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Chapter one
Introduction

The Indians came to Surinam mainly from the districts of Gorakhpur, Basti, Gonda,
Fyzabad, Jaunpur, Azamgarh, Gazipur and Ballia in Eastern U.P. and from Saran,
Muzaffarpur, Darbhanga, Shahabad, Patna and Gaya districts in the Bihar state.
Some people also came from the western districts of U.P. locally referred to as ‘the
West’ (pachah). A total of 34, 304 Indians arrived in Surinam between 1873 and
1916. They spoke mainly Avadhi and Bhojpurt dialects and some influence of the
Magahi form of Bihari is also perceptible in their present-day speech. Maithill and
other eastern as well as western U.P. dialects such as the Brajbhasa were spoken
by some people coming from the areas of these dialects.

The people were of two religions, Hinduism and Islam. The religion with which
the present study is concerned is specifically Hinduism, with an occasional reference

to Islam.”’

The social system of the Hindus who migrated to Surinam was based on caste
divisions in which a family and a member thereof belonged to a sub-group of one
of the four social classes, varnas, viz., Brahmana, Ksatriya, Vaisya and Sadra. Of
the four shiploads of immigrants studied by de Klerk ('53: 103) 17 3/4% were from
the higher caste groups, 33 1/4% from the middle caste groups, 31% from the low
castes, 17 1/2% Muslim and 1/2% unspecified.

As to the economic conditions of the immigrants suffice it to say here that they
came attracted by the promise of a better economic life, as indentured labourers on
contract to work on sugar and coffee estates, and, after termination of their contracts,
settled down to cultivate their own lands. Their economic ambition has been fairly
well fulfilled.

They have complete freedom to lead their own religious and social life with the
result that many cultural forms of India, one of which is song, survive among them.
Song is with them almost a

1 For the religious and social background of the community this thesis leans on the work done
by de Klerk and Speckmann.
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way of life, closely associated with their ritual, religion, and social custom. De Klerk
and Speckmann have referred to this in passing (de Klerk '51: 99, 138-140, 149,
151, 180, 181, 204, 205, 206, 214, 217, 219, 220, 221; Speckmann '65: 30, 138,
139, who refers only to the beating of a drum where singing should have been
included: 142, 147). There is a failure to establish the relationship of song with the
ritual and social life with this exception that de Klerk has given a fair treatment to
certain, though not all, categories of song sung at the phagwa festival (219-221). In
some cases he comes close to recognising the song as part of the ritual without,
however, making this relation very clear. A few examples may be cited: ('51: 99) he
describes the singing of sohar songs in the middle of the details of the ritual on the
sixth day after childbirth, but without showing the connection between the song and
the ritual. He knows that song is used in the matkor procession ('51: 149) but again
no connection is established between the song and the ceremony. In imii ghotar
('51: 149) he describes a conversation between the bridegroom's mother and her
brother as part of the ritual without recognising this as part of a song (No. 29).
Speckmann dismisses the songs as ‘impudent, even improper’ ('65: 138) without
having studied them carefully. Both authors generally fail to mention the important
role played by song in various stages of the ceremonial.

The songs in our collection were brought by the immigrants as part of an oral
tradition from India although some local composition and adaptation to Surinam
conditions has since then taken place. Grierson, also author of an official report on
the migration (1883), collected some songs in the original homeland of the migrants
and published them in the Journal of the Royal Asiatic Society and the Journal of
the Asiatic Society of Bengal (see bibliography). Being illiterate, the immigrants
could not have known of these journals. The migration was stopped after 1917. The
first pioneering collection of these folksongs was by Tripathtin 1929, and there have
been a number of scholarly publications from 1943 onwards. None of these is known
in Surinam.

Many songs similar to those in our study are found in the above collections. Out
of a total of a hundred songs printed in this thesis, eight are found in Avadhi variants,
twenty in a mixture of Avadhi and Bhojpuri - even though the authors on Bhojpurt
folksongs
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do not acknowledge their Avadhi mixture - and sixteen have their variants in more
than two dialects including Brajbhasa, Kanauji etc. There are negligibly few which

are handed down only in a single one of these, latter, dialects. Some individual lines
or groups of lines from our songs, as well as many phrases are also found in different
versions in other contexts. Reference to these is made in the notes to the texts of

our songs.

The standard of literacy being somewhat higher among men than among women,
some of the men's songs are now more and more often sung from books: this is the
case with the songs sung at the phagwa festival, for which Cautal Phag Samgraha
(see bibliography) is used. Most songs of the phagwa festival in our collection,
however, are not found in this book.

Some songs, originally brought from India, have undergone changes locally. For
example song No. 31 line VIl was first heard as ‘the bridegroom's maternal
grandfather is so well adorned as the king of Delhi’ but perhaps to some Surinam
singers Delhi was too remote so the line was changed to ‘the king of Russia’ and
another line to ‘the king of America’. Many such versions exist side by side, as is
the case with folksongs everywhere. Though many of these variants have been
recorded, only a single version of each song is printed here with the exception of
song No. 79.

Many types of songs known in India have been lost in Surinam because of a
difference of conditions, for example the barahmasa songs, which describe the
weather and attitudes towards the twelve months of the year, have not been heard
in Surinam because the weather in Surinam is not divided into seasons. Gradually
some of the ritual is being lost with the consequence that the songs of Janéu, for
instance, are now known to few. For some inexplicable reason only two lines of a
song to Sasthi (see p. 15) were heard. The general change in social, caste and
family conditions has also contributed to reduce the popularity of several types of
songs, for example there are now very few songs dealing with the woes of an infertile
woman, bgjh. As the professions of water-carriers, kahars, or clay-potters, kumhars,
are dying out, their songs also are slowly becoming extinct. The introduction of
ready-milled flour and modern agricultural machines has caused the women's {itilla
songs to become less known than before.
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Other causes of loss are the influence of modern education whereby the younger
people are taught to disregard non-European forms of culture as backward and
primitive, the introduction of modern Hindi through literature, films, the modern reform
movements such as Arya-samaj, and religious missionaries and cultural workers
from India. This has generated a feeling of inferiority and often an apologetic attitude
among those who speak or sing in the dialect forms.

The author of the present study collected the songs and observed the related
customs during numerous visits to Surinam, totalling a stay of more than a year.
The groups of singers as well as individual singers were invited to sing to a
tape-recorder in their homes and temples. Some songs were written down on paper
without being recorded on tape. The repertoire of the singers is by no means
exhausted by this collection and only a small part of the author's collection is
presented in this publication, which is an attempt to list various categories of songs
and to give representative examples. The taped copies have been stored at the
Instituut voor Oosterse Talen of the University of Utrecht.

Delivery of the Songs

Although solo singing of religious songs is popular, most of the ceremonial singing
is by groups. There are some organised groups of men devoted to singing who
come together at particular social and religious occasions either for a fee or for the
simple enjoyment of the singing. Women's groups function separately from those
of men and are of two types. In the villages there are older women whose repertoire
is relied upon by the younger women. The singing is spontaneous, with not much
musical ornamentation. Then there are also organised societies either independent
or in some way connected with various religious organisations, for example the
Laksmi Samaj in Paramaribo connected with the central body of Hinduism, the
Sanatana Dharma Sabha of Surinam. The singing by such organised groups often
helps to collect funds at social and religious occasions. The members of these
organised groups have better training in singing picked up from senior members
and their singing is more ornate. In all group singing usually a senior lady leads and
others repeat after her.
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Sometimes the singers add words like gtiiya or sakhi', bahin or bahini (sister), bhaiya
or bhayava (brother), jora or sanghari (companion) as mutual vocatives to create a
feeling of camaraderie and enthusiasm in the company while singing. Similar
expressions of enthusiasm, exclamation or address to fellow singers, dismissed by
Grierson as ‘unmeaning phrases’ (J.R.A.S. 1884: 199) perhaps because they cannot
be exactly translated even though they convey an intensity of shared feeling among
the singers, are e, ye, o, ho, re, ri (feminine), are, bhala, bhale, ha, aba, to, na, aur
etc. The same purpose is served, but in a devotional way, by adding the name of a
God-Incarnate, almost as an exclamation, seeking, as it were, His blessing upon
the song or on the sentiment expressed. Some of these expressions are ram, rama,
ramji, ramjd, he ram, ho ram, siyaram, syam, hare etc. Entire strophes, whose
meaning is not directly connected with the content of the song, are also found as
stobhas (vide p. 31).

Tunes

Each category of song is sung in a particular tune and style, and to a certain
drumbeat. Even in the tape-recordings from the most untrained village groups the
musically trained friends of the author have been able to detect the elements of

various melodies, the ragas, and beats, the talas.’

Prosody and Rhyme

The songs do not as a rule follow any definite system of metrical arrangement’. The
singers rely mainly upon the beats of the drum to maintain the rhythm.

The lines in different types of songs are of varying length, for example the sohar
has longer lines than the ulara, but the exact length cannot be determined, the
number of morae in one line of the same song not being identical with others.

To maintain the rhythm according to the drumbeat the singers employ various
phonetic devices. Short vowels are lengthened;

1 As there is no English word to express the ‘woman friend of a woman’, the word sakhi is
retained untranslated throughout.

2 Some discussion on the topic may be found in D.P. Simha ('44: 3, 15 ff.), K. Gandharva (S.P.
'51: 311 ff.), K. Upadhyaya ('60: 341, 375-376), V. Prasad ('62: 51-53 intr.).

3 Butsee V.P. Vatuk ('66, 155-166).
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long vowels are shortened. Two short vowels may share a single mora to keep up
with the druta beat. Even the traditionally long phonemes like e, ai, o, au are often
pronounced as €, ai, 0, au. Vowels are elided and sometimes a stop substituted
with almost an inaudible remnant of the elided vowel, e.g., jamuna > jam.na. The
interconsonantal or final a may or may not be discounted, e.g., duba marati= dub
marti. The short vowels before joint consonants which are treated as guruin ordinary
Hindi may here be treated as laghu. An intervocalic h may be inarticulate, the vowels
may be assimilated and, if long, shortened, e.g., nahi + hai = nahjya. Other forms
of euphony or assimilation may be resorted to, e.g., bhayo + adhan > bhayavadhan
> bhayvadhan.

In some places extra syllables are inserted, without consideration of the meaning,
to make the beat identical with another line, for example, na in jin ke puj na lihini
angarej (Song No. 85, line VI).

Here and there, however, some prosodial regularity begins to appear, both in a
moraic (matrika) and syllabic (varnika) form of Hindi metre, especially if the above
phonetic devices are taken into account. Sometimes only the first quarter (carana)
of the stanza may be metrically identical with the third, sometimes the second with
the fourth, for example in sohar No. 1 (lines IV, VI): sasura raja dasaratha ho =
devara babu lachamana ho.

This type of metrical regularity is often found in the songs in which the same
phraseology may be repeated from stanza to stanza; (vide, e.g., song No. 8). There
are also songs in which a line or a part thereof, perhaps a quarter (carana), may be
identical with the refrain (vide, e.g., song No. 6) either moraically or syllabically.

Rhyming is often irregular. Usually an exclamation or a stobha serves as arhyme.
In shorter songs of a lyrical nature such as ularas, catnis and bhajans as well as in
some longer songs a full use of rhyming is made.

Language

The speakers of various dialects (vide p. 1) in India were mostly separate, each in
their own region. Even though they often mixed in market places and perhaps at
sacred baths and on pilgrimages, their coming together to live in a single community,
as happened on their arrival in Surinam, was unprecedented. In Surinam there was
an inevitable exchange of dialects. It must also be borne in
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mind that all these dialects are inter-related and a large number of forms are identical
in many; furthermore, the same dialect may have many forms. The people of the
pachah were soon absorbed into the eastern group which was the majority. Now,
slowly, there is developing what has been termed the Sarnamidialect of Hindi (Adhin
1964), through an intermingling of dialects, Hindi and the local Surinam influences.

Having been the language of Ramacaritamanasa, which was the religious and
literary book of the immigrants, Avadhi is predominant in these songs with some
influence of Hindi and Bihari forms.

The mixture of dialects shows itself in the songs in several ways, the degree of
each dialect represented differing from song to song. For example, in song No. 78
karo, calo etc. are Hindi forms, karay, besahé&u etc. are Avadhi forms, bhéili, nikarala
etc. are Bihar forms, and bhari bhari etc. are forms common to Avadhi and Bihar.

Where the song is sung by a group, the members of the group do not always
follow the group leader but introduce each her own dialect form, e.g. purave (Avadhi)
and puravela (Bihari) in song No. 1.

Quite often the same song is sung in various dialect forms by different singers
who have not yet borrowed from other dialects, perhaps because of being only first
generation Indians in Surinam. Several versions of song No. 1 have been recorded
in this way. Song No. 52 is a good example of Brajbhasa, No. 29 of Bihari and No.
26 of Avadhr.

There is also a tendency to use those forms of the dialects more frequently which
are common to more than one of them, for example in some songs, jaris used more
often than jab or jabai. Many forms of Bihari such as bg, bi or by are hard to find,
instead of which there occurs be as ending for the first person future tense.

In modern compositions the use of non-Indian words in an Indianised pronunciation
and form is also a common feature, e.g., talava, Avadhiform of the Dutch faal,
‘language’ (in a song not included in the text here), or yakles < jagtlust (song No.
99 C)."

In general, the language of the songs should be studied in comparison with the
spoken language;’ some tape-recordings of which have been deposited at the
Instituut voor Oosterse Talen.

1 See also Dr. J.H. Adhin: 1964.
2 Vide Speckmann: Nieuwe West-Indische Gids, 1966.
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The Musical Instruments

The main musical instruments are as follows:

The Drums

Dholak: a barrel-shaped drum, about two feet six inches long and about ten inches
in diameter beaten on both sides, accompanying almost all group singing and which
may substitute for any other form of drum. The singers find it almost impossible to
sing without it. (fig. 1)

Hurka: approximately the same size as a dholak, with a very slim middle held in
the hand, both ends of the drum strung together with strings; it may be beaten on
either but not both sides at the same time. It may be used for religious songs in
general but accompanies the kaharava in particular. (fig. 2).

Dhapla or dhap: a disc-shaped large drum, more than two feet in diameter, open
on one side, beaten on the other. The wooden disc or the rim is about four to six
inches in width. The left hand in which the drum is held against the shoulder and
the chest also holds a little broom reed which beats against the drum while the
fingers of the right hand keep the actual beat. It is played at the phagwa festival,
especially with the dhamar songs. (fig. 3).

Khgjrr: a kind of tambourine, narrower in diameter, wider in the rim than its western
counterpart; there are holes in the rim with some brass discs attached. It is used for
religious songs in particular. (fig. 4).

Damrd: a drum about five inches long and about four inches in diameter, held and
shaken in one hand so that a small wooden marble tied to the drum with a string
beats on both ends alternately. It is now rarely used, chiefly for religious songs (fig.
5).
Tassa: The closed and curved side is held against the chest and the leather side
is beaten with a stick. It comes in various sizes. Mainly used by the Muslims at the
muharram festival, it is also beaten by women in the matkor procession because it
is easier to carry. (fig. 6).

Dhol: (not to be confused with dholak), looks like the western bass drum, beaten
on both sides with sticks, was used in processions and with pacra songs but it is
now rarely seen.

Nagara: this deserves to be mentioned in greater detail than
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Plate |

Fig. 1 Dholak

Fig. 2 Hurka
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Plate Il

Fig. 4 Khajri
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Plate IV

Fig. 8 Majira
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Fig. 9 Dand-tal
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Fig. 10 Kartal
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Plate V

Fig. 11 Tanpura
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Fig. 14 The cauk of matkor, also known as Sitaji ka cauk or Gangaji ka cauk

Usharbudh Arya, Ritual songs and folksongs of the Hindus of Surinam



*6

Plate VI
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Plate VI
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Fig. 16 A basic kohbar design. The lines are drawn in various colours
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Plate VIl
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the other instruments. This is a pair of drums, one small and one large; the large
one is placed on its side, the small one facing up. These are beaten with two sticks,
the longer stick is called danka, and the shorter one cob. All nagéara playing,
analogous to biraha singing (see p. 29), has three movements: it starts with calta,
analogous to sumiran or the remembrance of the deity, then comes theka, the main
subject matter analogous to alcari, and then chapka, the finale analogous to jacani
or bisarjan. These movements are called the hands, hath, of the nagara. The playing
may go on for hours or all night on festive occasions such as weddings. It is the
special instrument of Ahirs and their related clans, the Kurmis. Long epics as well
as short birahas and other songs may be sung to the accompaniment of the nagara.
The beat is very powerful and heard at great distances as befitting an ancient battle
drum (S. dundubhi). It is played by professional players who also have a small
troupe, sometimes even of one man, of dancing partners called jora (companion).
These companions sing and punctuate the singing with the Ahir dances such as
pharava. There is now only one nagara player in the Nickerie province but neither
he nor his jora is an Ahir, both having learnt the art from Ahir masters who have
died. There is an excellent party of genuine nagara players and singers led by a
proficient Ahir at Meerzorg near Paramaribo, always much in demand. Some other
groups try to imitate. (fig. 7).

Brass and Bronze
(Accompaniments to the Drums)

Jhajh: two brass discs, like the western cymbals, are beaten against each other to
keep the beat. Mostly they are three to six inches in diameter but larger sizes are
also known.

Majira: two small brass cups whose edges are beaten against each other. (fig.
8).
Dand-tal or Dantal: a forty inches long bronze stick held in one hand, curved at
the bottom to rest on the ground, beaten with another small curved stick. (fig. 9).

Kartal: two pairs of rectangular wooden pieces, ten and a half inches long and
two and a half inches wide, with brass discs fixed inside two holes, together with a
separate hole for the thumb in one piece of the pair and a larger hole for the four
fingers in the
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other piece; thus one pair is held in one hand and the second pair in the other hand.
The two pieces of each pair are struck together so that the brass discs make the
sound. (fig. 10).

Ghyghrt: strictly not a musical instrument but a belt of anklet bells worn for dances;
it is sometimes folded and held in the hand to keep the beat.

String Instruments
(Now Rare)

Tanpdra: theoretically a one-stringed instrument, it sometimes has up to four strings.
Its musical range is very limited, rather providing a background hum for any tune.
(fig. 11).

Sarangi: a very complicated type of violin played with a bow; there are light and
heavy types. (fig. 12).

In a group various other objects may be improvised to keep the beat: two spoons,
wooden ladles or such other household articles may be used.

Among the more modern groups, harmonium is the universal instrument. Various
western drums (see Speckmann, fig. 9, opp. p. 144) and the maracas (chac chac)
have also become popular.

The Songs and their Function

The songs of the Surinam Hindus can be divided into the following categories.

A. Songs inherited from India
1. Theritual songs and folksongs without a written text. These are the main subject
of the present study.
2. The traditional songs from printed books:
i) songs of a religious character by authors such as Tulasidasa,
Siradasa, Kabir and other saint-poets (not included here),
i) songs of aless religious nature, the epics and ballads of Gopicand,
Alha etc.; of these The Alha is almost as popular as Tulasidasa's
work is in the religious context (n. incl.).

3. Relatively modern songs of devotion, such as various collections of bhajans
published in India (n. incl.).
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4. The songs of the Arya-samaj movement, used by the followers of the same

among whom they replace all other categories of song almost completely’ (n.
incl.).

B. Local Surinam compositions, inspired by the folksongs and other types of songs
mentioned above; a few examples of these are given.

The Ritual and the Song

The reason why authors like de Klerk have failed to take full cognisance of the ritual
songs is that they have not differentiated between various levels of the ritual. Even
though de Klerk does make a passing reference to the growth of a body of folklore
which has become interwoven with the ritual ('51: 126), in his record of the various
stages of the ritual he nowhere makes a distinction between the following levels:

(1) (a) The Vedic and classical ritual in which the brahmin priest officiates and chants
the ritual formulae in Sanskrit without any accompanied singing by women, and (b)
where there is such singing by women in colloquial languages while the brahmin

priest is at the same time chanting the Sanskrit formulae.? (2) The ritual where only
women and sudras officiate and sing appropriate songs as ritual formulae in their

own language.’

1 These are mostly from books published in India with the exception that some Arya-samaj
songs have been locally composed in the traditional folk tunes such as biraha and cautal. In
fact the only authentic Ahir nagara player (vide p. 9) of Surinam is a member of the Arya-sam3j
movement and his group sometimes sings these Arya-samaj birahas and cautals. As the
members of this movement observe only the Vedic ritual, the ritual song in vernacular
languages associated with the folk ritual has been totally rejected.

2 The Sanskrit formulae for (1) (a) and (b) have been adequately recorded and translated by
de Klerk. The ceremonials under (b) are chiefly these: (i) some of the stages of the janéi
ceremony (d.Kl. '51: 101-119); (i) in the wedding, silpohana (see p. 108) kanya-dana (d.KI.
'51: 163), laja-homa and parikrama also called bhavar (lbid: 169) and perhaps sindira-dana
(Ibid: 177) which does not always include a Sanskrit mantra.

3 Few instances of this type of ritual are described in the earliest Sanskrit works on domestic
ritual, the grhyasdtras, for example, in taking the bride, after the main wedding ceremony, to
a private chamber, ‘anuguptagare’ (PGS. 1.8.10) now known as kohbar (vide de Klerk '51:
140 etc.).

Most of the folk ritual seems to have been developed by women and sidras themselves,
perhaps out of non-Aryan sources, as the study of the Vedas was forbidden to them. This
form was allowed to exist side by side with the Vedic ritual. PGS. (1.8.11, 12) enjoins that in
marriages and funerary rites the instruction of the village folk should be followed. According
to AGS. (1.7.1) ‘there are various customs from village to village and from country to country;
one should observe these in the wedding’. ApGS. (1.2.15) directs that marriages should be
performed according to women's instructions. Several sdtras repeat, ‘at this point they (those
who are performing the ceremony) do as women direct’ (AgGS. 3.5.4; BPS. 1.3,5,7, 12, 13,
16; HKPS. 1.8). What were the directions given by women is now not known. The later Sanskrit
works of ritual, the paddhatis, composed after the 14th century A.D., assimilated much of the
folk ritual into the main body of the classical ritual.
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Most ritual accompanies some set formula expressing the thoughts, wishes or
devotion of the performer of the ritual; this is especially so in the case of the grhya,
the Hindu classical domestic ritual. Is it then possible that the numerous stages of
the folk ritual [(2) above] recorded by de Klerk without any set formulae are observed
silently? According to our observation they are invariably performed with songs
which are thus placed almost in the same category as the Sanskrit formulae of the
classical ritual.

These songs, like any other sacred formulae, serve to enhance the meaning of
the ritual in several ways. Where they are sung while the priest is chanting the
Sanskrit formulae [(1) (b) above] they are expressive of the thoughts and feelings
of the women singers which are not the same as those of the officiating priest. For
example, in the janéd ceremony, it must be a moment of a particular sentiment for
a mother to see her son for the first time begging for alms (de Klerk '51: 114), of
which song No. 13 is an adequate expression and for which no appropriate Sanskrit
formula exists. Similarly the Sanskrit formulae for giving away the bride (de Klerk
'561: 164 ff.) are statements of the sacred intention and the declaration of giving, but
song No. 37 describes the heartfelt emotion of the father at that occasion, the
trembling of hands, and the final reconciliation of the mind to a duty to which he is
bound by the rules of dharma. Even more striking is the occasion of bhavar (de
Klerk '51: 169); song No. 38 expresses the thoughts of a bride while she is going
around the fire - which every singing woman must remember from the day of her
own marriage - her affection for her own relatives and the old relationships finally
sundered as she declares in the song with the seventh round, ‘now | belong to
another’. It is thus clear that without the songs, important thoughts of a large segment
of the participants in a ceremony would remain mute; the singing by women and
chanting by the priest together complete the ritual. The songs cannot be
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dismissed as ritual formulae on the grounds that they express human emotions
instead of a religious sentiment: much of the wedding ritual in Sanskrit also expresses
human emotions, for example the touching of the heart (de Klerk '51: 176) of the
bride; for these occasions there has been no need to develop women's song formulae
in the vernacular.

The songs sung with much of the non-Sanskrit ritual performed by women alone
are even more serious in character, with less appeal to human emotions and a more
evidently religious sentiment. The sohars, for example, though expressive of the
emotion of joy at the occasion of childbirth, are more of a thanksgiving to the deities
than a mere celebration. The matkor (song Nos 19-22) songs are formulae for the
worship of the Mother goddess embodied as Earth and in other forms. The song at
silpohana (song No. 25) invites ancestral and other spirits to accept offerings and
to participate in the wedding. If all these songs were excluded, the meaning of the
ritual would be obscured, if not totally lost.

The Sanskrit authors as well as the singers are aware of the ritualistic power of
these songs as they refer to them as marigala (Viramitrodaya, Samskara-prakasa:
828) (song No. 1), auspicious, which means that the songs are capable of bringing
well-being, spiritual and material, to the singers, sacrificers and participants of the
ceremonial, by the power inherent in the word as is the case with any other ritual
formula such as, for instance, the comparable Sanskrit margala-sioka to be sung
by women at the sindlra-dana according to Samskara-ganapati (. 287).

Outside the domestic ritual, the songs such as pacra (Nos. 61-64) are the only
form of dedication to little godlings and village deities such as Dih, to whom no
invocations and stotras are addressed in Sanskrit. The pacras sung to Durga or Kali
also are justifiable as ritual formulae in the vernacular on the ground that to feel the
full hypnotic effect leading to a trance (Vide p. 26) the singers must sing in their own
language even if Sanskrit sfofras, inaccessible to these people, are known elsewhere.
Nor do these stotras always embody or emphasize certain aspects which are very
meaningful to the folk mind. For instance, there are no sfofras to the terrible aspect
of Ganga comparable to our song No. 57.

That to the folk mind many of these songs in the spoken languages are indeed
equivalent to mantras, as stated above, is not
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debatable. Some of the magical ceremonial such as jadd tona (Song No. 65) is also
known as jantar-mantar (S. yantra, a ritualistic design; mantra, a sacred formula).
To cure a malady by the application of such formulae is called chd-mantar karna,
from the exclamation chd (a syllable similar to the tantric bijas without a

lexicographical meaning) at the end of the incantation;" although we translate it there
as ‘touch!’, it is not always applicable.

The Cauk

The ritualistic nature of the songs becomes still more evident when we consider
them with reference to the cauk designs.

The symbolic design (S. yantra or mandala) has been studied in detail by authors
like Avalon, Tucci, Pott etc. but only in the context of yoga and tantra tradition. That
the grhya ritual has its own designs seems to have escaped their attention.

The cauk (song Nos. 23, 24; cf. de Klerk '51: 35, 214) is referred to in the sdtras
as caturasra sthandila, a square raised spot which must be smeared or plastered
with cowdung - gomayena ... upalipya (JGS. 2.8; AgGS. 1. 7.1; PGS. 1.1.2) - from
which the Surinam Hindu term aipan (S. upalepana) must have originated. Sketching
of marks or signs is referred to: ullikhya (PGS. 1.1.2), laksanam ullikhya (AgGS.

1.7.1.) and these marks are called mandala;’ in AgGS. 2.6.7 it also appears that
square, triangular and circular designs were known.

Since the ceremonial under examination is not identical with that of the sdtras it
is difficult to state whether the cauk designs related to our songs are descended
from these grhyasiitra traditions or from the Sakti cults of Mother worship. It is,
nevertheless, certain that like any other mandala they are graphic representations
of a deity, supposed to generate a mystic force drawing the deity to accept the
singers' invitation to come, accept worship, and

1 Other authors are aware of this mantra nature of similar songs elsewhere, for example T.L.
Sastri ('62: 68-71) gives ‘mantras’ in Maithili for curing snake bite and exorcising ghosts etc.

2 In popular terminology they are not called mandala but only cauk. The closest we come to
the term mandala is in maro (song Nos. 24, 26, 40; cf. de Klerk '51: 140, 146 etc.). The
connection seems obvious: mandapa, the temporary canopy for a ritual (also the hall of a
temple), [mandira (temple)], mandala, a sanctifying and decorative design such as the ground
plan of a maro, mani, a jewel, that which decorates. Song No. 26 says that the maro has been
inlaid with the designs made in jewels.
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abide with the worshippers until given a visarjana, bidden leave. They also sanctify
the ground, converting it into a sacred place for the duration of the ceremony.
i) Some designs are drawn while the singing is in progress. These are:
a)  Chatthl ka cauk (the design of Sasthi)' (see fig. 13), for the ritual
of which see de Klerk ('51: 98-99) and p. 20 on sohar.
b) The cauk drawn at matkor which may be square (fig. 14) or merely
a circular spot plastered with cowdung. It is called Sitaji ka cauk or
sometimes Gangaji ka cauk. See also pp. 27, 36 and de Klerk ('51:
138, 139).

The clay lamp, seven fikas and offerings as described by de Klerk for both (a) and
(b) are placed in the designs.
ii) The silpohana song is sung after the design (fig. 13)* has been drawn. The
offerings for the spirits are placed in the design.
iiiy The designs not drawn with a song but mentioned in the songs and sanctifying
the areas where much of the ceremonial and singing takes place:
a) The design of the maro, i.e., the ground plan of the wedding tent
(fig. 15) (song Nos. 24, 26, 40).
b) The designs drawn on the wall in the kohbar, the private chamber
(de Klerk: '51: 140). There are two types of kohbar designs (figures
16 and 17): one has a triangle on a square and the other is a square
with decorative triangular patterns all around it. Inside these basic
designs various pictographs are drawn, such as navagrahas, a
couple, various household objects, flowers, trees, even the name
of the local village shop, and a hgsuli, a kind of necklace,
symbolising the bond of loyalty between the couple. These signs
of happiness and prosperity are, so to say, drawn to the home of
the newly wedded pair by the sheer force of the design which
probably also represents the home, with stairs leading into it.

1 For other designs of Sasthi, see Briggs ('20: figs. 1 and 2, opp. P. 66), Fuchs ('50: 109); and
a different representation of Sasthi, Stryavamsr ('62: 90), Mookerjee ('46: plate XVII).

2 These designs are now very rare; a few older women were able to draw these for us, full of
complaint against the ‘ignorant younger generation’.
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The designs are drawn with white flour with the following exceptions: The kunda

sarvatobhadra vedi and the navagrahas' have appropriate colours filled in with
coloured rice grains. The kohbar basic design is drawn in red or yellow; there are
no rules about the colours of the pictographs inside.

