dichters toe kenden aan de dood van strijders op het slagveld
en de poétische beelden waarin hun dood werd vervat.

Kamphorst interpreteert de Marwari lofzangen op de dood middels een diepgaande
analyse van gedichten opgedragen aan de vergoddelijkte Rajput strijder Pabuji. De
beschrijving van de uiteenlopende vormen en aspecten van de schriftuurlijke en mondelinge
Pabuji traditie laat zien hoe de dichterlijke opvattingen over de dood werden geinspireerd
door een ascetisch ideaal van wereldverzaking: Hindu krijgers werden geportretteerd als
asceten die hun leven opofferden in de strijd. Kamphorst’s interpretatie van de poétische
Pabuji traditie maakt duidelijk dat een dergelijke zelfopoffering kon leiden tot een narratief
proces van deificatie ofwel het toekennen van een goddelijke status aan (semi) historische
strijders. Deze studie voegt toe aan contemporaine inzichten in de betekenis van martiale
dichtvormen, en met name aan theorievorming aangaande het narratieve proces van de
deificatie en de socio-politieke functie die aan dit proces kan worden toegekend.
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