For the sanctity of the tattoo designs see p. 26.

Songs as Ritual Formulae

The songs, because of many factors, differ in ritualistic value as ritual formulae.

I) First there are those which invariably accompany a particular ritual action, for
example those sung at silpohana (song No. 25), imli ghgtar (No. 29) or bhavar (No.
38) (also see note on No. 38). They are never sung on any other occasion and are
not replaced by any other song on the specified occasion. They directly convey the
meaning and purpose of the particular ritual.

I) (a) In the second type there is a greater choice: for example there are numerous
Sohars expressing various ideas connected with childbirth; any of these may be
sung as the fancy takes the singers, much like bhajans in a devotional session, or
hymns in a Christian service. They may be sung before, during, and after the ritual
action and convey the general mood of the occasion. They are not sung on any
other occasion, for example a sohar is never heard at a wedding.

(b) Some songs may be sung on a particular ceremonial occasion much like the
(a) but without any ritual action whatsoever. For example a sohar ulara has no
accompanying ritual action but serves as a transition from the ritual sohar proper to
catni.

(c) Some songs may be sung on a specific ritual occasion but also on other
occasions, for example a catniwhich serves as a transition from the seriousness of
the ceremonial mood to the frolicsome aspects of ordinary life and may be sung on
occasions other than childbirth, such as a wedding.

III) Then we come to those songs which, or whose predecessors, at one time may
have had a ritualistic significance but now are not sung with an action consciously
accepted by the participants as

1 Forthese classical designs the reader is referred to Sarvadeva-pratistha prakasa of Caturthilala
Gauda and the ritual text books listed by de Klerk ('51: 126).
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a ritual. For example the swing, jhila (song Nos. 55, 56), was of great importance

in some rituals' (Gonda, '43: 348 ff.), it is now only a form of frolic and sport. The
cautals also seem to be connected with the vasanta raga songs sung at the worship
of Rati and Kama in ancient times (see Varsakrtyadipaka: 288-289). Because these
songs are sung at those festivals, which are of religious importance, with fixed rituals,
in the annual cycle of life, they may be safely called ritual songs for all practical
purposes.

There are also some types of songs which remain on the borderline, for instance
the songs sung, with much shedding of tears, at the farewell of a bride (song No.
42), or the spontaneous outburst of women in singsong while crying around the bier
of the dead. Even though marriage and death are serious ceremonial occasions,
how ritualistic is the crying cannot be determined. Once again because of the nature
of the occasion and a fixed place assigned to the song in it we regard it as a ritual
song.

There is a similar problem about the tattoo songs. The tattoo design is ritualistic
and sacred (see p. 26) but the songs accompanying the action of tattooing, only
one of which is printed here, seem to be only work songs shedding no light on the
sanctity or otherwise on the meaning of the design.

The degree of ritual sanctity of a song may also be indicated to a certain degree
by the type of tune or style of singing and the attitude of the singers. For example
() and (I1) (a) are sung in a serious tune, almost like a chant, with a grave attitude
not interspersed with laughter and jokes, but as the singers move towards (ll) (b)
and (c) the tunes become more lyrical and the mood more frolicsome.

There is, however, one exception to this: the galisongs which have a deprecatory
or openly sexual theme, or are parodies of other songs. These are the ‘impudent’
and ‘improper’ songs Speckmann must have had in mind (see p. 2). Even though
they are accompanied with much laughter and, sometimes, perhaps, gestures of a
sexual nature, they remain sacred ritual songs as

1 Kosambi ('62: 80) says; ‘At Athens, the Vintage Festival was marked by girls swinging from
the branches of Erigone's pine tree on rope swings; this should explain how Urvasri appeared
to Purlravas as antariksa-pra (RV. x.95.17) just before the end. Her swinging high through
the air was as much part of the ritual fertility sacrifice as the chant and the dance’.
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they have a fixed place at certain stages of the ritual. Also, in the view of
anthropologists such songs in other cultures not only serve the purpose of cementing
kinship (Greenway, '64: 61)-appropriate for the occasion of a marriage - but their
singing is also a form of fertility rite (Gonda, '43: 351-352; Kosambi '62: 10).

Date and Authorship

The tradition of singing on ceremonial occasions goes back to the earliest period of

the Vedic Ritual." In the mahavrata ceremony (Taittiriya Sarmhita V11.5.10.1) circa
1,000 B.C. women sang and danced (Gonda. '43: 346 ff). Likewise in the Vedic
simantonnayana samskara (PGS. 1.17) the singing of songs of praise, gathas, on
the banks of a river was required. The singing at childbirth is described in some
manuscripts of Valmiki's Ramayana’ (some time between 300 B.C. to 200 A.D.).
Kalidasa (Kumarasambhavam 7.90) in the 4th centry A.D. mentions singing in
vernacular languages at the marriage ceremonial. Similarly the Bhagavata Purana
(X. 15. 5, 12) refers to songs at Krsna's birth. The Siva Purana (Rudra Sambhita 3.50)
describes that after bringing the newly wedded Siva and Parvati into the house from
the wedding canopy, and performing the popular customs, lokacara (verses 13-25),
women sing songs addressed to Siva which are teasing and lascivious in character,
like the present-day galis. Svaha, the consort of the fire-god, Agni, justifies this
(verse 37): sthiro bhava mahadeva strinam vacasi s@mpratam; vivahe vyavaharosti
purandhrinam pragalbhata ‘Be steady, Mahadeva, regarding these verses of the
women; it is customary for women to become immodest at wedding times’.

The paddhatis (vide note 3 on p. 11), while assimilating much of the folk ritual
with the classical Ritual, enjoin folk singing especially by women as part of their
traditional ceremonial; e.g. brahmanah sirya-sdktam patheyuh; striyo mangalagitih
kuryuh (Viramitrodaya, Samskaraprakasa, 828). ‘Let the brahmanas recite the sdrya
hymn and let the women (at the same time) sing marigala, auspicious, songs’, and
(Samskara-ratna-mala pt. 1: 545) dvija mantrapatham purandhryo mangalagitani
kuryuh ‘Let the twice-born recite mantras and women sing marigala songs.’

1 For details, see Gonda: Zur Frage nach dem Ursprung und Wesen des indischen Dramas.
2 Note 509 on Bala Kanda 1.17.10 in the Baroda edition.
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Tulasidasa in the 16th century recognised this singing coupled with popular customs,
loka riti (Ramacaritamanas: Bala Kanda 103; 263.1; 319; 320; 322-324; 326; 327
etc.). It is possible that he incorporated some of the folk material in his own work
and gave it a literary polish; otherwise we cannot account for an isolated work like
Ramalala Nahachi in sohar metre not found elsewhere in the literary tradition.
Similarly Sdradasa, his contemporary, took account of this type of singing
(Surasagara: 9.449; 10.658 etc.), calling it marigala singing (ibid.: 9.461, 468; 10.642)
and also refers to galis (10.622). Even Kabir speaks of the marigala singing by
women on the occasion of marriages (Padavali 1; Kabira Granthavali P. 78).

Can the authorship of individual songs be ascertained? After the bhanita verses
of Jayadeva, the author of the Sanskrit Gitagovinda in which each poem includes
the author's name in the last or the penultimate verse, there has been a tradition in
Indian literature to include the author's name in a similar way. In our ritual songs
there are some examples of this: for instance where the theme is based on Krsna's
life, especially in a sohar, the author is said to be Siradasa and where Rama's life
is the theme the author is said to be Tulasidasa. These songs, however, are not
found in the works of these authors. It has been a practice of many less known
Indian authors to attribute their works to more celebrated names and in the case of
current singers the habit is a form of dedication to Tulasidasa and Suradasa. This
dedication also gives the song more prestige and the ritualistic power of mangala.
In general, however, the authors of most songs are not known except for a few
modern non-ritual songs (see song Nos. 45, 90, 99, 100) The songs are a product
of gradual growth in an oral tradition.

The Types of the Ritual Song

The ritual songs are divided according to the ritual occasions on which they are
sung. This division is traditionally followed by the singers also.

The Songs of the Life Cycle
The sohars: sung by women at childbirth. When a birth is announced in the

community the women come round in groups and start singing as they approach
within the earshot of the house.
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The ritual on that occasion (de Klerk pp. 98-100) and the drawing of the chatthi ka
cauk (vide p. 15 above) is invariably accompanied by singing. The sohartells a story
of, or describes a situation generally with a theme woven around, Rama, Krsna,
Siva, Ganga etc., or a divining of an auspicious dream, or some other legendary or
supernatural subject. Together with thanksgiving to the deity concerned, there is
often a description of how the child is obtained through the grace of a god or a
goddess, or through the observance of some form of ritual, worship, fast or ascetic
practice. The singing goes on up to the sixth or, in some families, the twelfth day
after the birth.

Sohar ulara: Although these are lyrics also with themes woven around Rama,
Krsna, and other legendary figures, the emphasis here is not so much on the religious
aspect as on the simple human sentiment and the celebration. They are sung after
the sohars to change the mood, as a transition to the sohar catnis (vide p. 16 above).

Sohar catnr. are also lyrics but of a saucy or romantic nature, perhaps to celebrate
the union of the lovers which has brought forth the child. These complete the round
of singing at childbirth (vide p. 16).

Mudran (S. mundana): the women start singing as they come near the place of the
ceremony of shaving a child's first hair which is often done at home but sometimes
by a river or by the sea. The singing continues while the barber shaves the child's

head.’

1 Even though the grhyasdtras (e.g. GGS. 2.9.10 ff.) enjoin the recitation of mantras, the
ceremony is now performed - as de Klerk also notes ('51: 100) - without a priest and
consequently without Sanskrit formulae. Napita, the barber, alone is the ‘priest’ of this cermony.
De Klerk describes his special duties in the various stages of the entire Hindu ritual ('51: 35,
97, 100, 104, 137, 138, 141, 142 etc.). Speckmann ('65: 139) confirms our own observation
that in Surinam the persons carrying out these duties are no longer of the barber caste as
such but belong to a new professional group, still called ndd. The greatest custodian of the
women's ritual songs is nduni, the barber woman. She directs and guides the women in the
matter of their ritual and the attendant song, and receives some gifts in return (see song No.
32). In the same song she carries out the invitations (cp. de Klerk on newta, '51: 137) for a
ceremony. In song No. 15 the napitais referred to as ‘néiia brahmana’ as he goes to negotiate
a marriage with the family of a prospective bridegroom on behalf of a client with an unmarried
daughter. For his position as a journeyman see Wiser ('36: 37-40) and Lewis ('58: 56-59).
There is ample material to explain the history and causes of the barber's rise to a semi-priestly
position but that is a subject for another paper.

It is essential to include Beidelman because his work on the Hindu Jajmani System is now
recognised as more authentic and up-to-date.

Usharbudh Arya, Ritual songs and folksongs of the Hindus of Surinam



21

The Wedding Songs

Sung by women; these have been recorded for thirty-four out of the sixty stages of
marriage ceremonial enumerated by de Klerk ('51: 124-200) and summarised by
Speckmann ('65: 136-146). (See pages 62-95).

The Death Songs

These are of two types. First are the dirges or lamentations sung by women, who
come around the house in groups upon hearing the news of the death. They start
crying as they approach the house, and burst into singsong which becomes louder
and more hysterical around the bier. For obvious social and aesthetic reasons these
dirges could not be recorded. They are forms of address to the dead in a manner
somewhat like this: ‘Oh my brother, why have you gone away, leaving me alone?
On whom shall I lavish my affection from now on? Whom shall my children now call
their mamd (maternal uncle)'?’ - and so on, together with the good qualities of the
person remembered with great exaggeration. Then there come the songs sung by

men during the night of keeping a ‘wake’ (jagrata) after the burial.” These, mostly
of religious nature, are as follows (i) Nirgun (S. nirguna), sung before midnight,
stating the transience of the world and affirming the need for devotion to God. These
songs are in Kabir tradition. (ii) Caubola, sung around midnight, dealing with some
legendary theme of a death, for example the story of HariScandra, the truthful king

who had to become a cremation ground assistant. (iii) Sargun (S. saguna),’ the
songs of a general religious nature, with a little less pessimism about the transient
nature of the world but still a continued need for devotion - sung after midnight. (iv)
Parati (S. prabhata or pratah), sung at dawn. These are calls to wake up, usually
addressed to a god such as Krsna, somewhat like the suprabhatam stotras of the
Sanskrit ritual with which a day starts in a temple.

The time periods of the night for singing the nirgun etc. are

1 O hamar bhayava, tu ham ke chori ke kahe cal gayelo. Ab ham ke kai itana pyar kari. Hamar
larikan ab ke kai apan mamda kahi kai pukari.

2 Cremation is not practised among the Surinam Hindus.

3 Their theme is not necessarily confined to the subjects of the Hindi saguna literature; they
are, in fact, difficult to define.
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only tentative and are not strictly followed. All these songs may also be sung on
other religious occasions such as kathas (vide de Klerk '51: 62).

The Songs of the Annual Cycle

During the Phagwa festival songs are sung mainly by men but sometimes, separately,
by women, to celebrate the coming of spring, with the themes of colours, youth, love
and romance especially with reference to Krsna and a little less to Rama. Other
religious or jocular themes may also be rendered. The singing begins on the day of
vasanta-pancamiin the month of magha (January-February) and continues
throughout phalguna (February-March), until the days of hofl, and dhulghdr or
dhdriwar on the 1st of the caitra (March-April) month. Although the priests describe
the holito be in memory of Prahlada's godly triumph through the ordeal of burning,
the songs preserve the character of the spring festival and have hardly any reference
to the Prahlada story. De Klerk ('51: 218-221) has described the ritual on this
occasion in satisfactory detail but with an undue emphasis on the priest's role in the
matter of singing. Apart from the singing processions visiting various homes, the
singing takes place in any home or in a temple or any place available, usually in the
evenings. Although there are many types of songs sung at this time the singing is
referred to collectively as cautal because the cautalis the most prominent of all the
songs of the phagwa festival. The singing party divides itself into two lines, facing
each other, with a great many dholaks, jhajh, majira, kartal etc. The same line is
repeated by both parties several times and the singing is full of great gusto. One
cautal may take up to half-an-hour to complete. Then comes a jhimar or an ulara
- the lyrics with dance rhythms - thus completing the cycle, when another cautal
begins. This may go on for hours and perhaps the whole night through. The other
types of songs at this time are hori or holi, céita, dhamar, rajpdtr (with a theme of
bravery), belvara, baisvara, bhartal, lej etc. They differ from cautal mainly in length,
rhythm, rhyme, the style and tune of singing but not in subject matter.

Special mention must be made of the kabirs (not related to the saint-poet of that
name), which are short two-line pieces, sometimes even dohas borrowed from
literary authors like Tulasidasa, in-
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troduced with a singing shout of suna lo meri kabir (Hear my kabir!) and closed with
Jjai bolo ramaiya baba ki (Shout ‘victory’ to Ramal).

The jogira is very similar to the kabir except that it is introduced with jogiji sa ra
rara.

These may be sung at any time during the festival but especially after the burning
of the holiand on the day of dhulghdi. They are not necessarily obscene songs as
de Klerk states but may express anything in a short and pithy form (vide song No.
54).

During the Rainy Season: the month of sravana (July-August) is the occasion for
singing jhala (swing) and kajri songs celebrating the season which is also the
traditional time of a married woman's visit to her parental home, or meeting with her
brother if he visits her in her marital home. All these themes are clearly depicted in
the songs. The jhdla songs also refer to the swing of Krsna which he enjoys with
Radha and Rukmini. Sometimes the swing of Rama and Sita is also mentioned.
The jhala songs may also be sung to rock a child's cradle, then the theme may be
the child Rama or child Krsna.

Marsiya and jharra songs are sung at the Muslim festival of muharram in which
the Hindus, especially women, also participate (vide de Klerk '51: 221; Speckmann
'65: 30-34). The marsiyas are dirges or lamentations commemorating the martyrdom

of the brothers Hasan and Husain at Qarbalain 680 A.D." The women make offerings
of lapsi, a semiliquid sweetmeat, and other sweets as well as money, placing these
in the t4zia, a stylized and very elaborately adorned representation of the bier of the
martyrs; at the same time they make a manauti, a wish. The jharras, also on the
same topic, are sung with the jharrd dance which is similar to danda-rasaka except
that in the place of sticks the dancers hold broom-like objects made of the fibre of
a tree. The dancers move in a circle, singing and keeping the beat by each dancer

hitting his ‘broom’ on that of his neighbours on both sides.’

N

For further details see Pelly (1879).

2 Not only does the similarity of the jharra with danda-rasaka show a Hindu influence but a
comparison of the songs with some of the Hindu songs also confirms this, for example, see
notes on song Nos. 59A and 60A. It would appear that some Hindus converted to Islam
adjusted the Hindu motif to the context of their new religion. The homage paid to the pirs
(Muslim saints and paigambars (prophets)) in sumirans (song Nos. 80G, 99A) is another
example of mutual exchange between the two religions.
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Other Ritual Songs

These may be sung at a fixed time of the year or at any other time whenever the
relevant worship is performed by the devotees. The occasions for some of these
have been listed by de Klerk but his description of some of the details being
somewhat incomplete we give it here in greater detail.

Ganga-snana: on the full moon of the kartika month (October-November) (de
Klerk '51: 215-218) as well as on any Monday or Friday people, especially women,
go to bathe in, and worship, a river or the sea as a form of Ganga. Several firthas,
places for sacred baths, have been built in Surinam. Before leaving the home for
the worship and the bath a woman may make her wish, manauti, in sentences such
as: ‘Oh Mother Ganga, | am making this offering and worshipping you. Do fulfil my
wish’, which may be a wish for a son or some other form of happiness or comfort.
On reaching the river or the seashore they throw some copper coins in the river,
together with flowers and a piyari, yellow headscarf which must be five, seven, nine
or any odd number plus a quarter yards long. Wooden slippers, kharayg, may also
be offered and a pitcher is repeatedly mentioned in the songs (vide song No. 3).
The songs are sung all the while to adore both the terrible (song No. 57) and the
benevolent aspects of the deity (vide p. 36). After the worship a story regarding the
powers of Ganga is told by an older woman.

The Ganga-snana alone of the vratas - women's special days of fasting and
worshipping a particular deity - seems to have survived in Surinam.

Pacra songs are sung at the worship and in honour of the godlings described by
de Klerk ('51: 86-88), particulary Dih, Sitald and, when worshipped by non-brahmins,
Kal Mar or Durga. Any person reputed to have the power of communicating with
the deity may act as a priest, called ojha.

The Dih or Deohar is worshipped by taking subscriptions from the entire village,
as a communal, pancayati, and not a personal worship because he is the guardian
of the entire village." The usual time is the month of caitra (March-April) during the
bright

1 He seems to be connected with the Persian dehat. See also Crooke (1894: 88). It is said that
not even wind may pass in and out of the village without his permission.

Usharbudh Arya, Ritual songs and folksongs of the Hindus of Surinam



25

fortnight after Rama-navami, the birthday of Rama, but the rite may also be performed
at the times of plague, cholera, smallpox, floods etc. An area under a tree, preferably
a pipal, by the road leading into the village is cleared. A square raised spot, cautra
(S. catvara) is plastered with cowdung and mud. Four red, triangular flags are placed
in the four corners and a white canopy is tied to the flagpoles. Under the canopy a
swing or a hammock is tied symbolising the seat or the chariot of the deity. Since
Dih is said to have no form, there are no images. The person acting as a priest or
a priestess prays like this: ‘Oh Dih Baba, may there be no suffering accruing to the
people of this village. Be gracious unto us and guard and protect us. Keep watch
over this village.” Then the worshippers, led by the ojha beat the dholak and sing
pacra songs while offering lapsri, milk, betel nut, betel leaf, nutmeg, flowers, rum or
other intoxicants, eggs etc. A cock, a pig or a he-goat - but never a female animal
- may also be sacrificed. After the worship the four flags are taken and made to fly
on the four corners of the village to ward off the malevolent forces and spirits.
Sometimes the worship of Sitald and her other six sisters' may also be combined
with that of Dih, and then the pacras are sung in their praise. Sometimes the
worshippers, after making the animal sacrifice to Dih, may proceed to a bloodless
sanskritised worship, a sattviki paja of Durga or Kali performed by a brahmin priest;

otherwise an ojh3 officiates. Then the animal sacrifice is compulsory.” There are
four singers and one dancer, a man or a woman. The ojha hands a metal plate (thal)
for arati (worship with light) to the dancer. The thali contains saffron-coloured (with
turmeric) or plain rice grains - called aksata -, sugar, yoghurt, vermilion (sinddr),
betel nut, betel leaf etc., and burning camphor or a lighted cotton wick in a clay lamp
full of oil. The dancer dances and does the arati, moving the thalr clockwise around
the visage of the image. At the same time a male animal, such as a pig or a

1 According to our informants the names of these, a little different from those enumerated by
de Klerk ('51: 87), are: Sitala, Chutki or Khelni Kadni, Phdlmati, Dhamsa, Akasgamini or
Jogjati, Masani and Korhiniya. It is said that a king had seven daughters who suffered from
these forms of afflictions and were deified.

2 We were informed by an ojha that some years ago when it was suggested that a pumpkin
may be cut instead of an animal there was a great deal of opposition to the suggestion.
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he-goat, is sacrificed. While the dancer dances, the four singers lead the worshippers
in singing pacra, and beat the dholak. The ojha falls into an hypnotic trance, and is
now said to be possessed by the goddess. He throws his limbs about, shakes his

head, dances, jumps and shouts. When the singing has thus shown its effect, that
is to say, the goddess has arrived in response to the worshippers' invitation, it stops
and those present gather around the ojh&a who sits down and serves as an oracle,
answering questions and granting wishes. Slowly the effect wears off. The meat is
shared among the devotees.

Jadu tona: these are incantations for various magical purposes such as a
headache, fever, jaundice, snakebite etc., finding lost property, gaining someone's
love, or power over a person, destroying an enemy, brushing off the effects of evil
eye (song No. 65) and so forth (vide p. 14). The ritual action for each of these is
peculiarly its own, handed down among the ojhas in an oral tradition. Several of
these incantations have been recorded.

The bhajans: these may be sung at any religious or social occasion without a
fixed time. Much like hymns, they address or praise various aspects or incarnations
of God. They may also be religious exhortations to follow the way of God in order
to terminate the painful cycle of birth, death and karma-samsara.

The godna or tattoo song comes into a special category. Strictly a work song of
the manihar or natua who used to go around the village shouting the offer of his
services, it is connected with a marriage ritual. Almost all the women singers,
especially the older ones, had tattoo designs on their arms, and sometimes chest,
as well as little spots on the cheeks or the forehead etc. It was stated that in their
young days, no one in the husband's home would receive food or water from their
hands if they were not tattooed. After the marriage, the bride accompanies her
husband only for a few days and then returns to the parental home. It is then that
the bride's mother took her on to her lap and had a design tattooed on her right arm;
on her return to the husband's home the tattoo was done on the left arm. It was
believed that if the mother has her daughter thus tattooed in her lap they would meet
again in heaven. There are many kinds of tattoo designs, such as the elephant with
a howda, a crown, and so forth but the most ceremonial one is known as Sitgji ki
rasoi, Sita's kitchen (fig. 18). Perhaps this design
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symbolises a woman's role in the home although why the design as such (see fig.
6) is given this name is not clear unless it has some connection with Sitaji ka cauk
(vide p. 15), meaning to express that the purpose for which the mother goddess had
been invited in the form of the earth at the beginning of the wedding ceremonial has
now been fulfilled and that she now leaves her stamp on the newly married woman.
The songs sung while tattooing are of several types; some are galis, perhaps as an
aid to the newly wed woman's fertility while others (see song No. 75) tell a story the
theme of which is the irrevocability of a marriage at any price, which makes the
tattoo, again, something like a stamp of marriage, to sanctify her womanhood so
that food and water may be accepted from her hand in the husband's home.

The Caste Songs and Work Songs

As we have now seen, the songs in this collection, with a few exceptions (see note
3 on p. 11), are those of the non-twice-born (the sddras and women) and belong to
their forms of ritual, professions and activities. In fact, singing and dancing were two
of the professions allowed to the sddras from very early times (vide Kane, Il, 1, p.

121)" and all singing and dancing castes are still subdivisions of the $idras. There
were, however, few members of these castes among the Indian immigrants to
Surinam, for in the four shiploads studied by de Klerk ('53: 98-101) there were only
two bhats, two bhands, and four nats. Singing was, nevertheless, a common trait
of all immigrant caste groups.

The greatest contribution of a single caste group to the song of the Surinamese
has been that of the Ahirs, a migrant people, perhaps originally of non-caste vratya
mercenary and ‘republican’ origin, who, as Abhiras, at one time ruled over large
tracts of India and contributed much to the Indian music tunes such as Abhirika and

others. Much of the cowherd aspect of the Krsna legend” has been attributed to
them (Bhandarkar '13: 36-38), as

1 The folk tunes of cowherds and cultivators were recognised, collected and tabulated by authors
like Matanga (Brhad-desr 1.2) who incorporated them into the classical music under the title
of desi.

2 By the time of Siradasa, Krsna had been commonly called an Ahir and the gopis are Ahirni
(Sdrasagara, 10th skandha, 1922, 1925, 2596, 3063, 3156 etc.; Bhramaragita songs 58, 118,
234 etc.).
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they are par excellence the dairy-keeping caste.” Among the four shiploads of
immigrants studied by de Klerk ('53: 99), out of 599 persons of what he calls the
higher middle castes, 400 were Ahirs and of related clans as follows: Ahir proper -
209, Goala or Gwala - 31, Gdjar - 4, Kurmi - 156. The Ahirs seem to have created
the Indian biraha which was for long particularly their form of song but has now
become the vehicle of creative poetry for all the Hindus of Surinam (vide p. 29).
Song No. 88 is also a fair example of their Krsna lore.

The Work Songs

Apart from the songs in general which in many places refer to the work and duties
of various castes, trades and professions (e.g. song No. 2 on midwife, the gardener's
wife and others) there are special songs sung by various ‘professional’ castes, and
by women, while performing their work, to lighten the burden or the monotony, to
add some joy to their labour, and so on. These songs are of five types.

1. The first are those whose content has a direct bearing on the calling, for example
the song No. 72 of the water-carriers, the kahars.

2. The second type of work song not only refers to the professional work but has
also a suitable rhythm to serve as accompaniment to that particular work, for instance
the dhobiya biraha (song No. 73) of the washermen. Some of these may also
accompany a mimic dance such as hathela of the washermen.

3. The songs of the third type do not refer to caste and professional work at all,
but they are sung only to the rhythm of the work, for example song No. 71 sung
while the potter, kumhar, turns his wheel. These songs may narrate a story, express
devotion to God or show a sentiment of fondness for a beloved's beauty.

4. Those of the fourth type are sung after rendering a professional service, e.g.,
song No. 74 of the entertainers, bhats, at a wedding, demanding their fees often in
abusive terms shaming or coercing the client into giving more. An example of
haggling over the fees has also been recorded but is not printed here.

5. The Women's Work songs are called titillas. They almost

1 For further details on the Ahirs, see Bhagwansingh Stryavamsi (cf. p. 173).
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invariably tell a story with a theme of the woes and tragedies of a woman's life, for
example ill-treatment by the in-laws as in song No 77. They are usually long, sung
to the rhythm of the work. They may (as in song Nos. 76, 77) or may not (as in song
No. 78) refer to the work. The following two types of titillas have been recorded.

a) Jatsar or pisauni: sung while grinding grain on a handmill, jata or cakki, the
handle of which is sometimes turned by a single woman as in song No. 77 or by
two women sitting opposite each other as in song No. 76. In the case of the latter
the song may record a conversation.

b) Ropani (planting rice) and nirar (weeding the field or transplanting the bibit).
These may be sung by an entire group working in the field.

Other Songs

The biraha deserves special attention. It is a topical song, sung by both sexes, like
the calypso of Trinidad. It may be composed instantaneously by any person on any
subject. It may break all bounds of propriety and social rules. It may protest against
any practice, custom or person, or may praise these. The author has heard long
birahas composed on the spot to celebrate an occasion, for example the presence
of an honoured guest. (See also p. 9 under nagara). It may be sung on a dholak or
without any instrument at all. There are, now fewer and fewer, all-night competitions
of biraha composition and singing in which two parties may compete with questions
and answers (see song Nos. 81, 82) or discussions on any topic, in a challenging
manner (see song No. 82) until one party accepts defeat. The competitors address
each other as jora (companion). The fame of a good biraha expert travels far and
wide. For a definion of the biraha see song No. 79.

A birahais divided into three parts: firstly, Doha or sumiran, which may be a verse
from Kabir, Tulasidasa or any other celebrated author, but most often it is a folk
composition, commemorating God, a favourite deity or many deities, one's own
parents, husband, or guru, Sarasvati, the goddess of speech, whose blessing is
sought in the difficult undertaking of an instant composition or the rendering of the
song, asking them to grace the singer with inspiration and, in the case of Sarasvati,
to abide in his throat
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or on his tongue. It may also be only a reminder of a moral precept. Faster in beat
is the second part known as /acarior alcari, the main composition on any topic. The
finale, variously referred to as jacanior bisarjan, rounds off the song by (a) referring
back to, or thanking one or more of, the deities of the sumiran, even repeating a line
or two of the same, (b) giving another moral precept in a doh3, or (c) by the singer
introducing himself.

In reciting a long chain of birahas, or in a competition, the sumiran comes only
right at the beginning, the /acaris or main portions of the birahas continuing without
interruption. The performers round off with the finale only at the end of the recital or
the session. There is no fixed length to the birahg; it may end in a two-line stanza
(e.g. song No. 79) or go on more than thirty lines (e.g. song No. 88).

The rasiyas, originated from the pachah, are in the dialect of Braj where the biraha
was not so well known. Though their proponents claim them to be topical songs
equal to birahas, in our experience they deal mainly with the themes of love and
romance, often with reference to the romantic and heroic exploits of Krsna.

The Women's Miscellaneous Songs such as catni(cp. sohar catni, p. 16), nakatas,
the songs of general complaint in love or ridicule of arival, ularas, the vigorous lyrics
(cp. sohar ulara, p. 16) - all of a saucy and lighthearted nature dealing with situations
in love, family relationships, romance or neighbourhood events, differ from each
other only slightly in tune or theme. The author has had to take the singing ladies'
word for placing a song under any one of the titles in the text.

There are also songs without special titles, such as the song of invitation (No.
95).

The modern songs on socio-political themes have been composed in several of
the styles listed above, such as biraha (song Nos. 97, 99), bhajan (song Nos. 96,
98, 100) etc. In the earlier period the singers were more concerned with their
migration, for example song No. 97A gives caste oppression in India as the reason
for it. Then came the question of whether or not to return to India as in song No.
97B. Later the singers were concerned with the need for social reform both in India
and, inspired by its success there, in Surinam, together with the Indian struggle for
independence (song Nos. 96, 98). But slowly Bharat, that is India, was replaced by
Su-
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rinam and the singers sang of the problems of the Surinam Indian community as in
song No. 100 which is the most popular song on this theme; several versions of this
song have been recorded. The conflict of loyalties divided between India and Surinam
has been resolved by the modern singer by paying homage to the Indian deities in
religious terms and to the land of Surinam in patriotic terms (song No. 99) and by
adapting Hindu ideas to a Surinam geo-political context, for example ‘mukti (spiritual
salvation) by bathing in Cola Creek’. There are also songs in praise of various Indian
political parties of Surinam and their leaders - not included here - together with
appeals for unity between the Hindus and Muslims of Surinam (song No. 98) also
in order to keep them from becoming converts to Christianity.

The Literary Background

The songs under examination must not be regarded as primitive or preliterate. They
often show evidence of having followed the footsteps of the long literary tradition of
India, or side by side with it. Some of the forms and subjects go back to great
antiquity. For example, the interpolation of phrases and strophes, not connected
with the context of the song, as jubilations - stobhas - was the practice of sGman
singers in the earliest Vedic times (for the details of which vide Strangways '14: 250
ff.). The song of silpohana inviting the ancestral spirits, pitrs, has a form similar to
VS. 19. 57 ff. and other mantras chanted at the Sraddha ceremonies. The riddles
or questions and answers in the birahas find their parallels in the Vedas (e.g. RV.
1. 164. 34, 35). It is curious that the biraha (song No. 82) speaks of the year as a
cow, a motif vaguely reminiscent of RV. 1.164. The gaining of social acclaim and
poetical or scholarly prestige by winning against a competitor in a series of versified
questions and answers or some other form of exchange in instantaneous verse -
as seen in the birahas - has been a very old tradition in India. For example in MB.
Vanaparvan Ch. 133 Astavakra gains admittance to the court after winning the favour
of king Janaka in an exchange of questions and answers. Thereafter (Ch. 134) a
similar exchange between Astavakra and Bandi, the court scholar and poet, leads
to the latter surrendering his court position and to the reinstatement to life of those
whom he had previously defeated and deprived of life. Also in MB. (Vanaparvan
Chs. 296,
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297) Yudhisthira saves the life of his brothers by answering questions put by a yaksa.
After some questions have been posed the challenge in the biraha (song No. 82,
line Il), ‘whoever would explain the meaning of my biraha - that is, whoever will
answer my questions - may (thereafter) join me in singing’ seems to echo the yaksa's
own challenge; ‘Answer these four questions of mine and then you may have a drink

of water.”

The sumiran in the biraha corresponds to the marigalacarana or nandi of the
Sanskrit literature with all three of its forms, viz., &sis - a blessing -, namaskriya - a
salutation to the deity -, and vastunirdesa - a simple reference to the deity or one
of its acts, or a moral precept. Similarly the jacani, the finale of a biraha, is parallel
to the bharata-vakya, the benediction at the end of a dramatic performance in the
Sanskrit tradition.

The declaration of the marigala power of a song is in the well-known mahatmya
tradition of Sanskrit literature and stotras.

Sometimes identical phrases are found in the Sanskrit stofras and our songs, for
instance the invitation to Sarasvatito abide on the singer's tongue (song No. 80 F)
occurs in the traditional Sarasvati-stotra: s& me vasatu jihvayam vina-pustaka-dharini
(May she who holds a vina and a book abide on my tongue), or in the annual worship
of Sarasvati (Varsakrtyadipaka: 269): s& me vag-devateyam nivasatu vadane (May
this goddess of speech live in my mouth), or in Markandeya Purana (23.57):
sarva-jihva sarasvati (Sarasvatiis the tongue of all).

The titillas and many sohars narrating episodes may have been inspired by the
traditional khanda-kavyas. Some of their conversational contents also have a highly
dramatic effect. The lyrics are certainly identical with the muktaka, the song
compositions complete in themselves. The muktaka form of our songs must have
been borrowed from numerous authors, from Vidyapati to Kabir. The songs of
Vidyapati, especially on Siva, ‘are still sung in the temples of Mithila and, out of his
romantic compositions, many are also sung on the occasions of weddings and such
festivities in the form of folksongs’ (Tivari '54: 170 intr.). Our own song

1 Vide also Kosambi ('62: 10): “...the Upanishadic riddles which display so much mysticism and
philosophy are only a step above the deadly riddles asked by yaksas of strangers at sacred
springs. The wrong answer in the earlier days meant ritual sacrifice of the intruder’.
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No. 36 seems to have taken its inspiration from Vidyapati (pp. 310-311 etc.)
describing Mena's horror at seeing Siva, wrapped in snakes, as the prospective
bridegroom for her daughter, and her refusal to wed Parvati to such a personage.
The songs of Kabir's nirguna tradition require no special discussion; their influence
on the themes of our songs is all too evident. The songs of Suradasa, rather than
Tulasidasa, seem to have made a considerable impact on the folk-singers because
Tulasidasa did not use the muktaka form as Suradasa did. When the former did
compose any muktakas they were in a linguistic style less comprehensible to the
masses than that of the latter. Some of Sliradasa's lines, if not complete songs,
seem to have been borrowed or copied by our singers. Some examples of these
can be given here.

carana dhéi caranodaka linhau... 1.239 (Cp. song No. 41)
tuma to tini loka ke thakura : 1.239 (Cp. song No. 41)
bhakti binu baila birana hvaiho : 1.331 (Cp. song No. 66)
motini cauka purdye : 9.24 (Cp. song No. 23)
tapasi déu bhar : 9.140 (Cp. song No. 69)
kahana lage mohana maiya maiya...

ddri khelana jani jahu : 10.155 (Cp. song No. 9)

On the other hand it is not possible to place all our songs in a totally literary tradition.
They still remain folksongs. Not only are so many of them free of the rules of prosody
and rhyme etc., they seldom show the complicated literary embellishments of
alankaras etc. with the refinement customary in the written tradition. Furthermore
they show evidence of the folk mind's independence in their motifs, many of which
are not found in literature. A journey by stages is described as travelling ‘through
one wilderness, and through the second wilderness, in the third one’ there is a note
of finality (song No. 78). A crying woman is asked whether she has trouble from
father-in-law or from mother-in-law or is it that her parental home is far (song Nos.
3, 4). To make a point in a family crisis somebody lies down covering himself from
head to foot and others come round begging him to get up (song No. 78). Many of
such motifs occur repeatedly even in identical words. The analogies are simple and
the expressions are taken from the day to day world of the people; see for example
song No. 30.

There are also many divergences from the legends etc. of the
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written literature. Even though the figures like Rama and Krsna are common to both
the literary and the folk tradition, many of the episodes narrated are peculiar to our
songs. They are either variants of the legends that might have existed from long
ago and from which some might even have been borrowed by the literary authors,
or they are new twists given to the literary stories to fit them into the folk context.

In song No. 1 Sita has had her desire for a husband like Rama fulfilled through
the observance of various fasts and ascetic practices. In song No. 5 the queens of
Dasaratha take a pregnancy-inducing wild root and consequently conceive. In song
No. 87 Jatayu loses the battle against the demon because the latter shoots a
fire-missile. In song No. 69 there is a dialogue between Sita and Mandodariin which
the latter takes Ravana's side. In song No. 88 Krsna is supposed to have been fair
and is stated to have turned dark because of the poisonous hisses of the snakes of
the underworld.

There are also songs which radically condemn the popular Hindu concepts, giving
new interpretations to some legends. These may have been handed down from
non-Aryan sources, for example one of the songs (No. 70) in a series on Bali shows
sympathy with him, advising him not to trust and not to give land to Visnu,
enumerating the latter's frauds such as the killing of Hiranyakasipu, Prahlada's
father, and Ravana, the king of Lanka. While this echoes the advice of Sukra, the
guru of danavas, to Bali (vide Padmapurana 25. 157-163)' the song is still remarkable
in its hostility to Visnu.

There are some deviations, however, which can more easily be explained.
Subhadra as Rama's aunt (song No. 9), again as the aunt of Lava and Kusa (song
No. 8) and thus Rama's sister, Krsna as a guest of Rama and Sita (song No. 83),
the river Sarayd, instead of Yamuna flowing by the city of Mathura, (song No. 41),
these allusions might at the first glance lead the listener of these songs to believe
that perhaps the singers' distance from India had caused them to forget the tradition,
but that is not the case. These deviations are found also in the versions published
in India, for example, Subhadra as Rama's aunt (Tripathr, '51. 1: 182).

1 There Bali is referred to by the name Baskali. For other references see Diksitar's Purana
Index, vol. ll, pp. 469-471.
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These are in fact metaphors to describe ideal human relationships by referring to
the legendary figures related to various God-Incarnates. The concept of the ideal
aunt, the ideal guest or the ideal city alone is meant to be conveyed. ‘Rama’ even
becomes the title of honour for any person in the expression ‘kavan rama’ (e.g. song
No. 33) where, in actual singing, kavan, i.e. ‘which, ‘who’ or ‘some (person)’ is
replaced by the name of the person who may be involved in any capacity in the
ceremonial or other observance; he becomes ‘N.N. the Rama’.

Religion and Social Conditions

Although the religion of the songs generally conforms to the Hindu attitudes and
doctrines - such as the recognition of a personal God, His incarnations, mukti,
re-incarnation, worship through images as well as mysticism and yoga, transience
of the world etc. - there are some songs which either bring the previously known
points into greater focus or add a new detail.

As among the Surinam Hindus there are no distinctly separate Shivaite or Vishnuite
cults, so there are no such distinctions in the songs either. Siva, however, is offered
worship together with Parvati (song No. 20), but usually she is the more important
of the two, especially as women - apart from men's own Kali-pdja (vide p. 25) -
naturally adhere to the cult of the mother goddess in their ceremonies. The men
also sing of her as Adi Bhavani, the First Power of Siva, and Mahamaya, with powers
to give eyes to the blind man and a healthy body to the leper (song No. 62). She is
throughout referred to as Bhavani. the name Parvati occurs only as Gaura Parvati,
perhaps because she is the goddess of the girls, whom they worship (as Girija also,
see song No. 42) and who are referred to as gauri, when they are given away in the
wedding ceremony (vide Samskara-dipaka ll: 125). In the matkor she is worshipped
as the earth. In song No. 19 she has been linked with Rama; ‘First | worship Rama
and then Earth (which is) Bhavani. Together with this, the name of the design drawn
as ‘Sitaji ka cauk’ (vide p. 15) leads us to her identification with Sita, which also

means the furrow’' In song No. 67 Sarasvat, through the

1 For further details on the identity of Sita and Kali, see Bulke ('62: 98). On Sita as the deity of
agriculture ibid. 12 ff. On the identification of Rama and Siva ibid. 736 etc.
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motif of a red flag, seems to have been identified as an aspect of Parvati; she has
a platform, cautra (S. catvara), for her worship at Dhaulgiri, one of the highest
Himalayan peaks. Perhaps the singer had in mind the nearby peak of Gauri-Sankara
or Kailasa, for Dhaulgiri itself has no traditional connection with Parvati. On the other
hand, the kumharava song No. 71 states that the forehead is Dhaulgiri in the human
body. In that case it may be called the cautra of Devi, the vital energy, in accordance
with the yoga tradition, as well as the seat of Sarasvat, wisdom.

The term Gangaji ka cauk (vide p. 15) at the matkor also suggests the oneness
of Ganga with other aspects of the mother goddess, Sita, Parvati, or mother earth.
The song (No. 18) sung by women in procession towards the matkor spot confirms
this view as it alludes to a journey towards Ganga. An ojha informant, asked about
pacras, stated that once in a dream he had received a pacra from Durga who wished
to be worshipped as Ganga. She gave him only one line of a song: karo mili arati
saba ganiga maiya ki (Everyone, join together and perform arati of mother Ganga).

Not only that all waters of Surinam, as of any other place,’ are Ganga in the general
belief of the singers but they are representatives of the mother goddess. The singer
of song No. 85 places her foot in the water and begs the mother goddess of the
water, whom she calls Karr, to let a crocodile grab her old husband; in return the
singer would sacrifice to her a goat as a thanks-offering. In that song and in song
No. 57 she is malevolent. There we see a worship through fear, and then from an
object of terror she becomes a saviour, a giver of life, and in song No. 3 she is also
perhaps a fertility goddess, giving a child. Vide also Kosambi's discussion ('62: 59)
on Ganga killing her seven sons, and then as the mother of Devavrata Bhisma see
MB., Adiparvan, Ch. 91 ff.

Song 81 mentions Kalrin another aspect: it is she who speaks from inside a drum,

perhaps a nagara, so that all thirty-six tunes, ragas, arise out of it.” Perhaps that is
also a reason for the worship of the dholak in the madar-puja.

1 The Indian immigrants in the island of Mauritius go for a pilgrimage to a local lake which they
regard as a manifestation of Ganga. Similar examples are found elsewhere among overseas
Indian communities.

2 Thisidea has its parallel in the legend that the fourteen alphabetical Sivasitras of Panini were
revealed by Siva beating his little drum, damaru, fourteen times: nritavasane nata-raja-rajo
nanada dhakkam nava-paficavaram uddhartu-kamah sanakadi-siddhan etad-vimarse
Siva-sitra-jalam. (Vide Balamanorama p. 4).

The sound of trumpets as an indication of the presence of the goddess is also mentioned by
Whitehead ('21: 20) as well as the use of the skin of the sacrificial animal, offered to the
goddess, for making a drum to be beaten at her worship (ibid. 75).
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There are also minor cults, apart from those already mentioned (vide Dih, p. 25),
such as that of Bhiiya or Bhdmiya and Thaiya (song Nos. 21, 80E) the godlings of
village land and of a spot.' Deified persons like Lona Camarin® are also invoked in
a magic context (song No. 65).

Regarding the position of women and the general social, family, caste and kinship
relations, the findings of Speckmann coincide with the situations described or to be
inferred from our own songs except that the songs bring certain points into a greater

focus, for example, premarital love in the traditional society,’ undersirable pregnancies
(song No. 76), an incestuous interest (song No. 78), the reluctance of a woman to
go to her husband's home in gauna farewell because of other amorous attractions
(Song No. 84), the attitudes towards a co-wife, saut, a woman's wish for the death
of an old and incapable husband (song No. 85) and the theme of a woman's suicide
(song No. 77) on which alone five songs have been recorded.

1 See also Crooke (1894: 44, 57, 65 etc.). Lewis ('58: 248, fig. 39) has a photograph of a
Bhamiya shrine. Meyer ('37: 11.170) relates it to Vedic ksetrasya patih.

2 Re. the cult of the Lona Camarin, see Briggs ('20: 27, 179, 183, 185).

3 Recorded but not printed in this collection.
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Chapter two
The Songs and Translations

1 Sohar i [Nieuw Nickerie, 1967]
Wishes fulfilled through religious observances'

VI

VIL.
VIII.

IX.
. sita kauna bidhi kara leyau rama bara payau ho
XI.
XII.

1

pahall mggana sita mage javana bidhi purave ho

[pahall magana sita (magaile) javana bidhi (puravaile) ho]
[pahall magana sita mage javana bidhi (puravela) ho]

sita magele ajodhya ke raja saraju ji ke darasana ho

[sita magele ajodhya ke raja saraju ji ke (darasana) ho]
dusari mggana sita mage javana bidhi purave ho

[dusari magana sita (magaile) javana bidhi (puravaile) ho]
[dusart magana sita mage javana bidhi (puravela) ho]

. sitd magele kosilla aisi sasa sasura raja dasaratha ho

[sita (mage) (kausilya) aisT (sasl) sasura raja dasaratha ho]
tisari mggana sita mage javana bidhi purave ho

[tisarT mggana sitd mage javana bidhi (puravela) ho]

sita magele purusa bhagavana devara babu lachamana ho
[sita magele purusa bhagavana devara babu (lachimana) ho]
cauthi mggana sita mage javana bidhi purave ho

sita mage goda ke balakava ggana bhara khelae ho

milahu na sakhiya sahelart mili juli caldu ho

maghai masa nahani agana nahj tape agina nahj tapai ho
sakhi barata rahyay paraiva rama bara payau ho

This is the most popular sohar; four versions have been recorded. The words in the brackets
in the first six lines are given to show the variants (see p. 3) used by different singers in the
same group. This system will not be followed in the balance of the text. Cp. R. Tripathr ('29:
142).
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VII.
VIII.
IX.

. What observances did Sita perform (that she) obtained Rama as (her) husband.
XI.

XIl.

X1,
XIV.

XV.
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milahu na sakhiya sahelart mili juli calau ho

sita kauna kavana tapa kara leyau rama bara payau ho

barata rahyay ekadasi aur duvadasi auro duvadasi ho

sakhi tulasi ke diyana jalayau rama bara payau ho

je yahi mangala gave aura gaya ke sunave, aura gaya ke sunavai ho
sakhi tulasidasa bhali asa amara phala pavai ho

. Sita makes (her) first wish - (if) God' may fulfil it;

. Sita wishes’ that she may see in the kingdom of Ayodhya the venerable (river) Sarayd.
[l
V.

Sita makes (her) second wish - (if) God may fulfil it;
Sita wishes that she may have a mother-in-law like Kausalya and a father-in-law like
Dasaratha.

. Sita makes (her) third wish - (if) God may fulfil it;
VI

Sita wishes that she may have a husband like the Lord (i.e. Rama) and that she may

have his brother Laksmana as her devar.®
Sita makes (her) fourth wish - (if) God may fulfil it;
Sita wishes that a child of her (own) lap may play about all over the courtyard.

- Gather up, sakhis,* gather up and come along (to ask),

- Bathing in the very (cold) month of magha (January-February) (1) did not warm (myself)
by a fire; (1) did not warm (myself) by a fire.

Sakhi, | kept fast on the first day of the (lunar) fortnight and obtained Rama as (my)
husband.

- Come on, sakhis, gather up and let us go (to ask),

What and what (kind) of austerities did Sita undertake (that she) obtained Rama as
(her) husband.

- | kept fast on the eleventh day of the fortnight and on the twelfth; again, on the twelfth,

Bidhi (S. Vidhi), the god of fate, or god Brahma.
‘mggana mage’ - she asks for the wish to be fulfilled.
Devar, husband's younger brother.

See note 1 on p. 5.

AOON -
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XVL. sakhi, | offered a light' to the holy basil (plant)® and obtained Rama as (my) husband.
XVII. Whoever sings this auspicious song and makes it heard (by others),
XVIII. Sakhi, (says) Tulasidasa, (there is) a good hope that (she) attains the fruit of immortality.

2 Sohar ii [Nieuw Nickerie, 1967]
Siva and Parvatr’

l.

II.
[l
V.
V.
VI
VII.
VIII.
IX.
X.
XL

1

bhaniya ke matti mahadeva ho bhaniya bhaniya kare, bhaniya bhaniya kare ho
gaura bhaniya ghotata alasant to chana ta bikala bhaile ho

tu to mahadeva bhanari are bhaniya bhaniya kare, bhaniya bhaniya kare ho
sivava hamare to bhaile haj ganapati bhiiya pari lot4j ho

itana bacana sivava sunale sunahj nahj pave, sunahj nahj pavaj ho

sivava line bayala asavar dhidhana cale dhagarina ho

puche lage rahiya batohiya se kuiya paniharini ho

dhana hama ka tu dagara batavatéu kaha re base dhagarina ho

bole lage rahiya batohiya kuiya paniharini, kliiya paniharina ho

sivava aliyapura patana hia re base dhagarina ho

ke more tatiya khurkave banhana sarakave, banhana sarakavaile ho

Literally, ‘kindled a diya'. Diya (S. dipaka) is a clay lamp filled with oil in wich a cotton wick is
dipped. A common household object, it is also used as an offering of light to a deity.

2 Tulasiplant. This is worshipped as a manifestation of Laksmi, the consort of Visnu. See

Brahmavaivarta Purana (Prakrti khanda) 7.45-47; 21. 1-103 and Padma Purana 58.109-145;
59.1-42 re. the legend of VInda incarnating as Tulasi, and her worship. Vide also Viennot
('54: 17).

3 Cp.V.Prasada ('62: 41-42); Dasaratha instead of Siva searching for a midwife, K. Upadhyaya

('54: 108-109). Line XV: Grierson (J.R.A.S. 1884: 225).
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XV.
XVL.
XVII.

[l
V. v
. Siva heard just this statement and could not even hear (it complete)-

VI
VII.
VIII.

IX.

- - Oh Siva, (there is a) city called Aliyapur;’ there a midwife lives.
XI.

A ON =
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rama kavane raniyava ke puta adhiya rati avaj ho

dhagarina more ghara dhaniya biyakula ta tumha ka bulavahj (ho)"

jaud to sivava ai javau ho siva ho mahadeva hama bati dhagarina ho

sivava tori dhana hathava ki sakari myha ke phthara to hama nahj javai ho
je yahi mangala gai ke sunavaile, gai ke sunavai ho

tulasi de amara phala (incomplete)

- Mahadeva (is) addicted” to hemp and calls repeatedly ‘hemp’, ‘hemp’.
. Parvati, grinding the hemp, felt languid, a moment, and then (she) became helpless

(with pain).
- You, O Mahadeva, are addicted to hemp and call ‘hemp’, ‘hemp’;
While, O Siva, to me Ganesa is (nearly) born and (would be) lying on the ground.

(He) Siva took an ox® as (his) mount and started out to search for a midwife.
He began to ask the traveller on the road and the woman fetching water on the well;

- Dear, would that you would tell me the way4 to where a midwife lives.
The traveller on the road and the woman fetching water on the well began to tell (him);

- Who is knocking (at) my screen and loosening the ties; has loosened the ties?

Added by the translator for uniformity's sake.

Or, ‘he who gets intoxicated on’.

Presumably, Siva's mythical bull, Nand.

A polite idiom for ‘please tell me the way’.

Perhaps, Alipur.

Probably the song was sung originally somewhere where the midwife had been called from
Alipur.

6 Tattrand banhan: the screens made of thatch material and tied together to form the walls and

rooms.
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The son of which queen' comes in the middle of the night?

- Oh midwife, at my home (my) precious one is helpless (with pain or with imminent
childbirth), so (she) calls for you.

- Go then, Siva; Siva, go (away). Mahadeva, | am a midwife;

Siva, (if) your precious one is tight of hand® and unrefined of mouth, then | shall not
go.

Whoever sings this auspicious song and lets it be heard (by others);

TulasT gives the fruit of immortality (incomplete)®

3 Sohar iii [Paramaribo, 1967]
Ganga as the goddess of fertility
thanksgiving to Ganga*

l.
Il.
[l
V.
V.
VI

jamuna ka Uca kararava tiriyava ika rove, tiriyava ika rovai ho

ganga mai dehu tu apani lahariya to hama dubi marabai ho

kiya tora sasu sasura dukha kiya naihara duri base ho, ki ndihara duari base re
tiriya ki tora kanta paradesa kavana dukha dubi maro ho

nahj more sasu sasura dukha nahj naihara diri base

ganga mar nahj mora kanta paradesa kokhiya dukha dubi marabai ho

Though it appears to be a respectable way of speaking, it is actually a euphemism for a curse,
‘son of so and so’.

Not generous in giving the fees.

It is customary to leave a final portion incomplete where the content can be guessed by
everybody.

Cp. R. Tripathi ('29; 4,5); D. Satyarthi (Dhire Baho Ganga: 6,7); Satyendra ('49: 124, 125); K.
Upadhyaya ('54: 111); S. Anila ('57: 72, 73). Lines IlI-VI and XI-XIII, repeated in many of our
recorded songs and in other collections. Lines XV, XVII ‘more pichavarava’ - motif is repeated
in many songs.
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. athau mahina nau lagalai to horila janama bhailai, babia janama bhaile ho
XI.
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XII.
XIV.
XV.
XVI.
XVII.
XVIII.
XIX.
XX.
XXI.
XXII.
XXIII.

XXIV.
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ganga mai ika re santati (bina)1 jaga stina to hama dubi marabai ho
ta jau tiriyava ta ghara apane ta apane mandila bhitara, apane mandila bhitara ho
tiriya athau mahina nau lagihaj to horila janamihaj ho

sakhiya bajai lage anandan badhaiya uthe lagai sohara ho

sakhiya nanda ghara bajala badhaiya uthana lage sohara ho

dhire dhire baje badhaiya au rasai me uthe sohara, rasai me uthe sohara ho
sakhi satargg bajae sahanaiya sasura dvare naubati ho

more pichavarava sunarava begai cali avo, begai cali avau ho

are sonara sone rupe garhau kalasava maj ganga mari carhaibai ho

more pichavarava raggarajava begai cali avo, begai cali avau ho
ragarejava ragi lao cataki piyariya maj ganga mai carhaibai ho

jamuna ka yca kararava tiriyava jaba avai, tiriyava ika avai ho
ganga mai dehu tu apant lahariya maj kalasa carhaibai ho

ha ganga mai deha tu apant lahariya maj piyari carhaibai ho

jao tiriyava ghara apane to apane mandila bhitara, to apane mandila bhitara ho
tiriya juga juga jiye nandalala tu kalasa carhaye ho, tu

(barhe)

piyari carhaye ho

tiriya juga juga barhe ahivata tu kalasa carhaye ho, tu piyari carhaye ho

1
2

- On a high dune of the (river) Yamuna® a woman cries, a woman cries:

Bina: this is our interpolation without which the meaning would not be clear.
In the Hindu tradition all rivers or bodies of water may be referred to as Ganga. See also de
Klerk ('51: 215-217).
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. - Oh mother Ganga, (if) you (would) give me your one wave | (would) drown and kill

myself.

. - Do you have trouble from father-in-law and mother-in-law, or, (is it that) your parental

family dwells far?

. Or (is it that) your beloved one (has gone) to a foreign land? Because of what sorrow

(would) you drown and kill yourself?

. - I have no trouble with father-in-law and mother-in-law, nor (it is that) my parental

family dwells far,

Mother Ganga, nor has my beloved (gone to a) foreign land (but) for the pain of (the
infertility of my) womb would | drown and kill myself.

Mother Ganga, without a single progeny the world is empty so | would drown and kill
myself.

- Now, go, woman; now, go to your home;

go inside your residence’
- inside your residence.

- Woman, it will take eight or nine months and then a baby boy2 will be born.

It took eight or nine months and then a baby boy was born, a good little baby boy® was
born.

Sakhi, congratulatory music began to be played joyfully; (the sound of) sohar (singing)
began to rise.

Sakhi, at the home of Nanda the congratulatory music was played; (the sound of) sohar
(singing) began to rise;

The congratulatoy music plays (ever so) softly; (the sound of) sohar (singing) rises with
sweetness.

Sakhi, (there) is played a seven-coloured $ahnar;* and a music of welcome at the doors
of the father-in-law's (home).

- O goldsmith (residing) behind (my) home, come in haste, come in haste.

O goldsmith, chisel a pitcher of gold and silver (of which) | will make an offering to the

mother® Ganga.

N

The Sanskrit term mandira means a temple; mandila or mandila used for a residence would
suggest the sanctity of a home. See also p. 14.

Horila or horil, a term of endearment towards a baby boy.

Bablia, a term of endearment towards a young boy.

A musical instrument, like an oboe, not played in Surinam.

Variant: gariga ke carhdibe; | will make an offering to Ganga.

abwN
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- O dyer (residing) behind my (home), come in haste; come in haste.
O dyer, dye and bring me a brilliant (ly dyed) yellow headscarf (which) | will make an

offering to mother' Ganga.

When the woman comes to the high dunes of Yamuna® - a woman comes (and says);
- O mother Ganga, give (me) your one wave; | will make an offering of the pitcher.
Yes, mother Ganga, give (me) your wave; | will make an offering of the yellow headscarf.
- Go, woman, to your home - indeed, inside your residence; indeed, inside your
residence.

Woman, may Nandalala® live* for many aeons (since) you have made an offering of
the pitcher; you have made the offering of the yellow headscarf.

Woman, may (your) marital good luck® increase for aeons (since) you have made an
offering of the pitcher, you have made an offering of the yellow headscarf.

4 Sohar iv [Nieuw Nickerie, 1967]
Yasoda offers her child to Devakr’

A ON =

bhitara, se nisari jasoda rani subha dina savana
subha dina savana ho

lalana jamuna ke niramala nira kalasa bhari laiya ho

kahe ke ghayala ghaylariya kahe suta dori lage
kahe suta dori lage ho

See note 5 page 44.

See note 2 page 43.

Son of Nanda, Krsna.

Variant: barhe; may increase, prosper.

Ahivat (S. avidhavatva) synonymous in the dialect with suhag (S. saubhagya), the marital
auspiciousness, a woman's state of marital happiness and luck whereby her husband may
live long and her womb be fruitful.

6 The song gives a new twist to the legend. According to the literary tradition, Vasudeva and

Devaki were imprisoned by Kamsa in Mathura and their seven children were killed, one after
the other, by the tyrant because of a forecast that one of their children would destroy him.
Nanda, however, saved the eighth child, Krsna, by bringing his new born baby daughter and
taking back the boy across the Yamuna to his village, Gokula. In the song, however, Yasoda,
Nanda's wife, goes to fetch water from the river, hears Devaki crying on the opposite shore,
crosses over and promises to give her own child to be killed to save DevakT's eighth child.
Several versions have been recorded. Also cp. S. Avasthi (S.P. '50: 157) and Kumari Saroja
(Ibid: 297); R. Tripatht ('29: 445); V. Prasada ('62: 47, 48).
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IV. lalana kehi sakhi pani ke jaye to sata pgca sangha liye ho
V. sonan ke ghayla ghaylariya resama suta dori lage
resama suta dori lage ho
VI. lalana jasomati pani ke jaye to sata pgca sangha liye ho
VII. kéi sakhi hatha myha dhove re kdi sakhi ghayala bhare kéi sakhi ghayala bhare ho
VIII. lalana kéi sakhi para nihare tiriya ika rovai ho
IX. nahjyaha nava navariya nahj re ghata varava ho
X. lalana kehi bidhi para utarabe tiriya mana bodhaba ho
XI. anga ke basani kachauta badhe sakhi saba sangha liye
sakhi saba sangha liye ho
XIl. lalana ghayala je chati uthggai jamuna daha para bhaye ho
XIll. kiya tore sasu sasura dukha kiya naihara ati duri base
kiya naihara ati duri base ho
XIV. lalana kiya tore hari paradesa kavana dukha rovau ho
XV. nahj more sasu sasura dukha nahj ndihara ati duri base
nahj ndihara ati duri base ho
XVI. lalana nahi more hari paradesa kokhiya dukha rovai ho.
XVII. satahj puta rama dihale satahy kansa harale
satahy kansa haralai ho
XVIII. lalana athavahj garabha janaye to una kara bharosa nahj ho
XIX. cupi raho devaki cupi raho auru tu cupi raho
XX. lalana apana hi balaka badhaibe to tyharo jiyaya debe ho
XXI. nunava to milale udharava au tela saba payaca
au tela saba payaca ho
XXII. lalana kokhiya ke kavana udhara magalau nahj milai ho
XXIII. sakhi rahe cana suruju sakhi rahe ganga mai
sakhi rahe ganga mar ho
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lalana sakhi rahe ghara ke dharamiya to hami devaki hiya bafi ho
je yahi mangala gavele gaya ke sunavele,

gaya ke sunavele ho
lalana sehi bayekuntha ke jaye amara phala pavai ho

- The queen Yasoda emerged from inside; (it is a) good day of the $ravana' month’.
- Let’ us (go), fill the pitchers with the clear water of (the river) Yamuna (and) fetch (them

back).

- - Of what (are made the) pitchers4 and of what kind of thread are the strings attached

(to them)?

- Which Sakhi goes to (fetch) water that (there are) five or seven® companions?
- - The pitchers are (made) of gold and the strings (made) of silk® are attached.
* Yasoda goes to (fetch) water so that there are five or seven® companions.

VILI.

VIII.
IX.

One sakhi washes (her) hands and face and another sakhi fills the pitcher;
Another sakhilooks across (the river and finds that) a woman is crying.

(There is) no boat” nor a good stelling (to go across) here.
In what way shall | get across and know the woman's mind?

She tied the garments around her body as kachauta® (and) took all the sakhis along;

July-August.

2 The second half of each odd-numbered line is repeated by the singers; the repetition is not

translated.

3 Each even-numbered line begins with lalana, a stobha-vocative meaning ‘dear young one’,

as if the story is told to some such person.
Ghayala ghaylariya, ‘the pitchers and so on’; a twin-word or ‘Reimbildung’.

4
5 An expression meaning ‘some’, ‘a number of’.
6

A string is often tied around the neck of a pitcher to dip the pitcher into a well or any deep
water.

7 Nava navariya, ‘a boat or any such thing'.

Tying the upper garment around the waist; gathering the ends of the lower garment such as
a sari, passing it between the legs and tucking it into the waist at the back.
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(They) braced the pitchers against (their) chests and got across the pool of Yamuna.
- Do you have some trouble from your father-in-law and mother-in-law? Or, (is it that)
your parental family dwells very far?

Or (is it that) your husband' (has gone to a) foreign land? For what sorrow are you
crying?

- | have neither any trouble from father-in-law and mother-in-law nor does my parental
family dwell very far;

Nor has my husband’ (gone to a) foreign land - | cry for the sorrow of (my) womb.
Rama gave (me) seven sons and Kamsa took away all seven;

(Now there) appears the eighth pregnancy but there is no assurance (of this one's
safety).

- Be silent, Devaki, be silent.” Again, (I say) be silent;

| shall have my own child killed and (l) shall have life given to your own.

- The salt can be had on loan and all the oil (one needs may be had) on account,
(But) how can there be a loan of the womb (and its fruit) - (that) cannot be had even if
one begs (for it).

- The sun and the moon remain (as my) witnesses; Ganga remains (my) witness;
The dharma® of (my) home remains (my) witness and, Devaki, | myself am here.
Whoever sings this auspicious song and makes it heard (by others);

He goes to Vaikuntha®* and attains the fruit of immortality.’

N

Hari, God as Visnu; such terms are often used by Hindu women to address their husbands
or to refer to them.

Sc. ‘Do not speak such inauspicious words’.

The supreme and natural law and personal virtue; here personified.

Visnu's or Krsna's heaven.

In another version of the song this line is: sdra Syama ball asa, ‘(says) Siura(dasa), (by the
grace of) Syama (i.e. Krsna) there is powerful hope that she attains...".

abwN
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5 Sohar v [Nieuw Nickerie, 1967]

(I) Pregnancy-inducing drug

(1) An astrological forecast of Rama's future
(1) Against a woman's infertility’

I. maciyahi baitht kausilya rani sjhasana raja dasaratha ho
Il. raja hamare muraiya ke sadha muraiya hama khaiba ho
lll. hasrau nagara ke luniya begai cali avau
IV. bana paithi khodo bana-murar kausilya rant hokhara ho
V. hasrau nagara ke nauva begai cali avau
VI. ragi ragi pisau bana-murar kausilya rani hokhara ho
VII. ika ghyta piyai kausilya rani dusare sumitra rani ho
VIII. sakhi sil dhoy piyahi kakaht rant to tinahg garabha se ho
IX. kausilya ke janame haj ram sumitra ké lachamana
X. sakhi kekahi ke bharata bhuvala tinahy ghara sohara ho
XI. hasaran nagara ke pandit begai cali avau
XIl. béitho na canana pirhaiya to pothiya bicarau ho
XIIl. kauni ghare bhaye siri ramacandr kaune ghari lachiman
XIV. kauni ghare bharata bhuvala kinahy ghare sohara ho
XV. akchaya ghari bhaye siri ramacandra akchay ghari lachimana
XVI. akchaya ghari bharata bhuvala tinahy ghara sohara ho
XVII. akchay ghari bhaye raja ramacandar bahut sukha karihaj
XVIIl. barahe barasa rama hoéihaj to ban ke sidharihaj
XIX. itana bacan raja sunalaj to sunahy na pailaj
XX. raja gore mure tanale cadariyad sovahj dhaurahara ho

1 This is a new version of the story of Rama's birth. It may he summarised in these words:
Dasaratha's senior wife, Kausalya, feels a desire to eat wild radish which is sent for. The three
queens share it and conceive. The four princes are born and an astrologer forecasts their
future including that Rama would be exiled to a forest at the age of twelve. At this Dasaratha
is much perturbed but Kausalya consoles him by saying that she is satisfied as she, at least,
no longer has to bear the stigma of infertility and, in any case, wherever Rama would go he
would be honoured by all.
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paitht jagavai kausilya rani utho raja dasaratha

hatha myha dhoho na kulla datiina karo

raja chutale bajhiniya ke nama bhalaiya rama bana jaihaj

jaune ke gali rama jaihaj dhotiya pacharihaj

ganga asanana karihaj tarihaj nagara saba log, bhalaiya rama bana jaihaj
je yahi mangala gave aura gai ke sunave

tulasidasa bali asa mangala phala pavai

- The queen Kausalya is sitting on a seat’ and king Dasaratha on a throne;
Il.
Il

- King, | have a wish for (eating) a radish; | would eat a radish.

- Oh cutter” of Hasrau city,’ come speedily;
Having entered (deep into) the forest, dig out wild radish, (for) the queen Kausalya is

feeling a craving (for it).4

. - Oh barber® of the Hasrau city, come speedily;
VI
VII.
VIII.
IX.

Crushing it repeatedly, grind the wild radish, (for) Kausalya is feeling a craving (for it).
The queen Kausalya drinks one sip, the queen Sumitra (sips) the second time;
Sakhi, Kaikey1 washes the grindstone and drinks - (and) then all three get pregnant.
To Kausalya is born Rama (and) to Sumitra (is born) Laksmana;

N

Mafica, a raised seat made of wood or metal, like a platform.

2 Luniyafrom S. lu, to cut. The singers, however, apply the term to a particular caste group
employed for making mud huts. It is probable that they may have also been used for odd jobs
or for cutting wood in the forests for planks etc. of the house.

3 This city cannot be identified. It may refer to a village where the sohar was first composed or
where an incident similar to the one described in the song might have taken place.

The singers stated that a nagara in the dialect means a small village with few houses. In
Sanskrit nagara is a city.

4 Hokhar, the singers said that this is a special term for women's craving for a certain food in
certain physical conditions including pregnancy. Here the craving is without pregnancy.

5 A nad(S. napita), a man of the barber caste also employed to carry messages and otherwise

assist at ceremonial occasions. See p. 20.
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Sakhi, to KaikeyT are born Bharata and Satrughna' - and sohar (is sung) in all the three
houses.

- O Pandif of Hasrau city, come speedily;

Won't you sit on the sandalwood seat’, and (now) consider® the book?

In which house® is born the glorious’ Rama? at what hour (is born) Laksmana?
In which house are born Bharata and Satrughna - in whose house is the (singing of)
sohar (befitting)?

- The glorious Rama is born at the aksaya hour®, and Laksmana is born at the aksaya
hour.

Bharata and Satrughna are born at an aksaya hour, at all the three” houses is (the
singing of) sohar befitting.

The king Ramacandra is born at an aksaya hour; he will cause much happiness;
When Rama will be in the twelfth year he will depart to the forest.

The king heard just this much statement; he had hardly heard it -

He covered (himself) with a sheet from head to feet and lay in the private'® chamber.
The queen Kausalya sits and awakens (him): - get up, King Dasaratha!

1 The song has the phrase ‘Bharata bhuvala’. This the singers explain to mean ‘Bharata and
Satrughna’, Bhuval being a folk name for Satrughna the origin of which cannot be traced. The
singers have also taken him for Kaikeyl's son whereas in the epic he is Sumitra's son.
Or: ‘there is (singing of) sohar in their houses’.
Pandit, a priest and, in this case, an astrologer.
Pirhér, a small, low seat.
Make calculations from an astrological guidebook or almanac.
The places assigned to various planets etc. in a horoscope according to their positions in the
heavens at the time of an occurrence such as a birth are termed ‘houses’; on the basis of
these the predictions are made.

Sri; a general title of respect before a name.
Aksaya, ‘Name of a day which is said to confer undying merit’.
The line may, however, be translated to mean, ‘at an hour which confers undecaying prosperity
etc.’.

9 The three houses of the three wives of Dasaratha. It was customary for the different wives of

a polygamous king to live in separate chambers or houses.

10 Dhaurahar, a private chamber, usually upstairs.

OO WN
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XXIl. won't you wash (your) hands and mouth, and do the rinsing and brushing' (the teeth)?

XXIIIl. Oh King, the name ‘b3jh” has been terminated, (now) it does not matter that Rama
will go to the forest.

XXIV. In whichever (persons') street Rama will walk (the persons) will wash his garment’.

XXV. They will bathe in the river Ganga and all the people of the city will be redeemed”.
XXVI. Whoever sings this auspicious song and makes it heard by others,
XXVII. (Says) Tulasidasa, there is a strong hope that he will attain the auspicious fruit.

6 Sohar Ulara i [Paramaribo, 1962]
Duties of some castes and professions

I. jasodra ke bhaye nandalala bajao re gvaliniya
II. malin laye phul tamolin cunariya
lll. bhala disan resamava cir le aye patahariniya
jasodra ke...
IV. bhala malin laye phila tamolin birauva
V. bhala aise aise bandha lagay ke le ave patahariniya
jasodra ke...
VI. bhala malin kai rag rage tamolin kaise call
VII. bhala juga juga jiye tore lala kahata patahariniya
jasodra ke...

1 Datiiin (H. datun), about eight inches long sticks of various woods the ends of which are
chewed to form a brush for the teeth every morning. They are still used in Surinam.

2 ‘B3ajh, an infertile woman. This state left a woman totally insecure in society and in the family
for she could not fulfil the function of her sex for which she was married.

3 Dhoti, a sheet-like garment approximately five yards in length, tied round the loins, with one
end passed between the legs and tucked in at the back. That this people would wash Rama's
garment shows the great respect they would have for him. The next line expresses it more
clearly - his presence would be regarded by this people like a bath in the sacred river Ganges,
a dip in which is believed to redeem a person from all sins.

4 Lit. ‘will swim across’ - a term commonly used for redemption, the allusion is to swimming
across the ‘bhava-sagara’, the ocean of worldly existence.
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. To Yasoda is born Krsna; play (the musical instruments), cowherdess!
Il.

The malin' brings the flowers and the tamolin® brings ciina;®
And,* oh, such silken garments does the patahariniya® bring along.6 To Yasoda...

: Ah,4 the malin brings flowers and the tamolin the b/'re'v;3

And, oh* the patahariniya has sewed on such (beautiful) flowery pieces and brings
them along.
To Ya$oda...

WeII,4 in how many colours is coloured the malin, and how does the tamolin walk?
May the darling child live for many aeons - says the patahariniya.
To Yasoda...

7 Sohar Ulara ii [Paramaribo, 1962]
Celebrations at Krsna's birth’

N

nanda ghara baje badhaiya lala ham suni ke aye
O suni ke aye suni ke aye
nanda ghara... ...
kahava kanhaiya tore janama bhaye haj
kahava baje badhaiya lala hama suni...

A gardener's wife or a lady gardener.

A woman tamolror a tamolr's wife. Tamolis deal with betel-leaf and such other
mouth-fresheners. Tamolins in India often carried out their trade in association with courtesans,
serving the customers and often acting as go-betweens. Their coquettish walk is proverbial.
Bira, a wrapped up betel-leaf with many spices and mouth-fresheners inside; one of these is
cuna, edible white lime.

We have included bhala as an example, but it cannot be accurately translated. See p. 5.
Wife of a patahar, or a woman of such profession. They deal in colourful flowery and other
objects and small pieces including of clothing for children.

Throughout it may be translated as ‘has brought along.’ In these songs a general tense is
often used to denote past, present or future according to the context.

Line I. Cp. Grierson (J.R.A.S. 1884: 233).
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IV. mathura kanhaiya tore janama bhaye haj
V. gokula baje badhaiya lala hama... ...
VI. canda bhi aye suraju bhi aye
VII. are aye nau lakha tara lala hama... ...
VIIl. jalase me nace sukuvari maiya
[jalase me nace (sukuvara daiya)]
IX. gokula me nace kanhaiya lala hama... ...

l. At Nanda's home congratulatory music is being played;’
| have just heard and come, dear!
At Nanda's home...

Il. Where has your birth taken place, O Krsna?’
lll. Where is the congratulatory music being played?
| have heard...

IV." In Mathura has your birth taken place, Oh Krsna,’
V. In Gokula the congratulatory music is being played.
| have heard...

VL. The moon came and the sun also came;*
VIl. O, nine hundred thousand stars came.
| have heard...
VIII. In the session the tender-limbed mother is dancing;
IX. (And) in Gokula dances Krsna.
| have heard...

1 Here there may be some confusion as to which is the refrain, ‘at Nanda's home..." or ‘| have
heard...’. In fact it is customary in singing to take either half first, and so the lines may be sung
in this way also: ‘ham suni ke dye - Nanda ghara baje badhaiya, lala ham suni ke aye'.

This is also the case with many other songs.

2 Kanhaiya, colloquial, diminutive form of Krsna.

3 This is obviously a reference to Krsna's birth in a prison in Mathura and his being taken away
immediately to be brought up with the foster-father Nanda in Gokula. This also makes it
possible for the foster-mother in Gokula to be dancing in the celebration of the child's birth.
In the variant ‘sukuvara daiya', however, the meaning is ‘in the session the tender-limbed
father is dancing’. See line VIII.

4 As deities.
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8 Sohar Ulara iii [Kwatta, 1962]
Sita's lament'’

V.
V.

VI
VII.

VIII.
IX.

V.
. Would have put on a necklace (round my neck) (but)

VI
VII.

VIII.
IX.

1
2
3

khart khart siya pachitaye lava kusa bana me bhaye
jo ghara me hote sasura raja dasaratha
dete ajodhya lutay

lava kusa...
jo ghara me hote sasu kausilya
detj harauva pahiray

lava kusa...
jo ghara me hote nanadi subhadra
detj kagana pahiray

lava kusa
jo ghara me hote devara bhaiya lachimana
dete gguthiya pahiray

lava kusa...

. Sita stands® and broods: - Lava and Kusa are born in the jungle.
II.
[l

Were they born at home, king Dasaratha the father-in-law

Would have given (the whole city of) Ayodhya away (but) Lava and Kusa are born in
the jungle.

Were they born at home, Kausalya the mother-in-law

Lava and Kusa...

Were they born at home, Subhadra the nanad’
Would have put a bracelet on (my wrist) (but)
Lava and Kusa...
Were they born at home, brother Laksmana the devar
Would have put a finger-ring on (my finger) (but)
Lava and Kusa...

Cp. R. Tripathrt ('29: 58).
i.e., ‘Sita keeps standing (as if lost in her thoughts) and broods’.
Husband's sister.
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9 Sohar Ulara iv [Paramaribo, 1962]
Anticipating the child's growth

I. kahana lage raghubara maiya maiya
-kahana lage raghubara
Il. raja dasaratha ji ke pita hi pita -kahana...
[ll. bharata satrughana bhaiya re bhaiya - kahana...
IV. phia subhadra ke phia hi phia - kahana...
V. duri khelana mati jaiho ho lalana
VI. are khelo ghara aganiya - kahana...

I. The best of the Raghus (i.e. Rama) has begun to call ‘mother’, ‘mother’.
Il. To king Dasaratha, ‘father’, ‘father’ -

ll. To Bharata and Satrughna, ‘brother’, ‘brother’ -

IV. To phiia' Subhadra, ‘phiid, ‘phiid - (he has begun to call).

V. Dear one, you must not go far to play;

VI. Play (right here) in the courtyard of the house.

10 Sohar Catni [van Drimmelanpolder, Nickerie, 1967]

Il. sone ke tharm me jevana parosyay

1 Phia: father's sister.

2 The song is expressive of a woman's longing for her beloved who is absent and without whom
all her food, water and bed etc. are meaningless. Perhaps to lessen her boredom she invites
her friends to come along to pick mehadrleaves.

Cp. R. Tripathi ('29: 421); D. Simha ('44: 184, 199, 212, 418 ff., 467 etc.) K. Upadhyaya, ('54:
392-393; '57: 150; '60: 333).
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jeona ke jevaiya base ganga par
calo tur...
sone ke geriia ganga jal pani

calo tur...
paca hi pana paca bira jurayQ
bira ke kucédiya base ganga par
calo tur...
phal maj jhar jhar seja lagayay
sej ke suvaiya base ganga par
calo tur...

. Come, let us (go), pick and bring a limb of mehadr,' O king.
1.

| dressed the meal in a gold plate 2
He who should eat the meal is dwelling across the (river) Ganges.
Come...

(In the) gold pitcher (I filled) the water, the (sacred) water® of the Ganges -

He who should drink from the pitcher is dwelling across the (river) Ganges.
Come...

Just five betel leaves (made into) five biras -

He who should chew the bira is dwelling across the (river) Ganges.
Come...

After (carefully) brushing (repeatedly) | made the bed with flowers -°
He who should sleep on the bed is dwelling across the (river) Ganges.
Come...

A plant the twigs and leaves of which are kneaded to make reddish patterns on hands and
feet especially during the rainy season as a sort of cosmetic.

A general term of affection. It is not clear who is being addressed here.

Thall. An Indian metal plate with upturned corners.

‘Ganga jal panr. The Hindi word ‘panr is simply water but to express sanctity the Sanskrit
term ‘jala’ is often used.

It used to be customary to spread flowers on the marital bed; often the flowers had to be
examined carefully for fear of worms etc.
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11 Muran i [Paramaribo, 1967]
The right conditions for the ceremony’

V.
V.

VI
VII.

VIII.

IX.

XL

XII.
XMI.

jala bhari le hilor hilora resama ke dort
resama Ki doriya jabai nika lagai
jaba sone ghéilava hoy

resama Ki dori jala bhari...
sone ghdilava jabai nika lage
jaba patara tiriyava hoy,

resama Ki dori jala bhari...
patara tiriyava jabai nika lage
jaba goda horilava hoy,

resama Ki dori jala bhari...
gode horilava jabai nika lage
jaba kasi me mundana hoy,

resama Ki dori jala bhari...
kasi me mundana jabai nika lagai
jaba 1auri nanadiya hoy,

resama Ki dori jala bhari...
[&urt nanadiya jabai nika lagai
jaba gathi rupaiya hoy,

resama Ki dori jala bhari

Fill the water with heaving movements’ (with the aid of a) string of silk’.

. The silken string looks well only then -

1 Cp. Archer and Prasad ('43: 169). We have recorded three versions.

2 Hiloris the movement of billows; in this case the to and fro movement of the persons drawing
water from a well as they drop the pitcher into the well and draw it back with a string tied
around the pitcher's neck.

3 The reference to drawing water in this refrain may on one hand be merely an indication of
the gossip among the ladies at a village well, on the other hand it may refer to the custom of
performing the shaving ceremony near a sheet of water. It is also possible that the silken
string also obliquely refers to the hair itself as it is wetted with water during the ceremony prior
to being shaved.
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When there is a pitcher (made of) gold.’
The pitcher of gold looks well only then -

- When the woman (fetching it) is slim.?

The slim woman looks well only then -

When (there) is a sweet little baby boy in (her) lap.

The child in the lap looks well only then -

When (his) mundana (i.e. the shaving ceremony) takes place in the (the city of) Kasi.

. The mundana in Kasi looks well only then -

When the little nanad is (present there).
The (presence of the) little nanad looks well only then -

When there is money in the knot.®

12 Maran ii [Uitviugt, 1962

sira gobhuvare bara lalia,

Il. Tlalta khelaj cakarm bhgvariya

sira gabhuare...

- (This) child (has) on (his) head the pre-natal® hair.

This child plays cakri bhazvar,6
(Sitting) in Iap7 of (this) grandmother and grandfather.

N

The refrain is not translated with each repetition.

Dr. V. Agraval ('62: 86) translates patar as tiksna (sharp) but whether in features or in nature
is not clear.

The knot in the corner of a dhoti (men's lower garment), sari, or orhani (women's headscarf)
in which the money is tied; idiomatically, a purse.

The same lines are repeated for a time to last through the ceremony, changing aja (paternal
grandfather) and aj7 (paternal grandmother) to bappa (father) maiya (mother), phuppha
(husband of father's sister), phiia (father's sister) and other relatives.

Gobhuvare or gabhuvare (from S. garbha, foetus). This first hair is regarded as being full of
impurities from the foetal stage.

This is made of a small disc with two holes through which two strings pass. The player holds
the strings on both sides and spins the disc till the strings get tight, then releasing it to spin
back.

It is customary that the child sits in someone's lap during the ceremony.
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The songs of the sacred thread are sung at these stages of the ceremony:

Nk WN =

The candidate asks to be prepared for the ceremony.

He asks for the sacred thread, and receives it.

He goes round the &carya, the preceptor.

He is given a belt of the munja grass.

He is given a staff.

He begs for alms, and receives, especially from the ladies.

He goes away, presumably to Kasi, to study.

The ladies sing asking him to come back, and he returns to the ceremonial
canopy.

All have been recorded, some in several versions, but only (7) and (8) are printed
here.

13 Janéu i [Nieuw Nickerie, 1967]

l.
II.
[l
V.
V.

1

caitahi barta teja cale baisakha me pahycai ho

bhiksa déo e maiya' bhiksa déo maj to bariia barahmana ho
jau maj janatyy ai baria hamare ghare aihau ho

osara maj jutai ke ghana motiya bovavatiy ho

motiyana thara bharai ke maj bartia ke detiyay ho

The boy candidate® walks fast in (the month of) caitra’ and arrives in (the month of)
vaisakha® (and begs on the way).

The song continues while the initiate is going round the gathering receiving alms. The same
lines are repeated, replacing the word maiya (mother) with other lady relatives, e.g. dadr
(paternal grandmother), nani (maternal grandmother) etc.

2 Baria (S. vatu), a young boy who has not yet been initiated into the study of the Veda.
3 Caitra: February-March. Vaisakha: March-April. The two months of the spring season are the

time enjoined for the upanayana ceremony of a Brahmana child. Vasante brahmanam
upanayita (ApDS. 1.1.19).
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. - Give alms, O mother;’ give alms. | am but a young Brahmana candidate.

- If I had known, O young candidate, that you would come to my home,

| would have ploughed the top storey (of my home)2 and would have got a thick (crop
of) pearls sown.

| would have (then) filled a plate® with the pearls and given to (you), the young candidate.

14 Janeéu ii [Corentijnpolder, Nickerie, 1967]

I.
[l
V.
V.
VI.

VII.
VIII.

more 3ja* ke kathina kareja to bana ke pathavaj ho

more 3ja hi gharahj vidyaman to bana ke pathavaj ho

more baraha barasa ke umiriya daradi nahj lagai ho

more aja ke kathina kareja daradi nahj lagai ho

more baraha barasa ke umiriya to bana ke pathavaj daradi nahj Iagéi ho
ghumi calo ai ghumi calo avaro se ghumi caldu (ho)®

beta baraha barisa ke umiriya tu bana ke sidharéu ho

tore aja ke kathina kareja to bana ke pathavaj ho

- - My paternal grandfather's heart is hard, so he is sending (me away) to the forest.’
. My paternal grandfather is himself a learned person right (here) at home, still he is

sending (me away) to the forest.
My age is (only tender) twelve years - (my paternal grandfather) feels no sympathy.’

N

~N o O

Not necessarily one's own mother. Any lady may be addressed in this way.

Perhaps she means that she would have ploughed down even the land where her house
stands.

Thali. A variant is kaficana thara: a plate made of gold.

The song continues very long by repetitions and in each repetition the women singers replace
the word gja (paternal grandfather) by terms for other male relatives.

Added by the translator to maintain uniformity.

To the asrama, the hermitage of a preceptor.

Literally, ‘(there) comes no (feeling of) pain (or pity) (in his heart)'.
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My paternal grandfather's heart is hard; he feels no sympathy.

My age is (only tender) twelve years; still he is sending (me away) to the forest and
feels no sympathy.

- Turn round, son; turn round. Again (we insist), turn round (and come back).

Son, your age is (only) twelve years (and yet) you are departing for the forest.
Your paternal grandfather's heart is hard, so he is sending (you away) to the forest.

The wedding songs

[For the details of the ceremonials see de Klerk ('51: 127-191) and Speckmann ('65:
135-146) without reference to which the meaning of the songs will not be clear.]

The songs for the following stages of the tilak ceremony have been recorded.

1. Placing sagun, various auspicious and religious objects in a thall, metal plate.
The song includes fish among these, which may be due to some Mithila influence
since this is not actually used in the ceremonies in Surinam. The song also may
declare the ancestry of both sides.

2. General preparation of the cauk, prayers and offerings including a homa
(fire-sacrifice), kindling a clay-lamp and the reading of scriptures.

3. The bride-to-be of the bridegroom sits down for the tilak ceremony and is blessed
by the relatives, while receiving the tilak mark on the forehead.

4. Giving gifts, because of which the ceremony has become known as tilak carhana
(making an offering of the tilak gifts) or tilak dena (giving the tilak gifts). This song
is printed here.

5. Departure of the visiting party.
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15 Tilak [Paramaribo, 1967]
Fixing the marriage, the amount of Tilak gift and the dowry.’

I. purubahi desava aye nauva brahmana ho
Il. tharha bhaile raja ke duvare ho
[ll. kiya tuhy brahmana bhiccha levau ho
VI. kiya piyabo thanda pant ho
V. nahj maj raja ho bhiccha lebai ho
VI. nahj o piyabe thanda pant ho
VII. tore ghare he raja rama kyvare haj
VIII. more ghare sita kyvari ho
IX. kahu to he raja tilaka carhavay ho
X. nahj re ghumari ghara jay ho
XI. dvare se raja mahali bhitara gaile ho
Xll. rani raja eka mati kinha ho
XIIl. kai lakha he brahmana tilaka carhaiba ho
XIV. Kkai lakha daheja deba ho
XV. nau lakha he raja tilaka carhaibe ho
XVI. dasa lakha daheja debai ho

l. The barber (and the) Bréhmar]a2 came to the eastern country,
Il. (They) stood at the king's gates.
[ll. - O Brahmana, do you (wish to) take alms or -
IV. would you drink cool water?
V. - O king, | would take neither alms -
VI. Nor would | drink cool water.
VII. O king in your home (there) is Rama (who is) unmarried;

VIIL. In my home (there) is STta® (who also is) unmarried.

N

Cp. R. Tripathr ('29: 202).

2 Or the barber brahmana (vide note on p. 20).

3 Not necessarily the legendary person but the title of any marriageable girl. The same applies
to other figures in the wedding songs (see p. 35).
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If you say, O king, (then) | would make the tilak offering;

If not, | would return and go home.

The king went inside from the gates;

The queen and the king (consulted and) became of one mind."

- O Brahmana, how many hundred thousands would you make as the tilak offering,
How many hundred thousands would you give as the dowry?

- O king, | shall make nine hundred thousand the tilak offering;

| shall give ten hundred thousand (i.e. a million) as the dowry.

16 Telvan’ [Paramaribo, 1967]

l.
II.
[l
V.

ke na more bovale rai sarasdiya ke na ho perave karava tela ho

kekare kakahiya maj maga savaray kekare sedure suhag

baba more bovale rai sarasdiya mata perave karava tela ho

bhauji kakahiya maj maga savaray hariji ke sedure suhaga.
(prabhuji ke...)

- Who (among)3 my (relatives) sowed the ral’ mustard and who presses the bitter® oil?
- With whose comb shall | part my hair (and) through whose vermilion the suha’vg6 (shall

come to me)?

N

That is, agreed between themselves.

2 De Klerk mentions the felvan only in connection with hardi and cumavan ('51: 145) of the
bride. He has missed the ceremony before the worship of the drum (p. 138) in which the ndunr
oils and parts the hair of the mother of the bride or the bridegroom and places vermilion
(sinddr) in the parting. In the absence of the nduni, a woman relative may perform the action.
The same may also be done at the matkor spot (d.Kl. p. 139).

na in the text appears to be only metri causa.

A sort of black mustard.

Karva tel, the usual term for mustard oil.

The marital auspiciousness and good luck. The vermilion in the parting of the hair is the
symbol of suhag.

(o2& I “NGN)

Usharbudh Arya, Ritual songs and folksongs of the Hindus of Surinam



65

[ll. My father sowed the rar mustard and mother has the oil pressed.

IV. | shall part my hair with (my) bh&uji’s' comb, and through glorious hari's® vermilion the
suhag (shall come to me).

17 Madar-Paja’ [Saramacca, 1962]

I. kekare duvare madara pujahj
Il. kekare duvare madara bajai ho
lll. kekare duvare pujata suhavana ho
IV. kekare duvare madara bajahj bajata suhavana ho

I. At whose door are they worshipping the madar?
Il. At whose door is the madar sounding?
lll. At whose door the worship being performed seems glorious?
IV. At whose door is the madar sounding and, sounding, seems glorious?

1 Brother's wife. Because she is a suhagin, the lady blessed with marital fortune, the comb that
makes the parting in her hair would magically bring the same auspiciousness to the singer.

2 Hari, Lord Visnu, or prabhu, God and master - the husband. It is he who is the agent of the
marital status, hence his vermilion brings the suhag.

3 De Klerk has placed a question mark after ‘manar pGj& in the note ('51: 138) on the worship
of the drum, not realising that this worship is referred to as madar-pdja. Concerning the
relationship of the drum with the mother goddess see p. 36.
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18 Matkor procession [Clarapolder, Nickerie, 1962]
The procession walking towards the Matkor spot

I. ramnagara ke rahiya batay deyo
rahiya batay deyo, dagariya batay deyo
Il. jaune ghata more sasuri' nahaye
lll. taune ghata mori doliya utar deyo
ramnagara ke...

l. Tell me the way towards Rémnagar;2 tell me the way, tell me the path.
Il. The ‘stelling” at which my father-in-law bathes,
1. Put down my doff" on that very ‘stelling’.

19 Matkor i [Nieuw Niqkerie, 1967]
Worship of Rama (as Siva?) together with the earth (which is)
Parvati

I. pahile maj sumiray ram phira se bhuiya bhavani
Il. sone ke thari me jéuna parosyay
[ll. pahile jevaj ram phira se bhiiya bhavani
pahile maj...

1 The song is repeated with sasurd (father-in-law) replaced by other terms such as bhasurd
(husband's elder brother), deora (devar. husband's younger brother) and in the final repetition,
samiya (svami, master, husband).

2 A state and a city across the river Ganga from Varanasi (Banaras). The song indicates that
the walk is towards Ganga (see discussion on p. 36). It may also be symbolic of the transition,
crossing over, to the marital status.

3 Ghat an area for bathing with steps going down into the river; or a point of crossing over.

4 Dolr: a type of palanquin.
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IV. jhajhara gartia ganga jala pani
V. pahile ghigte ram phira se bhuiya bhavani
pahile maj...
VI. layg ilaycr ke bira jurayay
VII. pahile kticaj ram phira se bhuiya bhavani
VIII. phula nivari ke seja bichayay
IX. pahile sovaj ram phira se bhuiya bhavani
pahile mai...

I. First | remember Rama and then Earth (which is) Parvati.
Il. | have served a meal in a gold that,
lll. First Rama eats and then Earth (which is) Parvati.
First ...
IV. Ajar (and a) pitcher - and for water the (sacred) water of (the river) Ganga;
V. First Rama drinks and then Earth (which is) Parvati.
First ...
V1. | have prepared a bira with cloves and cardamom and -
VII. First Rama chews and then Earth (which is) Parvati.
First ...

VIIL. | have spread a bed of flower-like nivar;'

IX. First Rama sleeps and then Earth (which is) Parvati.
First I...

20 Matkor ii [Nieuw Nickerie, 1967]
Worship of Siva and Parvati

I. 1ali dhuja phaharani bhavani tore seva na jany, lali dhuja...
Il. kahava se ave siva sankara jogi, kahava se ave mahadeva,
bhavani tore seva...
lll. kahava se ave devi duraga, kahava se ave paravati,
bhavani tore seva...

1 Fourinches wide strips of specially prepared cotton which come in rolls. Beds are then woven
out of these. Not known in Surinam.
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IV. kahava baithau siva sankara jogi, kahava baithay mahadeva,

bhavani tore seva...
V. bediya baithau siva sankara jogi, bediya baithau bhagavan,

bhavani tore seva...

VI. ka U carhay siva sankara jogi, ka u carhay bhagavan,
bhavani tore seva...

VII. dudhava carhau siva sankara jogi, homiya karay bhagavan,
bhavani tore seva...

I. O Parvati (you who have a) red flag fluttering, | do not know (the right way of) serving
you.

Il. From where comes the yogi Siva Sankara?' From where comes Mahadeva?’
. From where comes the goddess Durga®? From where comes Parvati?

IV.  Where shall | make the yogi Siva Sankara sit? Where shall | make the lord* sit?
V. |shall make the yogi Siva Sankara sit on the altar. | shall make the lord sit on the altar.
VI. What offering shall | make to the yogi Siva Sankara?
What offering shall | make to the lord?
VII. | would make an offering of milk to the yogi Siva Sankara.

| would have a homa® performed unto the lord.

21 Matkor iii [Leiding 8A, 1962]
Remembering the deities

I. thaiya manavay maj bhiiya manavay thaiya bhiiya dharama tuhar
Il. tuhare sarana maj jaga thanyau jo jaga purana har
thaiya manavau...

Siva the giver of peace; Siva in his benevolent aspect.
The great god, Siva. In a variant: bhagavan.

The terrible aspect of Parvati.

Bhagavan.

Offerings into the fire.

A ON =
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tuhare sarana purakhe maj jaga ropyau jo jaga purana har
thaiya manavau...

. tuhare sarana kall maj jaga ropyau jo re jaga purana har

thaiya manavau...

. tuhare sarana sayar maj jaga ropyau jo re jaga purana har

thaiya manavau...

. tuhare sarana dihava maj jaga ropyau more jaga purana har

thaiya manavau...

| please’ Thaiya® and Bhiiiya;® Thaiya and Bhiiy3, it is your nature (to accept worship
and be pleased).

- | have undertaken the sacrifice’ by taking refuge® with you who are the fuffillers® of the

sacrifice.

. I have undertaken the sacrifice, O ancestor, taking refuge with you who are the fulfiller

of the sacrifice.
I have undertaken the sacrifice, O mother Kali, taking refuge with you who are the
fulfiller of the sacrifice.

| have undertaken the sacrifice, O SaT’, taking refuge with you who are the fuffiller of
the sacrifice.

| have undertaken the sacrifice, O Dih,’ taking refuge with you who are the fulfiller of
the sacrifice.

Manana: to please with conciliatory gestures someone who has been, or is liable to become,
angered. In the case of a deity, it is to win his pleasure, grace and benevolence.

See p. 37.

See p. 37.

YajAa.

In other words, ‘| have done it on your strength, not mine’.

i.e., “You are capable of seeing it to completion’.

Tombs of old saints, especially Muslim, worshipped by Hindus also.

See p. 24.
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22 Matkor iv [Leiding 8A, 1962]
Placing vermilion marks on the cauk remembering Gauri and
Ganesa together with minor deities

I. fikay maj géuri ganesa re tikay dharafi maiya maga tuhara re
Il. fikay maj gauri ganesa re tikay dyuhare baba matha tuhara re
lll. fikay maj gdurt ganesa re tikay kaliya maiya matha tuhara re
IV. tikay maj gauri ganesa re tikay satahu bahini matha tuhara re
V. tikay maj gauri ganesa re tikay yahi re pant matha tuhara re

l. | mark Gauri and Ganesa with the ,t/'ka';1 O mother earth,
I mark the parting of your hair with the fika.
II. I mark Gaurm and Ganesa with the tika; Dih baba, | mark your forehead with the fika.
lI-V. Respectively for mother Kali, seven sisters, and ‘this water’.”
[That is to say, the lines are repeated with variation].

1 Tika: the vermilion mark placed on the forehead or in the parting of a woman's hair. Here it
refers to the seven spots of vermillion and oil placed in the cauk. Cp. de Klerk ('51: 138).
2 Jala-devata, the water deity. Cp. song No. 85. Vide p. 36 and Eliade ('64: 163-187).
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23 Maro cauk i [Saramacca, 1962]
The cauk of the wedding canopy I'

I. surahini gaiya ke gobara se ggana lipave, are ggana lipave sunaho siva sankara ho
Il. motiyana cauka puravai sunaho siva sankara ho
lll. sone ke kalasa dharavahj manika diyana baravéj ho sunaho siva sankara ho

l. One has the courtyard smeared with the dung of the heavenly cow;’ yes, the courtyard
is smeared - hear, oh Siva Sankara!®
Il. One has the cauk filled in with pearls4 - hear, oh Siva Sankaral!
lll. One has the pitcher (made of) gold placed and has the jewel-lamp kindled - hear, oh
Siva Sankara!

24 Maro cauk ii [Uitvlugt, 1962]
The cauk of the wedding canopy II’

|. aba rama janakapura aye sakhi mila ke mangala gave
Il. kahina ke tore khambha gara hai kahina maro chavaye, sakhi re...
Ila. mangala gaye sakhi dhaula macave, rama janakapura...
lll. kasana ke more khambha gara hai aba kasana maro chavaye, sakhi re...

Cp. Archer and Prasad ('43: 73); Satyendra ('49: 79).

S. surabhi: used here as a hyperbole.

This refrain is a stobha.

Actually, white flour.

On maro and cauk, cp. Archer and Prasad ('43: 73, 85 etc.); S. Anil ('57: 85); Line I: rama
Jjanakapura aye: Archer and Prasad ('43: 84).

A ON =
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kahina ke tore cauka pura hai aba kahina kalasa bhara hai sakhi re...
sonana ke more cauka pura hai motiyana kalasa bhara hai sakhi re...
mangala gave saba dhaula macave, rama janakapura...

Now Rama has come to the city of Janaka; all sakhis having gathered, sing auspicious
songs.

. - Of what are your posts (made which are) dug in? With what (kind of canopy) is your

maro shaded? All...

They sing auspicious songs and have a jolly time; Rama has come...

- Of bronze are my posts (made which are) dug in; now, with bronze is the maro shaded.
All...

- With what has your cauk been inlaid? With what is the pitcher filled? All...

- With gold (pieces?) has my cauk been inlaid; with pearls is the pitcher filled. They
sing auspicious songs (and) all have a jolly time. Rama has come...

25 Silpohana’' [Paramaribo, 1967]
Calling the spirits

sila pohe baithr janaka déi, adha bara lihall curai
marauva mora juth bhaile

1 Not mentioned by de Klerk by this title but the ritual, starting from the use of the sil and lorha
('51: 144, line 19 ff.), has been described under Pitr-pdja.
Cp. R. Tripatht ('29: 205); Satyendra ('49: 197).
Our singer seems to have made some confusion in this song. Line | appears to be part of a
gali, a parody of a silpohana song, which has been wrongly inserted here. The author was
informed by another singer that line VI is also part of another song, sung after this one, in
which the ancestors are called by respective names, replacing the phrase kavana rama; this
second song could not be recorded completely.
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. paca pana nau narivara; jai sarage batyau déuta pittara

purukht purukha
aji aja
tuharau devata tinu loka jaga purayau
paca pana nau narivara; jai sarage batyau sari sarahaj
bahu samete
tinu loka jaga purayau
paca pana nau narivara; jai bhulala cukala
isarala bisarala
déuta pittara
ajr aja
tuharau devata tinu loka jaga purayau
paca pana nau narivara; jai hava bayar
adhi bavandar
sapa gojar
KirT bicchi
tuharau devata tinu loka jaga purayau
paca pana nau narivara; sarage jo baithe kavana rama
toharo nevata hai aja

- Janaka Dewi" sat to grind (on the) grindstone; (she) stole half a bara.”

My maéro became jiitha.’

- Five betel leaves and nine coconuts;* you who are in heaven, gods and ancestors,’

male ancestors and female anc:estors,5
paternal grandfather and maternal grandmother for you, O deities, (the world

with all) three realms has been filled with sacrifice.’

A hypothetical name; or, perhaps the singer was thinking of someone at whose home the
song was previously sung on some occasion.

A savoury part of the offering made from the gram ground on the grindstone.

Jatha: that which remains after one has eaten from food; thus polluted and not fit for offering
to men or gods. If one eats in a sacred or ceremonial place, the place also becames polluted.
Part of the offering.

Pitar (S. pitr), the ancestors who have attained a certain place in the higher realm of the dead.
The terms purkha and purkhi denote male and female ancestors in a profane sense.

Yajna.
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Five betel leaves and nine coconuts; you who are in heaven, séalis and salhajs,1
together with the daughter-in-law,

(the world with all) three realms has been filled with sacrifice.

Five betel leaves and nine coconuts; those who have been forgotten and have slipped

from memory,

lost and scattered,2

gods and ancestors,

paternal grandfather and maternal grandmother, for you, O deities, (the world
with all) three realms has been filled with sacrifice.

Five betel leaves and nine coconuts; those (which are®)
air and breeze,
gale and storm,
snakes and worms,’
insects® and scorpions,
for you, O deities, (the world with all) three realms has been filled with sacrifice.
Five betel leaves and nine coconuts; you N.N. Rama who are today sitting in heaven,
today (this) invitation (is extended) to you.

26 Kalsa Gothai’ [Paramaribo, 1965]

l.
Il.
[l
V.

N

(o2& I -

adhe marauva me naga cune adhe me nagini cune re
tabahy na marava suhavana ek re nanada bina re
adhe marauva me gota baithe adhe me gotini baithe re
are tabahy na marava suhavana eka re nanada bina re

Sal, wife's sister. Salhaj, Wife's brother's wife.

2 Atwin-word, isaral-bisaral, meaning in general, ‘forgotten and so on’.
3 The idea seems to be ‘those spirits who have become rulers of, or have taken abode in, the

airs and breezes, gales and storms, or those who have become re-incarnated as snakes etc.’.
A kind of poisonous worm.

Or, ants.

Cp. R. Tripathr ("29: 200).
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bahar se bhaiya bhitar bhaile bhauji se mati kare re

dhana avata bafl baba ke dulari ghara bhajini boleo re

avo na nanadi gotédina more thakurain re

nanada baitho na majhe marauva kalasa hamare gothau re
bhauji kalasa gothdunt kahu dehihau kalasa tohare guthaba re

. devai maj hathe ke munariya are gale bhara tilariya ho re

nanadoiya ke carhane ke ghurava carha usi gharava jaiho re

Under half the wedding tent jewels are inlaid and under the other half semi-precious
stones are inlaid;

Even then, without (that) one, the nanad, the maaro does not appear attractive.
Under half the wedding tent are sitting the kinsmen and under the other half are sitting
the kinswomen;

Even then without (that) one, the nanad, the maro does not appear attractive.

. The brother (of the bride) went inside from outside and is discussing with the bhéuji.

The precious darling of (her) father is just coming - said the bhéujiin the house.
- Come (won't you?), oh nanad, (my) kinswoman, my duchess!
Nanad, sit (won't you?), in the centre of the maro and tie up my pitcher.

- Bhéujt, what would you pay me (as the fees) for the kalasa guthauni?' (Tell me and)
| will tie your pitcher.

- | shall give (you) a finger-ring (for your) hand and a three-string necklace to (adorn’
your) neck.

For the nanado?’ | will give a horse to ride which you will mount (with him and) go to
his home.

1 The same as kalasa-gothai, the name of the ceremony.
2 Tofillit entirely, gale bhar.
3 Nanad's husband.
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27 Hardi and Cumavan' [Leiding 8A, 1962]

VL.

A2

. kairini kdirini tyha bart rani re, kahava ke haradi
I.
.
V.

sacareyu aju re kahava ke haradi

hamare dulahini bhar aisi sukyvara re

haradi ke jhara saha nahj jai re, haradi ke jhara
hamari dulahini bhar aisi sukyvara re

telava ke jhara saha nahj jai re, telava ke jhara

B2

. kahava ke haradi, kaha re sgcari re kahava ke haradi
Il
[l

V.
. cumana baithi jagha sunnari bappava kavana rama dhe

VI
VII.
VIII.

koirini kdirini tyha bart rani re, kahava ke haradi
s jaune dulahe rama khelata dekhyay re
tavane dulahe rama cauke jo baithe re

ika bara cumal dulahini mukha bhara dehu asis
cumana baithe jagha sunnare mappava kavana rama re
ika bara cumali dulahina déi mukha bhara dehu asis

A

- O oilwoman,* oilwoman, you are a great queen; from where is the turmeric?
Il.
Il
V.

. Our bride has grown so tender -
VL.

The turmeric from which place has been gathered (here) today?
Our bride has grown so tender -

The smell® of the turmeric cannot be borne (by her).°?

The smell of the oil cannot be borne (by her).

Linesland Il “...... telini rant, kahava ka telu sgcaryo aj (H.S.B.l. Avadht: 216).
The A'is for haradr, B is for cumavan.

The smell of its vapour; jhar.
Is unbearable for her.

DDA WN -
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II.
[l
V.

VI
VII.
VIII.

7

B

From where is the turmeric? Where has been gathered the turmeric (and) from where?
O oilwoman, oilwoman, you are a great queen; from where is the turmeric?

The bridegroom Rama whom | had seen playing (as a child),

The same bridegroom Rama is (now) sitting on the board' (being anointed in this
ceremony).

The beautiful (bride) is sitting in the lap to kiss;> N.N. Rama (is the) father (whose)
daughter (she is).

(She the) bride has been kissed once; do give her a mouthful of blessings.’

The handsome (bridegroom) is sitting in the lap to kiss; N.N. Rama (is) his mother.*
The bride, the goddess, has been kissed once; give her a mouthful of blessings.

28 Lava [Livorno, 1962]
Roasting the Lava

Il.
[l
V.

. S kajart bana lakari komhara ghara ke khappara
VL.

A

kahina ki torT culiya kahina lagaléu caukone
kavane saharava ke bhujainr lava jo bhyjai

sonana ke torT culiya rlpe lagaléu caukone
diliya saharava ke bhujaini lava je bhijai

diliya saharva ke bhujaint 1ava jo bh{jai

N

Cauka, a wooden seat only a few inches from the ground, also known as cauki.

2 This has been translated here too literally. For the details of the cumavan ceremony see de
Klerk ('51: 145).

3 This line may be wrong; it should probably refer to the bridegroom; ika bara cumale dulahe
rama mukha bhara dehu asis. The singers often make such mistakes while singing.

4 The term mappavais new; it may mean mother and father. The singers stated it to mean only
mother.

5 Atfter line IV, there may be two question lines analogous to the lines | and Il, to which V and

VI should be the anwer.
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[Nieuw Nickerie, 1967]
Mixing the lava’

B

I. mora lava tora lava ekai me milay deyo
e bhujainiya, e bhujainiya
Il. tora bahini mora bhaiya ekai me sutay deyo
lll. tore khete boyo maj bora
e bhujainiya, e bhujainiya

A

I. Of what is your fire-pit (made) and of what are the four corner supports (which have
been) fixed?’
Il. Of which city is the bhujgini’ who is roasting the /ava?*

lll. Your fire-pit is (made) of gold (and) the four corner supports are (made) of silver.
IV. The bhujdiniwho is roasting the /4va is of the city (of) Delhi.

V. The wood is from the kajar? forest (and) the tiles® (are) from a potter's house.
VI. The bhujéini who is roasting the /ava is of the city of Delhi.

B

I. Your lava and my /ava - mix (them) in one, oh bhujéini, oh bhujéini
Il. Your sister and my brother - make them sleep in one bed.
[ll. I have sown the (seeds of) stringbeans in your field, oh bhujéini, oh bhujéini.

1 The ladies take the roasted paddy to a friend's house; two heaps of /ava are mixed together
several times by two ladies who have a marital family relationship with each other, for example
a nanad and a bhaujai. This represents the union of two families and, as the grain being mixed
also represents fertility, it is an occasion for lascivious galis.

Four corner pieces of iron placed under the roasting pot on the fire-pit.

The wife of a man of bharbhyja caste or profession who usually roasts the grains.

The paddy is soaked and then roasted; the roasted form, like popcorn, is called /ava or lava
(S. 13ja).

5 Any thick forest where elephants roam.

6 Khappar, clay tiles used to cover the coals to adjust the heat.

~ON
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29 Imli Ghotai [Paramaribo, 1965]

l.
II.
[l
V.
V.
VI

l.
. Brother, open up (won't you?) the bundle of gift and have the leaves crushed.

- (He) took the water-vessel® in the right hand and the leaves in the left,

- The bhayanf’ cut (the leaves with her teeth) seven times and so the mama’ has the

bahini cduke baitht bhaiya palgga baithe na

bhaiya kholi deyo dana ke gathariya to imali ghotavdo na
dahine hathe lelai lotava baye re hathe pataiyai na

sata pheri katale bhayanava to mama imali ghotavaye na
kiya tuhy bahinr juréilo ki aba ha juraill na

bahini jo kucha bace more kdmaiya yahi re hama lain na

The sister is sitting on the board’ (and) the brother is on the bed.

leaves crushed.
Are you, sister, satisfied? Yes, | am now satisfied.

. Sister, whatever (could be) saved from my use - (all of) that | have brought to you (as

a gift).

30 Dressing the bridegroom [Uitviugt, 1962]

bari dhima se sajo larika haj amirQ ke
jora una kar aye pacasq ke, jama lakha kar aye - larika haj...
pagiya una kar aye hajarQ ke, maura lakha kar aye - larika ha...

See note 1 on song No. 27, p. 77.
Lota, a small pitcher.

Sister's daughter.

Mother's brother.

AOON -
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moja una kar aye hajarg ke, panahi lakha kar aye - larika haj...

. Bedeck him with great fanfare; he is a son of the rich.
Il.
Il
V.

His suit has cost many fifties, his top coat cost a hundred thousand.
His turban cost many thousands, his crown cost a hundred thousand.
His socks cost many thousands, his shoes cost a hundred thousand.

31 Barats departure [Paramaribo, 1965]
Preparations of the wedding party (barat) for departure to bride's
home

l.

Il.
[l
V.
V.
VL.
VII.
VIII.
IX.
X.
XI.

l.
Il.
[l
V.

dekho kaisi saji hai barata aja more lalan ke
dulaha hamare ajab saje haj, ajaba saje haj
dekho jaise surajava ke jot - aja more...
dulaha ke dada ajab saje haj, ajaba saje haj
dekho jaise raja maharaj - aja more...

dulaha ke nana ajab saje haj, ajaba saje haj
jaise rusa ke maharaj - aja more...

dulaha ke bhayya ajab saje haj, ajaba saje haj
dekho ghore carhe asavara - aja more...
dulaha ke mama ajab saje haj, ajaba saje haj
jaise amerika ke maharaj - aja more...

See, how well is the barat of my dear one adorned today.

Our bridegroom is amazingly adorned, is amazingly adorned,

See, like the light of the sun; today...

The bridegroom's paternal grandfather is amazingly adorned, is amazingly adorned.
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. The bridegroom's mama is amazingly adorned, is amazingly adorned,
XI.
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. See, like the kings and emperors; today...
The bridegroom's maternal grandfather is amazingly adorned, is amazingly adorned,

Like the king of Russia;' today...
The bridegroom's brother is amazingly adorned, is amazingly adorned,
See, (he is the) rider mounted on the horse; today...

Like the king of America;1 today...

32 Nechi’ [Uitviugt, 1962]

l.
I.
[l
V.
V.
VI

l.
Il.
[l
V.
V.
VI

AOON -

ghara ghara ghumali nduniya to gotini bulavai
janaka dulari ke nechu sabahj koi avahj

k&1 dare cutaki munariya kor re dare rupara

ké1 dare ratana padaratha bhari gaile supara
kausilya dare cutuki munariya sumitra dare rlpara
kekaht dare ratana padaratha bhari gaile stpara

The nduni has walked from home to home; the ndunrinvites the kinswomen;
May each and everyone come to the nechu of the darling daughter of Janaka.
One throws® in a little finger-ring, another throws silver (coins?).

One throws in the jewel things (and) the sap’ is filled.

Kausalya throws in the little finger-ring, Sumitra throws the silver.
Kaikeyi throws the jewel things (and) the sdp is filled.

See p. 3.

Cp. R. Tripatht ('51: 255). Lines llI-VI: cp. D. Simha ('58: 109).
The gifts thrown in the sdp at this occasion belong to the nduni.
A kind of winnowing tray made of wicker work.
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The barat's arrival at the bride's home
The following are the stages of the arrival and welcome as occasions for singing:

1. The arrival of the barat, and waiting to be received by the bride's guardians and
other relatives.

2. The bride's male relatives and guardians go out of the maro and receive the
guests: this is known as agavani.

3. Dvara-puja, welcoming the guests in a worshipful manner, and then (gale milana)
embracing.

4. Parchan (S. prarcana) of the bridegroom done by the ladies after the barat has
been led into the maro.

5. Giving a light refreshment to the bridegroom, consisting of sweetened water etc.
The bridegroom's bahandr (sister's husband) or some other relative keeps a close
watch to detect any tricks of mixing some magically ‘medicated’ stuffs which might
be given to the bridegroom to bring him under the power of his would-be bride or to
weaken him in some other way. Because of the auspicious nature of this refreshment
it is referred to as saguni.

The songs for these stages have been recorded but only for (2) and (4) are printed
here.

33 [Uitvlugt, 1962]
Welcoming the barat

I. eto dala utara aye, ave ye militar, ave ye militar
Il. kiya re kadama juri chahg re

lll. e to dala utara aye kavana rama duvariya

IV. jehi ghara kaina kyvara re

V. agana doriya bahoro kavana rama

VI. tohare aile dulart damada re
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l. Oh, these parties have arrived (and) alighted; here come these friends".
Il. Is the shade under the kadam tree satisfactory?
lll. Oh, these parties have arrived and alighted at the door of N.N. Rama.
IV. At whose home (there) is a virgin daughter.
V. Sweep clean the courtyard and the gateway, N.N. Rama.
VI. The dear (would-be) son-in-law has come at your (doorsteps).

34 Parchan [Paramaribo, 1962)]

I. parachan nikart haj kavana rani ghara se
Il. dasa sakhi agava e dasa sakhi pachava
lll. dasa sakhi guhane laga 3j re
IV. apane rama maj apane parichabe
V. aura jani ko1 pariche more rama re
VI. dekhoT jani jdisana basana kara lertia
VII. khuli géile gcara cataki géile lerta
aba ataki gaile lertia
VIII. kha kht khi khu hgsale damada re

l. The queen N.N.? has emerged from the house to do the adoration;
Il. Ten sakhis in front, ten sakhis at the back,
lll. Ten sakhis have attached (themselves to her) sides.

IV. - | shall adore® my Rama* myself;
V. And someone (fem.’) (else also) should adore my Rama.

N

Militar, perhaps from S. mitra, friend; or, perhaps acquaintances, those whom one meets.

2 In another version the name of the woman is given as queen Mandodari, Ravana's wife, the
reason for which is not clear.

Parchan.

The bridegroom.

Whoever is nearby is addressed.

abhw

Usharbudh Arya, Ritual songs and folksongs of the Hindus of Surinam



84

V1. See, this person (fem."), how is this string of the clothing;
VI The 4caf has opened up, the string burst, now, the string got stuck!
VIIL. ® The son-in-law laughed out - ho ho ho ho!

General marriage songs |

(These are sung throughout the ceremonial week but especially in the maro awaiting
the ceremony to begin. Two examples are given here.)

35 [Paramaribo, 1965]
The qualifications of a girl in an arranged marriage*

I. sutala rahilyay maj baba phulavariya re
Il. dhar bakhariya ke jay re
lll. kekare duvare maiya bajana bajaj
IV. kekara maiya racalyau biyaha re
V. sdtala rahilau beti baba phulavariya re
VI. dhar bakhariya ke jau re
VIl. baba duvariya befi bajana baje re
VIII. tuharo beti racalyay biyaha re
IX. na sikhalyay e maiya lipana potana
X. nahj sikhalyay sijhahi rasori re
Xl. sasl nanada mili baba gariyaihaj
[sasu nanada mili (bhaiya) gariyaihaj]
XII. more bute saha i na jai re
Xlll. sikhi lehu e befi lipana potana
XIV. sikhi lehu sijhahi raséi re

See page 83 note 5.

The upper portion of the sari or the orhani, especially the part covering the bosom.
The lines VI-VIII have a gall element.

Cp. R. Tripatht ('29: 191); D. Simha ('44: 404).

AOON -
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XV. sasu nanada mili baba gariyaihj
[sasu nanada mili (bhaiya) gariyaihaj]
XVI. lai lTho gcara pasari re

I. 1 was asleep in father's flower garden;
Il. 1run and go towards (his) storeroom.
lll. - Mother, at whose door are the musical instruments being played?
IV. Mother, whose wedding have you arranged?
V. - Daughter, You lay asleep in (your) father's flower garden
VI. And ran to go towards (his) store-room.
VII. Daughter, (itis) at (your) father's door (that) the musical instruments are being played;
VIII. Daughter, (it is) your wedding (that) | have arranged.
IX. - Mother, | have not learnt plastering and smearing (the floor),
X. Nor have | learnt to cook meals.

Xl. The mother-in-law and nanad will join together and curse my father';
XIl. This will be unbearable for me.

XIlIl. - Daughter, learn to plaster and smear (the floor),
XIV. Learn to cook the meals.
XV.

(Your) mother-in-law and nanad will join together and curse your father A
XVI. (Then), you should spread the ancal and take (the curses quietly).

36 General marriage songs Il [Paramaribo, 1965]
Siva's marriage’

I. calalaj mahadeva gaura biyahana
Il. suravana chatra dhara ain re

1 Variant: brother.

2 Cp. Grierson (J.R.A.S. 1884: 234); Archer and Prasad ('43: 5 ff.); D. Simha ('44: 44-45 intr.,
and longest song on this theme: 280-288, 302 etc.); K. Upadhyaya ('54: 241, 244, 246; '60:
304); T.L. Sastri ('62: 152). This song confused and mixed with one on Rama, U. Tivari (‘54
170 intr.).
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bichiyana kuchiyana ke maura dharavahj
sgpava ke dare haj janéuva re
parachana nikale haj sasu mainain
sgpava cale haj phuphukara re

supava bige haj sasu belava ke taravara
pachava se gaile bhaharai re

disana bara se maj gaura na biyahava
bhalu rahihaj kyvara re

tani eka bhesava badalatyau mahadev
naihara ke lokapati ain re

machiya bhelasa dhari ke aile mahadeva
kanhava ke lagale chipa ain re

gaura lai ke urabe maj

gaura lai ke bilasava

gaura lai ke urabe patal re

. Mahadeva proceeded to marry Parvati.
Il

[l
V.

- The mother-in-law, Mena, came out to perform the adoration;’
VL.
VIL.

VIII.
IX.

The gods came holding parasols,’

(Siva, however) put on a crown of scorpions and such things,’
(And) wore a sacred thread (consisting) of snakes.

The snakes began to move with hisses.

The mother-in-law threw the sdp under the good tree of bilva.*

(And) stumbled (backwards) after that.

- | shall not wed Parvati to such a bridegroom -

Rather that she should stay a virgin.

- Would that, oh Siva, you would change your dress a little;

The world-rulers® (belonging to my) parental home have come (to attend the wedding;
what would they say?).

1 Symbols of royal power and authority. ‘Holding parasols (over their heads)’.

2 A twin-word, bichiyana-kuchiyana.

3 The parchan.

4 A tree traditionally associated with Siva; its leaves form an important offering to Siva in the
ritual of his worship.

5 Loka-pati, the guardian-gods of various realms including the four quarters.
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XlIl. Siva took the form of a fly and came;

XIV. He came hiding around (Parvatr's) shoulder.

XV. .| shall take Parvati and flee.’

XVI. | shall take Parvati and enjoy (together with her).
XVII. | shall take Parvati and flee to the underworld.?

Kanya-dana

At the stage of kanya-dana, there are several little ceremonial steps for which the
songs are sung:

1. Preparatory to the ceremony.

2. Giving the bride's hand to the bridegroom.

3. Pouring water over the /61, the ball of flour dough containing some gifts.

4. As an epilogue to the kanya-dana.

Here a song combining (2) and (3) is recorded.

37 [Leiding 8A, 1962]
Giving away the bride’

I. kapai hatha garta o are kapai kusa kai darn
Il. maraye me kapaj kavana rama kaise deve kdina maj dana re

1 Or elope. The story of Siva hiding under Parvatr's aricala in various forms is an important
motif throughout the literature.

2 The connection of Siva with patala, the underworld, is not unknown elsewhere, for example,
Viramitrodaya, Puja-prakasa (: 312): ‘One who bathes Durga, with faith, in cold water, attaining
the heavenly realm, plays with the nagas'. It is known that the realm of the nagas, the snakefolk,
is patala, here identified with heaven and Durga, of course, is an aspect of Parvati. In the
song, on the other hand, it is possible that Siva means to say that since he has been insulted
because of his snakes, he will kidnap Parvati and take her to the world of the snakes, patala,
itself. The version of Archer and Prasad ('43: 5), however, simplifies the problem: jani amma
urahd jani amma burahd;, jani amma khilahd patala re. Parvafi says to her mother; ‘whether,
mother, you fly, or, mother, you drown or, mother, you flee away’, to marry Siva is my inevitable
fate. According to K. Upadhyaya ('60: 8) patal khilna is a Bhojpurt idiom meaning ‘to go far
away'’. It is probable that our Surinam version of the song has been derived from some such
previous form.

3 Cp. R. Tripathi ('29: 143); V. Prasada ('62: 172); Jain (H.S.B.I. Bagheli: 255). The ritual but
without the motif of trembling: (H.S.B.1. Dogri '57: 558); (Ibid. Kulut: 708).
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aba kaise kapo re baba e ai gaile dharamava ke juni re
barisau barisau re baba jaisai udaka biyda
batoro batoro samadhi rama jaisai ghgghiya sevara

. The water-vessel trembles in the hand; O, the blade of kusa (grass) trembles;
Il.
Il

N.N. Rama trembles - ‘how shall | give the girl away?’
- How would you tremble now, oh father; the hour of duty’ has arrived.
Rain, rain,” oh father, like the water drops.

- - Gather, gather, oh samadhi® Rama, as a snail (gathers) the waterweeds.

38 Bhavar’ [Nieuw Nickerie, 1967)

l.

1.
II.
V.
V.
VI.
VII.
VIII.

baba hi baba pukaraile baba na bolaj ho

baba pahali bhgvariya ke ghumale abahj maj baba ke ho
dada hi dada pukaraile dada na bolaj ho

dada dusari bhgvariya ke ghumale abahj maj dada ke ho
nana hi nana pukaraile nana na bolaj ho

nana tisari bhgvariya ke ghumale abahj maj nana ke ho
bhaiya hi bhaiya pukaraile bhaiya na boladj ho

bhaiya cauthi bhgvariya ke ghumale abahj maj bhaiya ke ho

N

Dharma.

2 The sentiment expressed is also most appropriate as the water is being poured into the joined

hands. Rain: give freely like the waterdrops falling when it rains.

3 The bride's father and the bridegroom's father are samadhis to each other. The bridegroom's

father is addressed in this line.

4  Since ‘walking round the fire, the bhavar, is the Hindu wedding par excellence, the importance
of this song cannot be overemphasized. H.S.B.l. alone gives versions in seven North Indian
languages and dialects: Avadhr (p. 219); Bagheli (p. 255), Bundell (p. 341), Braj (p. 378),
Garhvali (p. 612), a shorter version in Cambiall (p. 721), and a Rajasthani version (p. 445)
with only four circumambulations because in Rajasthan that is the customary number instead

of the seven which are usual elsewhere.
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mausa hi mausa pukaraile mausa na bolaj ho

mausa pacav] bhagvariya ke ghumale abahj maj mausa ke ho
kaka hi kaka pukaraile kaka na boldj ho

kaka chathavj bhgvariya ke ghumale abahj maj kaka ke ho
mama hi mama pukaraile mama na bolaj ho

satahj bhgvariya ke ghumale to bhail parar ho

. | call only ‘father’ ‘father’, but father does not answer.

Father, having made the first circumambulation | am still father's own.
1

| call only ‘mama ‘mama’, but mama does not answer.
Having made the seventh circumambulation | have now become another's.

39 Sindara-Dana’ [Paramaribo, 1967]
(Gal)

baba baba pukaréi baba na janaj

. delai chinari puta sedura jagata saba janai

. She calls ‘father’ ‘father’;’ father does not know -
. A son of an adulteress has given the vermilion; the whole world knows.

1 The second to the sixth circumambulations, referring to paternal grandfather, maternal
grandfather, brother, mausa (husband of mother's sister), kaka (father's younger brother),
mama (mother's brother). It is not necessary that the same order should be followed. Other
relatives may also be mentioned instead of these.

2 This one seems to be the parody, as a gali, of the first two lines of a serious song for the
occasion found in Indian collections but not recorded in Surinam. Cp. R. Tripatht ('29: 162-163);
Archer and Prasad ('43: 64-65); D. Sirhha ('44: 393); D. Satyarthi (Bela Phiile Adhi Rata: 22).
They all record lines somewhat in this vein: a good man (or, a man of refinement) is giving
the vermilion and | become another's.

3 The lines may be repeated, replacing ‘father’ by other male relatives.
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40 Kohbar' [Uitviugt, 1962]

I. baje nagara ke jori raja ghara dulaha aye
Il. jaba dulaha aye ggane me sasuru karaye dvara puja -
raja ghara...
[ll. jaba re dulahd gaye maro me, sasuru karaye kanya dana -
raja ghara...
IV. jaba re dulaha gaye kohabara me, salahaja khelave jua cali -
raja ghara...

l. A pair of nagé,rés2 is sounding; the bridegroom has come to a royal home.
Il. When the bridegroom comes into the courtyard, (his) father-in-law has the dvara-pdja
performed.
[ll. When the bridegroom goes into the maro (his) father-in-law has the kanya-dana
performed.
IV. When the bridegroom goes into the kohbar, his salhaj has (him) play the game of dice.

1 When, after the wedding ceremony in the maro, the bride and the bridegroom are taken to
the kohbar, a private chamber with various designs, the women again take over and this is
an occasion for much fun, jokes and games of chance to see which of the newly wedded
ones will rule the roost. For example, a hgsuli, a neck ornament, also depicted in the kohbar
design as a symbol of marital bond, is thrown up to see whether the bride or the bridegroom
would catch it. If the boy wins, his relatives say: mor pita jitelai, chinari dheriya harelf (My
son has won; the daughter of an adulteress has lost). If the girl wins, the boy's relatives say:
mor puta harelai, chinari dheriya jitelf (My son has lost; the daughter of an adulteress has
won). There are many types of such little games.

2 Seefig. 7.
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41 Khicri Gari' [Nieuw Nickerie, 1967]

V.
V.

~ON

dce khale mathura nagari hai ho
% tara jamuna bahi a1, ha sitaram se bant’
* utari pare haj jamuna ke nikata para

nau dasa tilaka ramai, ha sita...
uriyahi uriyahi pari gaye patara

The song may be summarised as follows: Krsna (here, perhaps, any bridegroom) arrives with
his party and all the guests sit to dine together. At the same time the singing of galis begins
and the singers cast aspersions on Krsna's relatives. His sister Subhadra had eloped with
Arjuna by his permission. His father's sister, Kunti, had seven lovers or husbands: her first
child, Karna, was born from Siirya, the sun-god, while she was an unmarried girl, then she
was married to Pandu, from whom she had no son but her three sons were born through
intercourse with three gods. This makes five the number of her lovers. As Pandu's other wife,
Madri, had two sons from intercourse with two gods, they may indirectly be referred to as
Kuntr's men also. Thus the number reaches seven. Upon hearing these remarks Krsna, or
the bridegroom, becomes annoyed and goes back to his mother but she pursuades him to
return to his susral, where he finally accepts the galis in good humour, forgetting his pride of
being a ‘duke of the three worlds’.

These songs are sung when the meals are served. They are particularly called garior gafi,
as well as khicri, the meal-time being expecially an occasion for relaxation and cementing of
kinship (vide p. 17 f.). This song is a good mixture of the deprecatory and respectful themes.
Cp. Archer and Prasad ('43: 143, 153). Lines XI-XIV: Archer and Prasad ('43: 139, 148, 157);
Satyendra ('49: 219); S. Anila ('57: 93). Lines XIX-XXI, XXII-XXV as part of another
non-deprecatory song in which the bridegroom praises his sisral (family by marriage): our
own recorded variant and K. Upadhyaya ('54: 252); (H.S.B.l. Bundeli: 342). Lines XXVII-XXX:
our own recorded variant and cp. Archer and Prasad ('43: 158).

Each even numbered line begins with the stobha, ramjd, in the recording.

Ha sitaram se baniis a stobha, not translated repeatedly.

In another recorded version [Leiden 8A, 1962] there are additional lines, being given here for
reference to p. 33.:

Il. nava navaria gopiya carhe aye ho krsna garul carhi aye

IV. utari pare jamuna ke nikata para barina pava pakhare

V. carana dhéi caranamrta line ho dhani dhani bhagya hamare. etc.

ll. The gopis came sitting in the boats and such; Krsna came mounted on Garuda (Visnu's
mythical bird).

Iv. They (all) alighted near (the river) Yamuna and washed the feet with water.

V. (The hosts) washed (the guests' feet) and took the caranamrta (a sip from the water used
for washing the feet).
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VI. sajana baithe jagha jor1, ha sita...
VII. meva au pakavana mithar ho
VIII. aba rasa khira banai, ha sita...
IX. jevana baithe haj krisna kanhar
X. deta sakhiya saba gari, ha sita...
XI. bahini to tuhari rahali subhadra déi
XIl. arajuna sanga sidhari, ha sita...
XIIl. phua to tuhart rahall kunta dér
XIV. unahj to rahj sata bhatar], ha sita...
XV. hatha lukutiya kanhe kamariya ho
XVI. au krisna calina risiyal, ha sita...
XVII. gokula se mathura cali aye ho
XVIII. jahava jasomati mai, ha sita...
XIX. haasi hagsi puchele mata jasodra ho
XX. kahdau lalana sasurari, ha sita...
XXI. k&o kahu maiya aisa sasurari ho
XXII. are nita re bhojana nita gari, ha sita...
XXIl. rama duhar raja dasaratha kiriya ho
XXIV. aba nahj jabe sasurari, ha sita...
XXV. barhe lalana tore sare sasuriya ho
XXVI. nita re bhojana nita gari, ha sita...
XXVII. hama to hudj tina loka ke thakura
XXVIII. hamare una ke kauna gari, ha sita...
XXIX. jau tuhy hao tina loka ke thakura
XXX. kahe ke gayau sasurari, ha sita...
XXXI. dehu na dehu sakhina saba gari ho
XXXII. aba hama lebe patuka pasari, ha sita...

I. The city (of) Mathura is situated in a high and low (terrain);

Il. The river Yamuna' has come flowing downwards; yes, it has become so with (the grace
of) Sita and Rama.
lll. (The guests) alighted at (a spot) near Yamun3,

IV. displaying® nine or ten tilakas.

1 Another variant has sarayd which is, in fact, the river flowing by the city of Ayodhya, not
Mathura.

2 Ramana, literally, to affix with a great interest.

3 Tilakas, in this case, marks not only on the forehead, but various religious marks on other
parts of the body also. This indicates that the guests assembled are very religious and pious.
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V. the leaves' (for serving the meals) have been spread out.
VL. The gentlemen have sat down with (their) thighs close to each other.?

VI (There are) dried fruits and nuts,’ savouries and sweetmeats,
VIII. Now, the tasty rice pudding has been made.

IX. Kl_'sr]a4 has sat down to dine -
X. (And) all the sakhis are giving (i.e. articulating) galis.

XI. - As to your sister, she was lady Subhadra -

XIl. (Who) went away with Arjuna.
XIII. As to your phiia, she was lady Kuntl.
XIV. It was she who was the (wife of) seven husbands.
XV. A stick in the hands, and a shawl on the shoulders -
XVI. (Thus) Krsna started out (as he got) displeased.

XVIl. He came away from Gokula to Mathura -°
XVIIl. Where (there is the) mother Yasoda.
XIX. With repeated laughs mother Yasoda asks -
XX. - Dear boy, tell (me of your) marital home.
XXI. - What shall | tell (you), mother? The marital home is such (that)-
XXIl. There is ever dining and ever cursing.
XXII. (I say it) in the name of Rama, and (I swear in the name of) Dasaratha -
XXIV. Now | shall not (at all) go to the marital home.

XXV. - May your entire marital home® prosper, dear boy -

XXVI. (So you may) ever (have) dining and ever the curses.’

XXVII. - We are the dukes of the three worlds -

XXVIII. How can (there be a) gali (relationship) between us and them?
XXIX. - If you are the duke of the three worlds -
XXX. Why did you (need to) go to the marital home?

Even now, lotus and banana leaves are used for plates.

This indicates that there are so many guests that there is not sufficient space.

Meva is the common noun for dried fruits and nuts.

Krsna kanhai, the twin name is a colloquial form.

This must be ‘from Mathura to Gokula’, as he is leaving the dinner party which is in Mathura.
Sare sasuriya: perhaps, the salas (wife's brothers) and sasur (father-in-law).

Galr.
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XXXL. - Sakhis, all, give (i.e. articulate) the curses -'
XXXIL. | shall spread out (a corner of my) garment’ and receive (the curses in a corner thereof).

42 Vidai and Gauna [Paramaribo, 1965]
(The bride's farewell)

I. kahe raja ramacandar suno janaka raja
Il. bida tu kara do dulari ke
lll. ke more ganga se jala bhari laihj
IV. ke more sice phulavari, janaka raja...
kahe raja rama...
V. ke more girija ke pUja karana jaihaj
VI. ke more citavai atari se, janaka raja...
kahe raja rama...

I. Says king Ramacandra; listen, O king Janaka!
Il. Bid thou farewell to (your) darling daughter.
lll. - Who will (now) fill and fetch water for me from the (river) Ganga?
IV. Who (will) water my flowerbed?
V. Who will go to worship my (shrine of) Parvafi?
VI. Who will look out (for me) from the terrace?

43 The arrival at bridegroom's home [Paramaribo, 1965]
The arrival at bridegroom's home

| hgsamukha piiche dulaha ke mar ka payo,
Il. beta sasurar ka payo.

N

See for note 1 page 91.

2 Patuka: a length of cloth worn on the shoulder.

3 The song may continue very long by repetition, in each repetition ‘mother’ is replaced by terms
for other lady relatives such as mamr (wife of mother's brother), bhaujar (brother's wife) etc.
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IIl. hama to paye maiya' carhane ke ghurava
IV. mora dhaniya nava lakhava ke har

V. ghurava to maiya desa apanaibe

VI. mora dhaniya hoihaj dasi tuhar

- With a smiling face the bridegroom's mother’ asks: what did you get (as gifts)?
Il. Son, what did you get (as gifts) in the susral?

. got, mother,1 a horse for mounting (and riding) -

IV. And my precious one (got) a necklace worth nine hundred thousand.
V. Mother, | shall have the horse incorporated into the estate,

VI. And my precious one will be your maidservant.

44 Kangan-sirar’ [Paramaribo, 1967)

I. tor khicariya mor khicariya ekai me milao re
* tor d4da® mor didr ekai lag sutao re

I. Your khicri (rice mess) and my khicr7 - mix these in one.
* Your (elder)3 brother and my (elder) sister® - make them sleep together.

Death songs
45 Nirgun [Nieuw Nickerie, 1967]

I. term do dina Ki hai jindagani re, garavai mati dekhi javani
Il. maya kaya ka dara chaya, kyQ murakha mana me darapaya
[ll. rahe ani jani, garavai mati...
tert do...

1 See note 3 page 94.

2 SeedeKlerk on kariganmoksan ('51: 185). When, after spending a few days the bride returns
to her parental home, the ceremonial bangles (de Klerk, '51: 143) which were tied around her
wrists are loosened, also the maro is broken, the deities and the ancestral spirits are given
leave, visarjana.

3 The song continues long by repetition, the words dada (elder brother) and didi (elder sister)
replaced by other relations. Cp. this song with 28B.

Usharbudh Arya, Ritual songs and folksongs of the Hindus of Surinam



V.
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VII.
VIII.

V.
. The people of the family do not speak (to the person any more); the speech begins to

VI

VII.
VIII.
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gl javani aya burhapa, kapana lagati kaya

bhare naina se pani, garavai...
teri do...
yaha kaya mati me miri jaye, Upara giri jay pani
isa dehi para duba jameg, cari gar gaa divani
garavai...
teri do...
liya diya tere sanga calega, amara rahata nisani
natthidasa ne yaha samajhay3a, raha gai amara nisani
teri do...

. Your life is for two days (only); do not be proud seeing (your) youth.
. The fear for the body ('s survival), an illusion, overshadows the people; why is the fool

frightened in the mind?

(It is all) coming and going (i.e. transient); do not be proud...
Your life is...

Youth passed, old age came; the body starts to shake.

cry.
The eye is filled with water;" do not be proud...

Your life is...
This body (finally) mingles with earth and water falls on top (of it).
The dub grass will grow on this body -and a crazy cow grazed and went away. Do not
be proud...

Your life...
(What you have) taken and given, (that) will go with you - that mark (of your life) remains
immortal.

Natthidasa® has admonished thus - (and) his mark (this song) remains immortal.

1 The composition is faulty; this is the approximate translation.
2 Inthis case the singer himself was the composer.
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46 Caubola [Party from Meerzorg, 1967]

A and B are sung as one song bnt the styles of singing of the two sections are
different.’

A

I. rovati tara dér rani sune putra ka khabar

Il. de de mare sisa dharani para, more nikase na prant
aba sune putra... rovati tara...

[ll. naing bahata nirdayi jal, bagQ ki kahant
sune putra...
rovatr...

IV. chatrlihin lagay rote me, rovana lagi rani
sune putra...
rovatr...

V. bidhana teri kaha bigari, kahana lagr rani
sune putra...
rovatr...

B

I. sira se cunari utari ke(rani) gathari lihina sgbhar

Il. sira para rakha ke cal dai maraghata ke majhadhar
lll. gathariya sira se utari maraghata ke magjhadhar.
IV. age lai lakariya tora kari aba agini ki taiyari

V. ikali karatl hai kam nahj hai duja nara nari
VI. aba aya khare haj bhata deta rani ko gar

A

I. The lady, queen Tar3, cries, as she hears the news of the son('s death).

1 For the legend of Hariscandra, vide MP. chapters 7 and 8. Having donated all his kingdom
to Visvamitra, the sage, the king Hariscandra had to sell himself as a slave to a candala, a
cremation ground attendant. His wife Saibya (Tara in the song) was sold with her son,
Rohitasva, as a domestic slave. The boy was killed by a snakebite and Saibya had to take
him to the same cremation ground where her husband was an attendant. Hariscandra, as a
matter of duty, demanded the appropriate fee for the cremation which his wife could not
furnish. This was his final test and then not only his kingdom but the very life of his son was
restored.
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- (She) hits her head over and over on the ground; my breath is not passing away.’

Now, as she hears...
The lady...

Water flows from the eyes pitiless(ly) (in this) story of the’ gardens.

As she hears...

The lady...
In (the course of the) crying (she) embraced (the child) to her bosom; she began to cry
(even more?).

As she hears...

The lady...

- Oh Fate,’ what wrong did (I do) to you? - (so) the queen began to say.

As she hears...
The lady...

B

- The queen removed the headscarf from (her) head and upheld the bundle;*
. Having placed (it) on her head she started off (towards the) centre of the cremation

ground.

. (She) took off the bundle from her head in the centre of the cremation ground.

(She) broke the wood and brought (it) forward (and) has (sic) now made preparations
to (set) fire.
She is doing (all) the work alone; (there) is no second man or woman (to help).

- Now the ghosts have come (round) (and) are standing; they curse® the queen.

The meaning conveyed is: she wishes to kill herself, but with repeated hitting of her head on
the ground her breath is still not passing away. The singer has used the word prani, for rhyme,
instead of prana.

It was in a garden that Tara's son had been bitten when she was sold as a slave to a master.
Bidhana (S. Vidhi, vidhana), Brahma, the master of fate.

Sagbharana: to take charge, uphold. Here, perhaps, to prepare or to make. She wrapped the
boy's body in a bundle made with her headscarf.

Lit. ‘give (i.e. articulate) curses to the queen’. Cremation grounds are well known as haunts
of ghosts.
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47 Sargun [Nieuw Nickerie, 1967]

V.
V.

VI
VII.

V.
. There isn't (money for) expenses in the killer's home; he will sell your meat and (buy

VI
VII.

N

malika siri bhagavan to soca mana kahe ky kare

jangala bica ika hirani hirana byadha lagaye phas

hirant kida bagala bhar thari hirana ke gala phas
malika sir...

boli hai hirant suniye hirana manau meri bat

badhika ke ghara kharaci na ai beci khaye tor mas
malika sir...

itant suna lar jaba badhika ne kata diye gala phas

ye finQ baikuntha sidhare gavata tulasiyadas

- The glorious Lord is the master;' then, O mind, why do you brood?’

- (There were) a deer and a doe” in the jungle; the hunter fixed his trap.
Il

The doe jumped clear and stood to one side, but (there was) a net around the deer's
neck.
The doe has said to the deer: listen and believe what | say;

something to) eat.
When the killer heard this much, he cut the net off from the neck.

All these three went to Vaikun.t‘ha:4 Tulasidasa sings.

Or, protector.

2 Worry, or grieve.
3 The singer stated that the song was a parable referring to the relationship of Purusa (soul)

and Prakrti (matter).

4 Visnu's heaven.
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48 Parati' [Nieuw Nickerie, 1967]

V.
V.
VI

gaila ko batohr cale pafichi cale cugana
utho re lalana mere utho re krisna aba
utho jasomati ke lalana

gaila ko...
dari dari pafichi bole kaga bole kare
gokula me dhiima mace utho re dulare
jago ji jago lala nanda ke dulare

gaila ko...

. The travellers have started out for the path; the birds have started out (to seek) pickings

V.

VI

(of food).
Arise, oh my dear boy; awake now, oh Krsna!
Awake, oh son of Yasoda!
The travellers...
The birds are singing on every branch; the black crows are articulate;
In Gokula the clamour is rising: rise, oh (our) darling one!
Wake up, do wake up, O dear, darling boy of Nanda!
The travellers...

The annual cycle
The songs of the Phagwa festival
49 Phagwa i [Party from Meerzorg, 1967]>

l.
Il. tuma to dhota nanda lala ke hama brisabhana dulari
lll. kahu na dama lage jamuna tata, parabhu bica kare thagahari

1

A. Cautal

kanha deta musukiyana gari dhare more sari.

dhare more sarn

Line I. bat ke batohr cale... (H.S.B.l., Braj: 476). Line 1V: cp. S. Gupta ('65: 66).
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VI.
VILI.
VIII.

IX.
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kans ke mara bidhansa karay sakhi suna lau hara hamara

hamahy rara karaba jamuna para tumhe dekhaba akha ughari
dhare more san

ranga bhare madamatala gvalina bole bacana samhari

duragaprasada carana raghubara ki dai ke dana call brijanarn
dhare more san

B Jhimar

mati jaht kanta paradesa basanta nirane

lage ama baurana madhukara kunja dikhane
bircha bhaye patidhara tesa mana mahj phulane
bihaga payana karata apane para

raho bhavana diladara bata itani suna kanhe

tuma bina sorahq sjgara kavana hamarau dukha jane
hama birahina khelaba kikare sanga

piya tana ko daradiyau nahj jane

C Ulara

. giradhari ho lala chora deyo bahiya miruka jaihaj
Il.
Il
V.

sone ravardar kagana curi lage anamol

dhara bahiya jhakajhoraj curi lagana phata

jauna bata tuma takyau va se nahi bheta
chori deyo bahiya...

A

- Krsna smilingly teases’ (me and) takes hold of my sari.
I.
M.

- You are the boy of Nanda, the dear one; | am the darling daughter of Vrsabhanu.

On the bank of Yamuna it costs (him) nothing® and lord (i.e. Krsna) commits the robbery.
Takes hold...
(He says:) | (can) kill and destroy Kamsa; Sakhi, listen to my statement;

3

1 Here garican be translated only in this way.
2 ‘There is no restriction’.
3 ‘Lawlessness’, ‘lawless behaviour’, in this context.
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(He says:) | shall keep noise' on the Yamuna bank (and) | shall look at you with open
eyes.
Takes hold...

The cowherdess full of colour and the frenzy of youth says (this with her) words (chosen)
carefully;

Durgélpraséld2 (says:) (I take) refuge at the feet of the best of Raghus (i.e. Rama); the
woman of Vraja® gave a gift* and (then) went (her way).

B

- Beloved, do not go abroad;’ the spring (season) has come close.

The mango (trees) have begun to blossom, the bumblebees are seen in the groves.
The trees have become leafy (and the) tesi flowers are blooming (in their) minds.®
The birds are starting out on (their) journeys on the wing -

(And) these days are getting warmer daily.

Oh Krsna, listen to just this request;” O thou with (a generous) heart, stay home;
Without you (my) sixteen adornments (are futile); who (can) know my suffering?

With whom shall | play (when) in separation?®

(My) beloved knows not at all the pains of (my) body.

C

. Oh darling Giridhari’ let go (of) my arms; they will get sprained.

1 ‘I shall make trouble’, ‘quarrel’.

2 The composer of this song.

3 Krsna's land of birth.
4  Gift of her youth.

5 Pardes, any place far away.

6 Perhaps, not yet in full bloom.

7 Bat, statement, speech, matter.

8 Birahin (S. virahini), a woman in the state of separation from her lover.

9 He who holds up (or, held up) a mountain; a reference to Krsna's having lifted the Govardhana

mountain. Perhaps the epithet is intentionally chosen to compare the softness of the arms
with the hardness of the mountains; i.e., ‘this is not a mountain but tender arms; do not hold
them so tight'.
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(My) bracelets are (made) with gold finery (and) the bangles look invaluable;
You hold" and shake my arms (and the) bangles begin to break.
The matter you are (actually) after would not come to fruition.” Let go (of) my arms.

50 Phagwa ii [Nieuw Nickerie, 1967]
Dhamar

V.

kita le gayo yara paharana me kita le gayo
rasta chora kurasta layo, lahgga phata gayo jharana me

kita le...

saro dina jangal me bityau, palai pari gyau ggvarana me
kita le...

sajha bhar dina gayo bhavana ko, bheta bhar diladarana me
kita le...

Into what mountains has the lover taken me (astray);
into what...

. Abandoning the (right) way, he brought (me) to the wrong path; (my) skirt was torn up

in the bushes -
into what...

- The whole day passed in the forest; | got involved with® the (uncultured) rustics -

into what...

. The evening came - the day (had) passed - (then | proceeded) to the home (and) a

meeting took place among the (people) of good hearts.
Into what...

1 Literally, the third person (‘he holds’) has been used which does not fit.
2 Literally, ‘you will not come across it’ or ‘it will not be presented to you'.
3 Lit., ‘there was involvement with...".
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51 Phagwa iii [Party from Meerzorg, 1967]
Caita’

I. raja gaye kauna desa kdiliya kyhykata bana me
Il. ika to kéiliya (hay) dusare savatiya
lll. tisare piya ho paradesa -
kéiliya kyhykata... raja gaye...
IV. akhiyg ke kajara dhumila héi gaile
V. jobana ubhare bara jor -
raja gaye...
VI. yada karau mohi bhilo to nahr
VII. nayana bahave (dekho) nira -
raja gaye...
VIIl. daya karo jagadisa more svami
IX. tuhjto dharaiho mohe dhira -
raja gaye...

l. To what land has (my) king” gone? The koyaf bird sings in the woods.
II. On the one hand the (singing of) koil, on the other a co-wife;
[ll. Third, the beloved (being) abroad -
The koil... To what land...
IV. The collyrium in the eyes has gone faint;

V. The (signs of) youth® are swollen with great force -
To what land...
VI. Remember me; do not forget me (would you?)

VIL. (See! how) the water flows from (my) eyes”® -
To what land...
VIIl. Have mercy, ruler of the world, my master;

IX." You alone will (be able to) console me.°

Cp. Archer and Prasad ('43: 194).

One of the usual epithets of the beloved, used by women.

A black bird in India known for singing in the spring. Not seen in Surinam.
Jobana, the breasts, as the signs of youth.

Lit. ‘the eyes make the waters flow’.

‘Give me patience’.
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Phagwa iv [Nieuw Nickerie, 1967]

Rajpati

. de dai paco bana sahodra maiya, dharaka de ratha ko pahiya
II.
[l
\A
V.

cakra byuha ropyau kairo ne, dala me kéi janat nay, sahodra maiya

jaba maj rahyau udra ke bhitara, pita kahi kathd samajhay, sahodra maiya
bari baras umara ko choto, rana dekhyau ita nay, sahodra maiya

chau daravaje tora bahavay, satava janata nay, sahodra maiya

Give me the five' arrows, mother Subhadra?®; give a push to the chariot's wheel.
The Kaurava has arranged the wheel formation, (the way of entering which) no one in
(our) group knows, mother Subhadra.

When | was inside (your) womb, father had told the story® with an explanation, mother
Subhadra.

Twelve years old, young in age, (l) have not yet seen a battle, mother Subhadra.

| can break and throw away six (of the) gates (but) | do not know (the way to break)
the seventh, mother Subhadra.

1 This seems to be a confusion with the five arrows of Kama.

2 Subhadra was the sister of Krsna, Arjuna's wife, Abhimanyu's mother. While Arjuna was
fighting on another front, the Kaurava army was arranged in cakra-vyiha, the wheel formation
which no one but Arjuna knew how to break into. When Subhadra had been pregnant with
Abhimanyu, Arjuna had told her the art of breaking into such a formation but she had fallen
asleep before he could complete the story and tell her how to get out of it. Abhimanyu is stated
to have thus learnt the art of breaking into a cakra-vyiha while still a foetus, but he could not
get out of the vytdha, was surrounded by enemies and killed. Vide MB. Dronaparvan
(Abhimanyu-vadhaparvan) chapters 34 ff., also note on 7.34.18.

3 That s, the details.
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53 Phagwa v [Nieuw Nickerie, van Drimmelanpolder, and party
from Meerzorg, 1967]
Kabir

A

|. ararararararara
Il. (bhaiya) suna lo mori kabir
[ll. rama lachimana bharata satruhana au hanumanta bir
IV. 1pacQ ko sumirana kari ke tabai maj gay kabir
V. (bhala) jay bolo ramaiya baba ki

B

[ll. tulasi khare bajara me ki saba ki rakhaj khair
IV. na kahu se dosati na kahu se bair

Cc

lll. citrakdta ke ghata pai bhai santana ki bhir.
IV. tulasidasa candana ragaraj tilaka deta raghubjr

D

lll. calati cakki dekhi ke diya kabira roy
IV. do patana ke bica me sabita rahe na koy

E

[ll. maj ai kachu aura kg au hya hai gai kachu aur
IV. lahgga phatyau gatha ko dekha cali pahggaur

A

|. ararararararara

Il. Brother, listen to my Kabin
lll. Rama, Laksmana, Bharata, Satrughna and the brave Hanuman -
IV. (First) remembering these, then | sing (my) Kabir.

V. Say (all), victory to baba Rama."

1 Ramaiya baba, a colloquial lighthearted diminutive for Rama, something like ‘uncle Johnny’.
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B

Tulasidasa,' standing in the market-place, wishes for the welfare of all;
Neither friendship with anyone nor enmity with anyone!

Cc

There gathered a crowd of sages at the ghat of Citrakdta;
Tulasidasa grinds the sandalwood and the brave one of the Raghus (Rama) gives the
tilaka marks.

D

Seeing the moving mill Kabira cried out;
Between the two grindstones no one (was saved and) emerged whole.

E

| (fem.) came to some other purpose; here (I) became something else;
The skirt of my possession got torn; (1) have seen (the village of) Pahggaur, and am
now going back.

54 Phagwa vi [Nieuw Nickerie, 1967]
Jogira

A

|. jogijisararara
Il. aye the ika dhama se utare ekai ghat
lll. hava lagi sasara ki ho gaye barai bat

jogijisararara

B

|. jogirasararara

1

This verse is usually attributed to Kabir, not to Tulasidasa.
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aur gall me maj nahj jau tere lage naina
cali cal nale nale cali cal khale khale
jogirasararara

Cc

. jogijisararara
Il.
Il

rama nama se kia cale masakhariyQ se gari
cali cal nale nale cali cal khale khale
jogijisararara

D

. jogijisararara
Il
Il

maj ai kucha aur ko hya hai gai kucha aur
lahgga phatyau gatha ko dekha cali pahggaur
jogiisararara
cali cal nale nale call cal khale khale
jogijisararara

A

'(We) had come from an (identical) place and disembarked at the same harbour;
The wind of the world touched (us) (and) we became totally separate.”

B

| come and (go) through only one street and live only in one street;
| shall not go to another street (because) your eyes have touched (me).

Keep moving (with me) along the aqueduct; keep moving (with me) along the ditch.’

Cc

The well is kept moving by the name of Rama, and the cart with jokes"* -
Keep moving... (as in B. IV above).

The untranslated lines are simply jubilations ‘jogiji sa ra ra ra’ etc.

Barah bat, twelve weights, all separate.

An invitation to elope, by a man to a woman.

The singer explained: the fields in India are watered by a bull who keeps turning the watering
wheel of a well; he manages to remain on the monotonous job only by silent repetition of the
name of Rama. When people travel together on carts, the long and slow journey passes better
with mutual jokes and teasing.

AOON -
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D

[I-l. Identical with Kabir E 11I-1V.

55 Kajari and Savan Ka Jhila [Ansoe, 1967]
The occasion for a woman's visit to her parental home'

I. jamuna bica parale hjdolava, kaho sasu jhulana jabe hjdolava
Il. jau re bauhara tore jhulanava ke sadhava, naihare se birana bulava -
hjdolava naihare se birana bulava
[ll. naihara naihara ji na karo sasu naihara basailai bart dur -
hjdolava naihara basaile bari dur
IV. more pichavarava sugana bhaiya mitava ndihara khabari janavo -
hjdolava nédihara khabari janavo
V. sugava ke debo mai dudha bhata khorava jau bhaiya avahj aja -
hjdolava jau bhaiya avahj aja
VI. jhilane baithele sasu barhaitina hjdolava, suno sasu binati hamar -
hjdolava suno sasu binatr hamar
VII. ekai cunariya hamaj detyau sasu naihara nevatd hama jabe -
hjdolava nédihara nevata hama jabe

1 During the rainy season a woman longs to visit her parental home (see p. 23) and to swing
under a tree. In this song she is under an inconsiderate mother-in-law who taunts her to call
her brother if she wants to enjoy the swing. She is not even given a new orhani, without which
a woman does not venture to go out, to cover her head so that she may go to her brother's
home. But she befriends a parrot with the offers of delicious titbits, and this bird carries her
message to her brother. Her brother arrives and gives his turban to serve as on orhani, much
to the chagrin of the mother-in-law.

Line V.: dddha bhata khorava to parrot - Fraser (J.A.S.B. 1883: 7-8); to a crow - D. Simha
('58: 92); K. Upadhyaya, ('60: 354).
Line VII: Cp. K. Upadhyaya, ('60: 265).
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jai bauhara tore jane ke sudhava naihare se magi pathavo-
hjdolava naihare se magi pathavo

bhaiya khole sira se pagariya sasu rahaile khisiyai -
hjdolava sasu rahaile khisiyai

By the' river Yamuna a swing2 has been fixed; say, mother-in-law, (if | have your
permission) | would go to swing on the swing.

. - Daughter-in-law, if you have a wish to swing, call (your) brother from (your) parental

home.

The swing, from the parental home...?
- (Please, honoured one), do not keep repeating naihar, naihar; (my) naihar is settled
very far.

The swing, (my) naihar...
(The daughter-in-law says:) Oh parrot living behind (the home), brother, friend, make
the news known in (my) naihar.

The swing, the news...

| shall give milk, rice and khoya'4 if (my) brother arrives today.

The swing, if brother...
The honoured mother-in-law sat to swing in the swing; (the daughter-in-law says:)
mother-in-law, listen to my request.

The swing, listen to...
Would that you would give just one headscarf (to travel with); | would (like to) go
(accepting an) invitation (to visit) the naihar.

The swing, (to visit) the naihar...
- If, daughter-in-law, you have a wish to go, ask to have (the headscarf) sent from the
naihar.

The swing, from the naihar...

N

Literally, ‘in the middle of the river’, but that is only a laksana, a figure of speech.

2 Hijdola, a cradle-like swing with comfortable pillows etc.

3 Unlike most songs, the refrain here is variable, adding ‘the swing’, and taking the last part of
the line. It is not possible to translate these lines literally without violence to the language.

4 Dehydrated milk.
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The brother (has arrived and) is opening the turban from (his) head (to give to his sister
as her headscarf); the mother-in-law had to contain her frustration.
The swing, the mother-in-law...

56 Krsna's cradle' [Ansoe, 1962]

V.
V.

VI.
VII.

VIII.

IX.

XI.

XIl.
X1,

jhule jhile kanhaiya ji ke palana
kahava kanhaiya tore janama bhaye haj
kahava ki nara ye larava

jhule jhale...
gokula kanhaiya tora janama bhaye haj
mathura ki nara ye larava

jhalo jhalo...
e kahina ke tore palana banr hai
kahina lage phulana

jhalo jhalo...
resama ke more palana banrt hai
motiyana lage phulana

jhalo jhalo...
ke more lalana ke palana jhulave
debe maj hatha ke kagana

jhalo jhalo...
mata jasodra palana jhulave
debe maj hatha ke kagana

jhalo jhalo...

. There rocks, rocks, little Krsna's cradle.
Il.
Il

Where has your birth taken place, Krsna?
And where is this loving lady?
Rocks, rocks, little... ...

In Gokula® has your birth taken place, Oh Krsna,

N

Sung for children. See p. 23.

2 Here, there seems some confusion in the singers' minds. According to the popular legend

Krsna was born in Mathura and then taken to Gokula. The lines here should be reversed as
follows: ‘In Mathura has your birth taken place and this loving lady is of Gokula’.
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V. And this loving lady is of Mathura.
Rock, rock, little... ...
VI. Of what is your cradle made?

VII. Of what are the floral decorations’ (that are) attached?
Rock, rock, little... ...
VIIl. My cradle is made of silk,
IX. And the floral decorations (that) are fixed (are of) pearls.
Rock, rock, little... ...
X. Who would rock my dear child's cradle?
XI. (To him/her) would | give the bangle of my hand.
Rock, rock, little... ...
XIl. Mother Yasoda rocks the cradle -
XIIl. (To her) | shall give the bangle of my hand.
Rock, rock, little... ...

57 To ganga [Nieuw Nickerie, 1967]
As a fearsome force

I. ganga jamunava ke lahariya dekhi na; maiya jiyara daréile
lahariya dekhi na
Il. sdvana bhadauva ke umarala nadiya; lahariya dekhi na
lll. panava hi phulava ke bojhala naiya;
lahariya...
IV. ghare sasu risiyaihaj dupahariya bhaye
V. ghare prabhu risiydihaj jevanara bina
VI. ghara balaka rovaj dudha bina
VII. ganga méai deyo na bidaiya gharava jay apane

l. Seeing the wave of Ganga and Yamuna,? mother, (my) heart is afraid
Seeing the wave...

1 Phulna or phundna, various colourful embellishments tied around the cradles etc. of a child.
2 Na&in the song seems to be only a stobha.

Usharbudh Arya, Ritual songs and folksongs of the Hindus of Surinam



113

Il. The river is flooded (as it is the time) of sravana and bhadrapada.’
Seeing the wave...
lll. The boat is heavy with (the burden of) only leaves and flowers.
Seeing the wave...
IV. At home the mother-in-law will be annoyed when it is midday.
V. At home (my) lord will be annoyed without (his) meal.
VI. At home the children will cry without milk.
VII. Mother Ganga, allow (me) leave (won't you?) (so that) | may return to my home.

Other ritual songs
58 Ganga Snana [Nieuw Nickerie, 1967]
Call to Gannga-Snana

|. parabi & nhana calo jamuna

Il. ka&he ko nhana karyau kairo pandava; kahe ko nhana karyau saba duniya - parabr ar...
lll. punyay ko nhana karyau kairo pandava; mavasa nhana karyau re duniya - parabi ar...
IV. kahe ko dana karyau kairo pandava; kahe ko dana karyau saba duniya -

V. sona ko dana karyau kairo pandava; anna ko dana karyau duniya - parabi ar...

l. The sacred day’ has come; come along to bathe in the Yamuna.®
Il. For what occasion did the Kauravas and Pandavas take a (sacred) bath? For what
occasion has the whole world taken a (sacred) bath?

1 Sravana: July-August; bhadrapada: August-September.
2 (S. Parvan).
3 See note 2 p. 43.
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The Kauravas and Pandavas took the (sacred) bath for the occasion of full moon; the
whole world has taken a (sacred) bath for the occasion of new moon.

- What' was the gift made by the Kauravas and Pandavas? What is the gift made by the

whole world?

. The gift of gold was made by the Kauravas and Pandavas. The gift of food (grains)

has been made by the whole world.

59 Marsiya [Paramaribo, 1967)]

A

. *kahava hasana tore janama bhaye kahava chinayo narava
Il.
Il
V.

kahava hasana tyh gena khelyo kahava ggvayo janava
makka madinad more janama bhaye dharati chinayo narava
cauke para maj to gena khelyo karabal gavayo janava

B3

. carog tarafa diyana jale bicava bajhiniya cauki bhare
. he alla mero goda bhari de chute bajhiniya ke nama re, hay hay

A

. Where has your birth taken place, Hasan, (and) where was your umbilical cord cut?
Il.
Il

Where did you play ball, Hasan, (and) where did you lose your life?

My birth took place at Makka (i.e. Mecca) (or) Madina (i.e. Medina) (and my) umbilical
cord was cut on earth.

| played ball in the courtyard, mother, (and) lost (my) life in (the battlefield of) Qarbla.

1 ‘What was given as a donation?’. It is customary both in India and Surinam to make gifts to

priests and the poor on sacred days and after the sacred baths in rivers etc.

2 Compare line | with line Il of song No. 7 on Krsna. See also note 2 on p. 23.
3 This song is for a manautr, see p. 23.

Usharbudh Arya, Ritual songs and folksongs of the Hindus of Surinam



115

B

I. On all four sides clay lamps burn and in the centre (thereof) an infertile woman fills (i.e.
draws) the cauk (designs).’

Il. (She prays:) O God, fill my lap (with a child) (so that my) title of a b3jh” may be removed;
oh, oh.

60 Jharra [Paramaribo, 1967)]
A3

I. aba chofi mofi khiraki candana chiraki jhimi jhimi ar bayariya re hay
Il. kéi biricha tale bhijata hdihaj hasana husain dong bhaiya re hay

B

I. nadiya kinare eka semal maliya lagaye phulavariya
Il. e maiya tore desa ke sugana phula hare liye jatu haj
lll. phula ke Gpara khiuna tapakai is bakhata hamare koi nahj

A

I. Now, a tiny little window, sprinkled with the sandal (essence) (is there); (then) there
came a little breeze with a drizzle, oh!
Il. Under which tree must the two brothers, Hasan and Husain, be getting wet, oh?!

N

On cauk see pp. 14 ff. Any designs made at the {3zia are not known.

2 Cp. song No. 5, line XXIII.

3 Cp. ‘rimajhima rimajhima meha barisale pavana bahe puravai, kavane biricha tare bhijata
hoihaj rama lakhana dino bhar on the brothers Rama and Laksmana: D. Simha ('44: 469).
See also p. 23 and note on song No. 59.A.
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B

. On the bank of the river there is a semal' tree (where) a gardener is cultivating a flower

garden.
Oh gardener, the parrots of your country are robbing and taking away the flowers.

On the flower (there) drips blood;1 at this time no one is® ours.

61 Pacra i [Nieuw Nickerie, 1967]

To

l.
1.
II.
V.
V.

Durga
dharamai dharama binag tuhe mata na jane devi kauna rtpa haj
sonava ke duraga motfi laye agiya rlpana jhalara lagi
kaha devi tyha badhali cduriya kaha lihai autara
higalaja devi janama bhaye haj kamaru lihau autara
bindvavana me bani hai cauriya mathava navaye sansar
Totally according to duty3 do | pray to you, mother; it is not known* what form the
goddess has.
- Durga has brought’® gold or pearls (and there) is a lace of silver attached to (her) blouse.
Goddess, where have you (had) your altar® built and where have’ you incarnated?
1 The semal flowers are red.
2 Thatis, ‘we have no one to save or help us’.
3 Another meaning suggests itself to the mind: ‘I pray to the goddess in each object because
it is not known what is her real form’.
4 |diomatically translated, ‘who knows’.
5 Perhaps, lagaye, ‘has it affixed’ (knit together, interwoven, embroidered).
6 S. catvara, a raised platform, sthandila; see p. 25.
7 Inthe original, actually, third person future, ‘shall incarnate’.
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IV. The goddess has taken birth at Hingalaj' and (her) incarnation (has taken place) in

= - 2
Kamarupa.

V. The altar has been built in Vindyavana;® the (whole) world bows the head.

62 Pacra ii [Ansoe, 1967]
To Parvati as Mahamaya'

sumaray adi bhavani maha re maya
pahale maj sumiray rama se lachamana, sita guhane laga jau

are maha re maya

adhe ke nadiya nira bahatu hai adhe ganga jala nhay

are maha re maya

. adhara ke gkhiya daiho korhiya ke kaya

are maha re maya

bajhani ke puta diho khilave maha maya

are maha re maya

Satyendra ('49: 377), explaining ‘hingalaj ki isurf (the goddess of Hinglaj) in a song, states:
‘Hingulaj is in Bilochistan (West Pakistan: author), about twenty miles from the sea shore at
the bank of the river Aghor or Hingul or Hingula, in a corner of a mountain called ‘Hingula'. 1t
is one of the pithas of Devi. Here the brahma-randhra (fontanelle) of the ‘Satr had fallen. Here
Durga is known as the Mahamaya or Kottarr. For a long time now this famous shrine is
maintained by the Muslims as a sacred place of their Pirs. See also the song about the worship
of Hinglaj by Emperor Akbar (H.S.B.l. Chatfisgarht: 289).

Perhaps Kamaksa temple, the centre of the tantric worship and an important pitha of Saktiin
Assam.

It is not clear whether this is Vrndavana or Vindhyavana. If Vrndavana, it is not certain which
temple is meant, unless it is the pedestal of TulasT (see p. 40), which is also called Vrndavana
(vide Kosambi '62: 56). On the other hand there is an important pitha of Saktiin the Vindhya
hills near Mirzapur which seems more likely to have been meant here as it is in the homeland
of the immigrants.

Cp. Lines IV-V, T.L. Sastr ('62: 77).
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l. | remember the Parvati of the Origin,’ the Great Maya.
Il. First | remember Rama (and) then Laksmana; | attach (myself) to Sita's side -
O, the Great Maya.
lll. In one half of the river (just ordinary) water flows (and in the other) half (one) bathes
in the (sacred) water of (the river) Ganga -
O, the Great Maya.
IV. You would give eyes to the blind and (a wholesome) body to the leper -
O, the Great Maya.
V. You would give a son to the infertile woman. (It is the) Great Maya that causes (one
to) play 2
O, the Great Maya.

63 Pacra iii [Paramaribo, 1967]
To parvati as Sitala’

I. jau maj janatyy bhavani maiya yahi bate aihai ho
[jau maj janatyy (s1tala) maiya yahi bate aihai ho]

Il. maiya rahiya me sagara khanavatyy daphaiya marati avatyu ho
lll. jau maj janatyy sitala maiya yahi bate aihai ho

IV. maiya rahiyai me bagiya lagavatiyy jure jure avatiyu ho

V. jau hama janatyy sitala maiya yahi bate aihai ho

VI. maiya rahiya me baniya basavatyy lavaniya lai carhavatiyy ho
VII. jau hama janatyy sitala maiya, are ho bhavani maiya aihau ho

1 This is the most philosophical aspect of the mother goddess, as the origin of the universe,
the first material principle, the Saktiof God, prakrtiin the Sarikhya, and maya in the Vedanta.
Re, Rama as Siva and Sita as Parvati, vide p. 34 and song No. 19.

2 Khilana: when the worshipper is possessed by the goddess (vide p. 26) his movements are
known as kheln3, for it is the play of the goddess.

3 Cp. D. Simha ('44: 48-49).
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maiya rahiya me ahira basavatyy daheriya lai ke carhavatiyy ho

jau hama janatyy satay maiya yahi bate aihdu ho

maiya rahiya me ahelava basavatyy badhaiya lai bajavatiyy ho

jau hama janatyy bhavani maiya, are ho sitala maiya, ehi bate dihdu ho
maiya rahiya me pasiyava basavatyy chavanava lai carhavatiyy ho

Had | known, mother Parvati (Sital), that you would come by this route -

Mother, | would have had a pond dug on the way (so that) you would have come taking
dips (in it).

Had | known, mother Sitala, that you would come by this route -

Mother, | would have had a garden grown on the way so you would have come in the
cool (shades).

Had | known, mother Sitala, that you would come by this route -

Mother, | would have settled a shopkeeper on the way and taking cloves (from him) |
would have made an offering (thereof to you).

Had | known, mother Sitala, O mother Parvati, that you would come -

Mother, | would have settled a cowherd on the way and taking yoghurt (from him) |
would have made an offering (thereof to you).

Had | known, all seven mothers," you would come by this route -

| would have settled a hunter” on the way and taking the killed (creature from him) |
would have made an offering (thereof to you).

For the seven deities of small-pox, the seven Sitala sisters, see p. 25.

Badhaiya bajavatiyy (1 would have made congratulatory music played) seems to have no
connection with the presence of an aheliya, a hunter. Hence, badhaiya (from S. vadha) must
mean the killed creature, and perhaps the singer meant badhaiya carhavatiyy (I would have
made an offering of the killed creature) or, badhavatiyy.
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XI. Had | known, mother Parvati, O mother Sitala, that you would come by this route -
XIl. | would have settled a pasi' on the way and taking” a a thatch (from him) | would have

made an offering (thereof to you).

64 Pacra iv [Nieuw Nickerie, 1967]
To Dih’

A

N

ratha sajo diha ratha sajo; rathava sajata bhai der
purabdi disa se cale haj dih raja, dharati badarava akulay
kahai ke dharati badarava akulailai, ham jave sevak guhar

B

dihava lagau sahay; dharam sevakava tuhaj binai kare

. kaunahj phulava dihava lobhay gailai; kahava lagayo itani der

A

. Prepare the chariot, Dih, prepare the chariot; delay took place in preparing the chariot.
Il
Il

The king Dih has started out from the East; the earth and clouds get restless.
Why are the earth and crowds getting restless? | am going at the call of (my) servant.

A low caste. They often worked as labourers to thatch huts etc.

2 It should probably be chavanava lai chavavatiyy (1 would have caused a thatch to be made).
3 These songs are reminiscent of the dvahana in classical ritual. See also Grierson (J.R.A.S.

1886: 220) and K. Upadhyaya ('54: 443).
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I. Dih, be (our) company as a helper - the dutiful servant prays to you.
II. By what flower (on the way) has Dih been tempted? Where has he (been) delayed so
long?

65 Tona (Incantations) [ The Hague in the Netherlands, 1966, Nieuw
Nickerie, 1967]
To brush off the effects of the evil eye from a person

I. pipre ka pat bargade ka tona
Il. ' . jhare apana tona
[ll. dohai lona camarin ki
IV. dohar bajarang ball ki
V. dohai mahadev ji ki
VI. dohar gaura parbati ki
VII. dohar paco pandavg ki
VIII. dohar paco parica ki
IX. dohar guru paramesvar Ki -

cha!?

I. The leaf of pipal, the (magical) influence of vata.
Il Such and such® brushes off his (magical) influence.
. In the name of Lona camarin.®

IV. In the name of the steel-limbed,* strong one.

V. In the name of Mahadeva.’
VI. In the name of Gauri Parvatr.

N

The name of the person concerned.

2 At this the ojha brushes the person. (See p. 14). There are different methods for different
problems or diseases.

See p. 37

Hanumén who has the limbs of vajra, steel or diamond, the motif of strength.

Siva.

abhw
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In the name of the five Pandavas.

In the name of the five jurymen.’
In the name of the Guru, the Supreme Lord.

Touch!?

66 Bhajan i [The Hague in the Netherlands, 1966]

bhajana bina baila birana hdiho

dhobrt ke ghara gadaha héiho ladiyana lada laddiho

hota bhinasara dande khaiho hippo hippo karata pahycaiho
bhajana bina...

natava ke ghara badara hdiho naka kana chidavaiho

bica sabha me khisa niporiho apana bharama gavaiho
bhajana bina

. Without devotion you will be (born) a crazy bull.
. You will be (born) a donkey in the house of a washerman; you will be loaded with loads

(of laundry);

. At the coming of morning you will be beaten with sticks and you will carry the burden

to destination with many a bray.
Without devotion...

- You will be (born) a monkey in the house of a showman?® and you will have (your) nose

and ears pierced;

In the middle of a gathering you will show your teeth* and lose your illusions.’
Without devotion...

Paric, the five members of a council which arbitrates and dispenses justice.

2 See page 121, note 2.
3 Nata, a caste of showmen. Some of them also give shows with trained animals, including

monkeys, on the roadside. The nose and ears of the monkeys are pierced for ornaments.

4 In a semblance of laughter or annoyance, as demonstrated by these show monkeys.
5 “You will be thoroughly disillusioned’.
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67 Bhajan ii [Ansoe, 1962]

A (Sumiran: doha)

I. satya bacan aura dinata para tiya mata saman
Il. itane me hari na mile tulasi hai jhatha jaban

B (The Bhajan)

I. basau tu hamare hirday me sarada mar
Il. sursati more hirday basihai bhula ghana batar
lll. dhaulagiri para banala cautara tero kirati maiya tinQ jaga thar
basau hamare...
IV. devi ke agana pipar sohaj bata sohaj pachavare
V. sone ke chatara bhavana par sohaj lala dhuja me...1 phaharai
basau tu...

A

I. Truthful speech and meekness, (beholding) another's woman as mother -
. If just by this God is not met, (says) Tulasidasa, then one's word is untrue.’

B

l. Mother Sarasvati,’ abide in my heart.
Il. Sarasvati will abide in my heart (and) tell (me) the forgotten knowledge.
. (Her) altar is built on Dhaulgiri.* Mother, your repute is spread throughout the three
realms.
Abide in my heart...

N

The words are not clear in our tape.

2 If one says that he practised all these and yet did not find God, he is speaking untruth
somewhere.

3 Here, Sarasvatiis identified with the general mother goddess. The prayer is to Sarasvati, the
goddess of wisdom, but the description given in the song applies to Devi, the general mother
goddess.

4 Seep. 36.
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IV. In the courtyard of the goddess the pipal trees appear beautiful (and) at the back (of

the shrine) the vata trees appear beautiful.

V. The gold parasols appear beautiful on the building, and on the red flag flutter..."

Abide in my heart...

On myths and legends
68 The romantic aspect of krsna’ [Nieuw Nickerie, 1967]

[l
V.

V.
VI

VII.
VIII.

N

radhe ji ki ungarm me dasa liyo kaliya nag

baba nanda ji ke baga me jhala jhale jay, maj to jhala jhila raht naga danka dasakaye
radhe jrk...

naga danka ungarin me maryo giri dharana dhaharay

aiso radha pari dharana par tana ki khabara ita nay
radhe jr k...

eka sakhi ika narT dekhe duji kara rahi byar

tiji sakhi ika jala bhara 1ai cautht baida ghara jay
radhe jr ki

bare nanda ghara bare bayagi unahj ke baida bulava

aya baida agana bhayo tharo ghiyghata me musakay
radhe jr k...

sura syama bali asa carana ki hari caranana dhara dhyan

krisna mile to radha jivai na tana tajata piran
radhe jr ki

- The Ké\liya3 snake bit Radhajr's finger.

The words are not clear in our tape.

2 Inthe song Radha plays a trick to meet Krsna whom she is, probably, forbidden to meet. She

pretends that she has been bitten by a snake. One of her friends helps her by suggesting that
there is a good physician in Nanda's home; who else but Krsna? He arrives disguised as a
physician and saves Radha's life, who would die if she did not see her lover.

3 In the classical myths, Krsna danced on the head of the Kaliya and subdued him.
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- -1 am going (with the intention) to swing on a swing in father Nanda's garden;' | am

swinging on the swing and the snake bites (with its) fang.
Radhajr's finger...
The snake bit in the finger with the fang; She fell on the ground with a dizziness;
Radha so fell on the ground that (she has) no consciousness of (the state of her) body.
Radhajr's finger...

. One sakhi examines a vein, another fans the breeze;
VI.

The third sakhifilled and fetched some water, (and) the fourth goes to the house of a
physician.
Radhajr's finger...
- In the home of big Nanda there is a great expert, call him alone as a physician;
The physician came and stood in the courtyard, (and Radha) smiles inside the veil.
Radhajr's finger...
(Says) Suradasa (regarding) Krsna, there is great hope of (finding refuge at his) feet
(by) meditating on the feet of Hari.
If Krsna is met (only) then Radha would survive; (if) not, (then) her body (would) give
up the breath.

69 Conversation between Sita and Mandodari’ [Ansoe, 1962]

siya ji ke milane madodara ayo re, siya ji ke milane

ke kara tu ho bart dular ke kara suta byauhari re

nama tumhare kahu kekare purusa sanga ayo
siya ji ke...

Nanda's garden is purely metaphorical here; she could not have been swinging in Nanda's
garden, see lines VIl and VIII.

Cp. Conversation between Mandodari, taking Rama's side, and Ravana: R. Tripatht ('29:
487).
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raja janak ke bari dular dasaratha suta byauhari re

nama hamaro mata janaki tyharo radapa dekhana ayo
siya ji ke...

kumbhakaran as betd hamare bir bharata as bhar

das mastaka ke jodha hamaro ka karihaj tapasiya dong bhar
siya ji ke...

lachan kyvar as devar hamaro bir bharat as bhar

siya ji ke...

. tulasidasa bhajo bhagavana hari caranana cita Iai re
XI.

lanka ke nasa kara ajodhya me jai
siya ji ke...

. Mandodari came to meet Sitaji; to meet Sitaji.
Il.
Il
V.

- Whose very darling daughter are you (and) married to whose son?

What is your name and with whose man have you come (here)?

- (I am the) very darling daughter of the king Janaka, married to the son of Dasaratha.
My name is mother Janaki (and 1) have come to see your widowhood.

- Ours is a son like Kumbhakarna' (and) a brother like Bharata;1

Having ten heads (Ravana) is our warrior; what will the two ascetic brothers do (before
them)?

- Mine is a devar like prince Laksmana, (who has) a brother like brave Bharata;
Ours’ is a leader like Hanuman; Lanka will burn to ashes in a moment -

(Says) Tulasidasa, worship God Hari, fixing the mind on (His) feet -

Who destroys Lanka and goes (back) to Ayodhya.

1 There must be some confusion in the singers' mind. According to the epic, Kumbhakarna was
Ravana's brother and Bharata was Rama's brother.
2 ‘Ours’ and ‘mine’ are often interchangeable in the language of these songs.
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70 On Bali and Visnu in Vamana incarnation’ [Nieuw Nickerie, 1967)

l.
Il.
[l
V.
V.
VI

raja mata de dana jami ko
ya hi ne harinakusa maryo duniya desa dhuni ko
ya bamhana ki choto mati jane U to chaliya desa duni ko
ya hi ne haricanda chalyau hai nira bharyo bhangi ko
ya hi ne moradhvaja chalyo hai laye sera bani ko
ya hi ne raja ravana maryo jodha lankapuri ko
raja mata de...

King, do not make a gift of the land.

. This very one killed Hiranyakasipu: (when) the (whole) world was a country of that

dedicated one.?

. Do not take this Brahmana (to be) little; he is a (well-known) crook of the country (and

the) world.

- This very one has cheated Hariscandra® who (had to) fetch water for a sweeper.

- This very one has cheated Mayiradhvaja* (having) brought a lion of the forest.
. This very one killed the king Ravana, the warrior of the city of Lanka.

King, do not make...

See p. 35. During the Vamana incarnation Visnu, in the form of a dwarf brahmin, begged Bali,
the powerful demon king, for the amount of land he would cover in three steps. Sukra, the
guru of the raksasas, advised Bali not to make the gift. See VP. |. 19.52 also.

2 Hiranyakasipu, the father of Prahlada, was killed by Visnu in the nrsimha (man-lion) incarnation.

It appears that the singer has confused his lines; the second half of the line V should be here.
For Prahlada and Hiranyakasipu, see VP. |. chapters 16 ff.

3 See on song No. 46.
4 ‘He whose flag bears the sign of a peacock’, a name of Bana. Banasura's daughter, Us3a, fell

in love with Aniruddha, Krsna's grandson, whom the girl's father tried to kill, which resulted
in a war and the destruction of Bana's kingdom.
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The caste songs and worksongs
71 i. Kyharava (of the potters) [Parapasi, 1967]

On a religious theme'

I. kevala mukha hari bhajane kai diya
Il. gorava kahe hama duniya me bharamab; datava kahe ham anara ke biya
kevala mukha...
lll. hathava kahe ham dana jo debai; datava...
kevala mukha...
IV. othava kahe ham panava jo kucabai; datava...
kevala mukha...
V. nakuna kahe ham sugava ke thyrava; datava...
kevala mukha...
VI. agkhiya kahe ham duniya me dekhab; datava...
kevala mukha...
VII. mathava kahe ham dhaulagiri paharava; datava...
kevala mukha...
VIII. sura syama bali asa carana ke; unhar carana cita laya
kevala mukha...

I. Only the mouth is given to worship God

Il. The foot® says: | shall wander through the whole world; the tooth says: | am a
pomegranate seed;
Only the mouth...
lll. The hand says: | shall give what (is known as) gift; the tooth...
Only the mouth...

1 The other kyharavas (or, kumharavas) recorded include (1) a song in which, while turning his
wheel, the potter remembers his beloved's beauty, (2) one dealing with the story of Sravana
Kumara with a version requiring the making of a special type of pot, and (3) a curious song
with borrowed dohas plus a refrain.

2 Or, leg.
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IV. The lip says: | shall chew the betel leaf; the tooth...
Only the mouth...
V. The nose says: | am a parrot's beak; the tooth...
Only the mouth...
VI. The eye says: | shall see (everything) in the world; the tooth...
Only the mouth...
VII. The forehead says: | am the Dhaulgiri’ mountain; the tooth...
Only the mouth...
VIIl. (Says) Suradasa, regarding Krsna, there is great hope of (His) feet; (He) brought His
mind only to His feet.
Only the mouth...

72 ii. Kaharava (of the water-carriers) [The Hague in the
Netherlands, 1966]

I. jala bhara ke janaki lavata hai
Il. kethuvana ke tert gagar ghéilava, kethuvana ke dehari bajavata hai - jala bhara ke...
lll. sonana ke more gagari ghailava, raghuvara ke dehri bajavata hai - jala bhara ke...

I. Sita fills and fetches water.
Il. - Of what are your pitcher and vessel” (made) (and) at whose doorstep do they keep
sound*?

lll. - Of gold are my pitcher and the vessel; they keep sound at the doorstep of the best
of Raghus (i.e. Rama).

1 Seep. 36.

2 Gagariis a metal pitcher, ghara is made of clay.

3 Bajanaidiomatically also means to have one's presence registered in the course of a duty.
‘At whose doorstep do you carry out the duty of fetching water?’
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73 iii. Dhobiya Biraha' [Paramaribo, 1967]

l.
Il.
[l
V.

mofl mofi rotiya poyau baraithin, bhinahj jabai dhobi ghata
tina cija mata bhulihau baraithin, hukka tamakhu aga
dhobiya cala reha ka, panco; aile badariya gher

ycava se dhobina pukare; lavau gadahava pher

You should bake thick ro_z‘/’s,2 good lady; I shall go to the washerman's ghat early in the
morning.

- You must not forget three things, good lady, hugqa,® tobacco and fire.
Il
V.

Jurymen, the washerman started out on (his) way; the cloud came hovering.
The washerwoman calls from high; turn the donkey (and) bring (it) back.

74 iv. Bhat (singer and dancer) seeking his payment [Paramaribo,
1967]

l.
II.
[l
V.

sumini sima se byaha bhaye; chatakai dhana ke dare haj sukhauva

jaba giddhana ke ghara halla uthe; jaba kauvana ke ghara baje badhauva
mai dulle puta baratai; siyara bajavata dhadhuka thaiya

aba sUmini mara pasaya rahr; jaha, buri mare sarhe cara sau kauva

1 Line II: cp. K. Upadhyaya ('60: 213).
2 Flat, thin bread like a pancake cooked without oil.
3 The Indian smoking vessel.
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- A miser woman got married to a miser man; they have thrown only a few ounces' of
paddy for comfort (as an excuse for a gift).

. When sounds (of celebrations) rise in the home of vultures, when congratulatory music
plays in the home of crows;

- (When) mother is the bridegroom and the son the wedding party2 (and) jackals play

the rhythms of the instruments.’

Now the miser woman is giving away rice-water into which four and a half hundred

crows were drowned and died.

75 The tattoo song’ [Nieuw Nickerie, 1967]

l.
Il.
[l
V.
V.

N

galiya ke galiya phirale natovava; kohi savara godana godéaihaj re savaliya
apane mahaliya se nanadi pukare; more bhauji godana godéaihaj re savaliya
kiya liho natlava sauva kodauva; kiya ltho nanadi hamara re savaliya

agiya lagavay savara sauva kodauva; hama lebai nanadi tuhara re savaliya
hara joti aile kudariya gori aile; baithele mathava nivay re savaliya

Chatak. a small measure, one-sixteenth of a kilogram.

Perhaps it is the other way round: where the son is the bridegroom and mother alone is the
total wedding party.

According to D. Simha ('44: 296) dhddhuk is the larger of the nagara drums. Thaiyais a
drumbeat.

The song may be summarised thus: the tattoo artist is making his round of the neighbourhood
when he is called to render his services. A married woman has herself tattooed and then
offers her husband's sister as a fee. When the husband returns home from his daily work, not
finding his sister at home, he goes out looking for her. He finds the tattoo artist and asks him
to give his sister back in return for a basketful of gold but he is rebuffed, for the girl is now the
tattooer's properly wedded wife and was, at the first place, given as his proper fee. It is probable
that this was the bhaujars way of getting rid of her nanad. On the real purpose of the song
see p. 26.

Cp. Archer and Prasad ('43: 208) with the stobha-refrain: more hari ke 1al, also our recording
from Guyana.
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maiya maj dekhyay dhaniya maj dekhyay; nahj dekhyay re bahini hamara re savaliya
tohare bahini prabhu natuva ke bhukhala; U to géile natuva ke satha re savaliya

lavo na dhaniya re hathe ke chariyava; bahini khojana hama jaba re savaliya

eka bana gaile dusara bana géile; tisare me netuva bhjtana re savaliya

levo na natlia re dala bhari sonava; chori devo bahini hamara re savaliya

agiya lagaq tore dala bhari sonava; 1to bafl biyahi hamara re savaliya

tore dhaniya re godana godaile hama to leli godana ke dana re savaliya

- The nata' made (his) round (from) street to street (shouting:) is there a beautiful one”

who would have a design tattooed?’
A nanad calls from her palace: my bhéuji will have a design tattooed.

- Would you take, O nata, (some) sauv:gl'4 or kodg’ or would you (rather) take my nanad’
(as your fee)?

- - Beautiful one, | would put fire to sauva and kodg; | would take your nanad.®

(The man of the house) returned after ploughing (with a) plough; he returned after
digging (with a) shovel; he sat down with his forehead bowed.

- | have seen mother, | have seen (my) precious one; | have not seen my sister.

- Your sister, lord, was hungry for a nata; she has gone with the nata.

- Bring (me, won't you?) the stick (which | carry in my) hand; | shall go to search for
(my) sister.

N

Natua, a caste who do tattooing by going round the villages and towns.

2 Savar (S. syama), a young beauty.

3 Savaliya at the end of the line is merely a stobha or an aid to rhyme, addressing the listener
as ‘beloved’.

A coarse grain (S. syamaka).

A coarse grain.

In another version: nanadi javan (youthful nanad).

(o2& I -
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IX. He went (through) one wilderness’ (and) went through the second wilderness; in the
third the nata was met.

X. - Take, oh nata, a basketful of gold; leave my sister (and) give (her back to me).

XI. -1 would set fire to your basketful of gold; she is my wedded one.

XIl. Your precious one had a design tattooed and | took (your sister as) (my) fees.’

[Other songs] Titillas
76 Pisauni [Paramaribo, 1965]
An unwanted pregnancy’

I. jhine jhine gehiia re base kéi delariya ho
Il. nanadi bhauji gohia pisgi ho ram
[ll. nahj pare khikiya nahj re nikase pisana ho
IV. nanadi bhaujiya muthiya thamaj ho ram
V. maj to se ptichid meri maina are nanadiya re
VI. kahe tori myhava hai piyara ho ram
VII. are baba ke bakhariya bhauji haradi pisati rahyay
VIII. haradi chitakiya myhava piyara ho ram
IX. maj to se puchiu more maina are nanadiya re
X. kahe tore chatiya hai savara ho ram
XI. are baba ke bakhariya bhauji bathull majafi rahyay
XIl. bathull chitakiya chatiya savara ho ram
XIll. maij to se puchiy more maina are nanadiya re
XIV. kahe tora petava phulala ho ram

N

Ban, in the folksongs, a wilderness between two villages. S. vana means simply a forest.

2 Dan, in this case not a donation.

3 Cp. D. Simha ('44: 150-152); K. Upadhyaya ('60: 194, 274). Line I: Cp. R. Tripatht ('29: 264);
D. Simha ('44: 132, 170 etc.).
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baba ke bakhariya bhauji rotiya povati rahyay
rotiya mahakiya petava phulala ho ram.

(There are) tiny little wheat (grains) in a basket (made of) cane.

Nanad and bhéujTare grinding wheat (in a handmill).’

The fistful (of grain) is not going in (for a while), nor is the flour coming out;

Nanad and bhauji are holding back (their) fists.
- -1 ask you, my Maina,” my nanad -
VI.

Why is your face pale?
- O, I had been grinding turmeric in father's storehouse, O bhéauji -

(By) the turmeric having been spilled, (my) face (got) pale.

- | ask you, my Maina, my nanad -

- O, I had been washing wares in father's storehouse -

(By) the ware (which was sooty) having slipped (my) breast (got) dark.

- | ask you, my Maina, my nanad -
Why is your tummy swollen?
- | had been baking rofiin father's storehouse -

(By) the roti having scattered its fragrance my stomach (has) swelled.

77 Pisauni ii [Paramaribo, 1965]
The suicide of a maltreated daughter-in-law’

sera bhara gohuva dihina hamare sasu ho na

Il. bauhara calahu na pise pisanava ho na

N

Ho ram, a stobha and an aid to rhyme.

A name. There are other songs regarding a person of this name e.g. Grierson (J.R.A.S. 1884:
237-238).

Lines VII-VIII: re. the woes of an infertile woman cp. B. Upadhyaya ('54: 85); K. Upadhyaya
('60: 240).
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kuti pisi jaba pisana liyavai ho na
sasu tdulo na apane pisanava ho na

rama ho apu prabhu dhare pura serava ho na
sasu mare ucava nanada nice girava ho na
rama ho apu prabhu devaj taravariya ho na
ehi re biragava dhana ghaila uthavai ho na
rama ho paniya ke géile sagara talava ho na
ghaila to bhari bhari dhare haj jagatiya ho na
rama ho cira chori paithe nahai ho na

ika bura burale dusara bura burale ho na
rama ho tisare me gaile tara burava ho na

- My mother-in-law gave (me) a full kilo of wheat:"'
II.
[l

A2
- The mother-in-law places the kilo (weight) and the nanad two kilos®
VI.

VII.
VIII.
IX.

- Daughter-in-law, come on (won't you?) (to) grind (the wheat into) flour.

After grinding” when | bring the flour (I say):
Mother-in-law, weigh up (won't you?) your flour.

1(And) the lord himself places a complete kilo.
The mother-in-law pushes upwards, the nanad pushes downwards.
The lord himself gives (a hit with a) sword.

In this very mood of disenchantment the precious one” took up (her) pitcher;
(And) (she) went away to (fetch) water (from the) lake or the pond.

Having filled the pitchers (she) placed4 (them) on the platform -

(She) took off (her) clothes and took* a dip, bathing.
(She) took one dip, took the second dip -
In the third (dip) she drowned (herself) in the pond.

Ho na and rama ho, stobhas.

Kuti pisT. a twin-word; after crushing, grinding and so on.
That is, inaccurate weights.

These are in the present tense in the text.

AOON -
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Titilla 11l
78 Ropant and Niral i1 [Paramaribo, 1965]
Consequences of an incestuous suggestion’

l.

Il.
[l
V.
V.
VI
VII.
VIII.
IX.

1

satau bhaiya ke runavali bahiniya ho ram

s6i runavali bhaill paniharini ho ram

are bhari bhari ghéila runavali dhara lina jagatiya ho
k&1 more ghéila uthavahi ho ram

are ghorava carhala ave jaisala birana ho

ohi more ghéila uthavai ho ram

are ghaila uthavata more chuti gai gcarava ho
birana ke pari gai najariya ho ram

are ghorava to badhe bhaiya ghore ghora raséiya re

The story in the song needs to be summarised. Brother Jaisal's glance falls on the body of
his sister as he helps her to lift up her pitcher of water. His mother and bhaujai, always a
devar's confidante, fail to dissuade him from his resolve to marry his own sister; he just lies
there on a bed and refuses to get up till his demand is acceded to. Finally, Runvali, the sister,
agrees to marry him. He makes arrangements for her bridal apparel etc. and finally carries
her away in a bridal palanquin. As she passes her father's garden and the pond, she asks
the palanquin-carriers to stop so that she may visit her father's garden and the pool for the
last time. However, she goes to the pond and drowns herself. The last lines of the song seem
to convey an indirect meaning: even her dead body cannot be caught in Jaisal's net; only her
father, happy at the way the family's honour has been saved, finally manages to fish her out.
The brother is left with repentance. Cp. Grierson (J.R.A.S. 1886: 249-250) where the brother's
name is Hansaraj. Other authors record a song very similar to this one but without an
incestuous suggestion [also recorded by us in Nieuw Nickerie and Guyana] in which one
Mirza tries to kidnap the girl and her brother tries to save her. Brother's name as Horil Singh:
Grierson (J.R.A.S. 1884: 239); Jay Singh: R. Tripatht ('29: 334-339; 368-380 several versions
from various districts); the girl's name Kusuma and the brother's name Gangaram: B.
Upadhyaya ('54: 50-51). Another version on Mirza (H.S.B.I. Avadht: 195).

Line X motif in many of our recordings; cp. also R. Tripathr ('29: 17).

Lines XXXI-XXXIV motif in many of our recordings; also Grierson (J.R.A.S. 1884: 240).
Lines XXXV-XXXVIII, re. ban, vide song No. 75 and many of our recordings; Cp. S. Anila ('57:
248).

Lines XLVI-IL, besides the Mirza songs, Cp. D. Simha ('58: 109, 110).
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X. sutale cadariya myhava dhaki ho ram
XI. are pani datuini 1ai ke maiya jagavai ho
XIl. utho beta karo dattiniya ho ram
XIll. kéise maj karay vohi datuiniya ho
XIV. runavali se raco more biyahava ho ram
XV. ka tuhy jaisara tuhari akiliya ho
XVI. dhiyava se hdihaj more patohiya ho ram
XVII. are pani datuini 1ai ke bhauji jagavaj
XVIII. utho babu karo datuliniya ho ram
XIX. kaise maj karay bhauji yahi datliniya ho
XX. runavali se raco mora biyahava ho ram
XXI. are ka tuhy jaisara tuhari akiliya ho
XXII. are nanadi se hdihaj devaraniya ho ram
XXIII. pant dattini 1ai ke runavali jagavai
XXIV. utho bhaiya karo datiiniya ho ram
XXV. kéise maj karay runavala yahi re datiiniya ho
XXVI. tuma hi se raco more biyahava ho ram
XXVII. jau tuhy birana re hama se lobhéilo
XXVIII. gore mure gahana garhavau ho ram
XXIX. jau tuhy birana re hama se lobhailyo ho
XXX. hall bege kapara besah&u ho ram
XXXI. hasi hasi jaisara gahana garhavai
XXXII. r6i réi pahirai runavala bahini ho ram
XXXII. hasi hasi jéisara doliya phanavai
XXXIV. roi réi baithai runavala bahini ho ram
XXXV. eka bana gaill dusara bana gaili re
XXXVI. tisare me baba ke bagiyava ho ram
XXXVII. eka bana géile dusara bana gaili ho
XXXVIII. tisare me baba kai sagarava ho ram
XXXIX. hina eka doriya thamao bhaiya kahara ho
XL. dekhi léi baba ke sagarava ho ram
XLI. cali calo runavali cali calo dhaniya ho
XLII. calalai maj bagiya lagaiba ho ram
XLII. calate maj sagara khanaiba ho ram
XLIV. tuhara sagarava bhaiya niti uthi dekhabai ho
XLV. baba ke sagarava dulabha héihai ho ram
XLVI. roi roi jaisara jaliya daravai
XLVII. nikarai ghgghiya sevarava ho ram
XLVIII. are hasi hasi bappai re jaliya daravaj
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IL. nikarale runavali bahiniya ho ram
L. jau maj janatyay runavala disa chala kariho re
LI. nahj maj karatyay biyahava ho ram

I. Of seven brothers (there is one) sister (hamed) Runavali.

Il. This very Runavali became a water-fetcher (i.e., went to fetch water).
lll. Runavali filled the pitchers and placed them one by one on the platform.
IV. - May someone (help to) lift my pitchers (onto my head).

V. Brother Jaisal is coming mounted on a horse,

VI. (Itis he (who)) would (help to) lift my pitchers.
VII. While lifting up the pitchers, my ancala slipped off,
VIII. (and) the brother's glance fell (on me).
IX. The brother tied the horse up with a rope which ties the horse -
X. (and) lay down having covered his face with a sheet.

Xl The mother (tries to) wake (him), with water and toothbrush' held (in her hand):

XIl. - Get up, son, and wash your mouth.’
XIlIl. - How shall | wash my mouth (so)?
XIV. Arrange (first) my marriage with Runavali.

XV. s your intelligence just like you,® Jaisar?
XVI. Is (she) from daughter going to be my daughter-in-law?

XVII. The bhéuji (tries to) wake (him) with water and toothbrush' held (in her hand):

XVII. _ Get up, babd,* and wash your mouth?
XIX. - How shall | wash my mouth (so)?
XX. Arrange (first) my marriage with Runavali.
XXI. - s your intelligence just like you, Jaisar?

XXIl. |s (she) from nanad going to be my devarani?®
XXIII. Runavali (tries to) wake (him) with water and toothbrush held (in her hand):

1 Seen.1,p.52.

2 Videnote 1, p. 52.

3 There seems to be an attempt at punning here: Jaisaris the name and tuhy jaistwould mean
‘like you'.

4 A vocative of respectful endearment.

5 Wife of devar, the husband's younger brother.
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XXIV. - Get up, brother, and wash your mouth.
XXV. - How shall | wash my mouth (so)?
XXVI. Arrange (first) my marriage with yourself.
XXVII. - If, brother, you are tempted with me -
XXVIII. (Arrange to) have jewellery made (for me) from head to foot.
XXIX. If, brother, you are tempted with me -
XXX. Soon, quickly, (arrange to) buy (suitable) clothing (for my wedding).
XXXI. With repeated laughter (of happiness) does Jaisar (arrange to) have the jewellery
made;
XXXII. Sister Runavali wears (it) constantly crying.
XXXIII. With repeated laughter (of happiness) Jaisar (helps her to) mount the palanquin;
XXXIV. Sister Runavali (climbs in and) sits constantly crying.
XXXV. (She) passed through one wilderness, (and) passed through the second wilderness;
XXXVI. In the third one (there is) father's garden.
XXXVII. (She) passed through one wilderness, (and) passed through the second wilderness;

XXXVIIL. |n the third one (there is) father's lake.'

XXXIX. - Brother kahars,’ stop the palanquin just for a moment;
XL. Let (me) see father's lake (before departure).
XLI. - Come on along, Runavali; come on along, precious one;

XLIL | will have a garden planted (immediately) upon arrival.’

XLIL | will have a lake dug (immediately) upon arrival.®
XLIV. - Your lake, brother, | will see regularly upon getting up (every morning);
XLV. Father's lake will be difficult to get (to see).
XLVI. With repeated cries Jaisar has the net thrown in (to the lake);
XLVII. (There) emerge (only) snails and moss.
XLVIII. With repeated laughter father has the net thrown in to the lake);
IL. (And) sister Runavali ('s dead body) came out.

1 Sagara, a pond or a lake. S. sgara: ocean.
2 The palanquin-bearers, in this case; by caste, the water-fetchers.
3 Calalai, Bhojpurr; calate or calatai, Avadhi.
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L. Had | known, Runavali, that you would deceive (me) so;
LI. 1 would not have undertaken (this) marriage.

79 Birahas i [The Hague in the Netherlands, party from Meerzorg,
and Nieuw Nickerie, 1967]

The definition of a Biraha’

I. na biraha ke khefi bari (re jora)

Il. na biraha lage dar

[na biraha (phare) dar]

[na biraha (phale) dar]
lll. biraha hai ika desa ke bhavara
IV. jina ke kantha baitha jata

(jisa ke kantha basi jay)

(ko1 biraha ke na paye par)

(na biraha ke par)

(na kot pave par)

I. There is no cultivation (or) gardening of (a) birahg;
Il. Nor (does) the biraha grow (fructify) on a branch.
lll. The birahais a bumblebee of some country,

IV.  On the throat of whomsoever” it sits
[On the throat of (whomsoever)3 it sits]
(No one finds the limit* of a biraha).

(There is no end* to the biraha).
(No one finds the limit* (thereof)).

1 The variants of the song itself provide an example of the changeability of the biraha. Other
versions: Grierson (J.R.A.S. 1886: 235); K. Upadhyaya ('54: 93) identical with Grierson;
(H.S.B.l. Kanauji: 415 with reference to the songs of washermen, the dhobis).

Plural.

Singular.

Literally, the other shore.

~ON
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80 Birahas ii [Various sources]
Some Sumirans

A

[. sumir gave ram ke sumira to bhaiya lachaman

Il. ki sumir gave sakala jahan, ki bhaiya re sumir gave sakala jahan
lll. ek to maj sumiray apane mata pita ke bhaiya
IV. jin kara kokhiya lihina avatar

B

I. bira bakhanay mahabira ke jo parabata para dara kinha
Il. siya khojana ke karana sanghari lanka dahana kara dinha
[ll. to niscaya prema pratfita se binaya ham kariya sanamana
IV. tina ke karaja sakala subha u to siddha karata hanumana

Cc

I. svara bina mile na surasati aba gura bina milata na gyana
Il. are hansa bina moti na mile more bhayava cahe lakhg tu karahu payana

D

I. pahale guru ke hama gaye jina guru racata jahana
Il. sare sristi racaya ke bhar phir sab me rahe basa

E

I. pahile maj sumiray onkara bhagavan javana racale haj sakala jahana

Il. taba sumiray maj dharafi mata ke suno babu ho, jin ke thaiya bhliya sarani hamar
lll. taba sumiray maj mata pita ke suno srota gana
IV. javana posa kara karale sayan

F

I. sumiray surasati ke nam purana kar deyo mera kam
Il. deva jibhiyo pai kariyo mukam, carudatta jibhiyo pai a kariyo mukam
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G

. baithe a kara diyava digambara pir paigambar more mata
II.
[l
A2

aba rakhiya re laja hamar

hai toro sarana mata gava birahava mata barava na vakya hamar
aur surasatl ha sumirana karay tera

baitho more kantha dhuja pai karo dera

H

. pahile maj sumiray apane guru ka, apane guru ka
Il.
[l
V.

ai mata aba jina guru racyau jahana
are pani se guru binda racata haj o bhaiya
aba raca alakhapuriya niraban

A

(One) remembers' and sings of Rama, and remembers (and sings of) Laksmana, too.

- (One)® remembers and sings (of) the whole world 2 yes, O brother, (one) remembers

and sings of the whole world.

* First?® | remember my mother and father, O brother,

(From) whose womb (1) have taken incarnation.*

B

| narrate (about) Hanuman the brave® who did dippings6 on the mountain.

. (And) who, for the purpose of searching for Sita, O companion, burnt down (the city

of) Lanka.

Certainly,2 with a feeling of love | make (humble) request (and pay) my respects - (to
Sita) for whom | did all the pious deeds,

Remembering, here, connotes paying homage.

The terms ki, to, aba, are are used as stobhas. In A. lll, however, to emphasizes ‘first’.
Literally, ‘one’, not ‘first’.

Birth, which is a form of incarnation for the soul.

Or, | term Hanuman brave.

Dand karna: to do exercise; perhaps the reference is either to his realisation of strength before
jumping across the ocean to Lanka or to his bringing a peak of the Himalayas with the curative
herbs.

DDA WN -
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(I) all whose good undertakings may Hanuman (thus pleased) fulfil.

Cc

. Sarasvati' cannot be obtained without (good) tune” (and), now,* knowledge cannot be

had without a guru.*

- 3Without a swan pearls cannot be had,” my brother, even if you make a hundred

thousand advances.’

D

First | sing of the Guru’ - the Guru who has created the world;

. (He Who) after creating the whole creation remains pervading in all.

E

- First | remember the God, Om,® who has created the entire world.
. Then | remember the mother earth, - listen, O friend,’ whose (aspects of) Thaiya and

Bhiya are my refuge.
Then | remember (my) mother and father, - listen, O groups of listeners, -
(The mother and father) who nourished (me) and made (me grow into an) adult.

F

| remember the name of Sarasvati. Fulfil (O Sarasvati) my undertaking.

- God(dess), make (your) abode on (my) tongue; (asks) Carudatta:'® make (your) abode

on (my) tongue.

It may be translated here as knowledge, eloquence and poetic ability.

Perhaps the singer has, metri causa, confused the order of words and really means: ‘The
tune (or poetic and musical ability) cannot be obtained without (the grace of the goddess)
Sarasvafr.

See page 142, note 2.

Preceptor.

Perhaps the reference is to the legend that swans eat pearls.

Or (S. prayatna), efforts.

God, the Preceptor.

The sacred syllable as the name of God.

Babu, used as a term of respectful familiarity.

The name of the composer.

N =

O OWoONOOhW

—_
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- The gods, the sky-clad ones,’ pirs and prophets’, (and) my mother (goddess),
Il.

(I pray to you all:) keep my honour.

(It) is (by taking) refuge with® you (that) | sing the biraha; mother, do not confuse my
sentence(s).

H

- And, oh Sarasavati, | do remembrance® to you -
- Sit, make your camp on the flag of my throat.’

. First | remember my Guru, my Guru -
Il.

Oh mother (goddess), the Guru who has created the world.
The guru creates bindu® out of water, O brother;
(And he) has' created the nirvana of the imperceptible city.®

81 Birahas iii [Paramaribo, 1962
The mother goddess in the drum

A

Sumiran

aba asa bhajana bajao bhajaniya ho
aba tumhe deve guru sudha bhai

N

OO WN

Perhaps Siva or the Jaina Tirtharikaras of the Digambara school, although the latter seems
unlikely.

The Muslim term paigambar is used.

In the text, the genetive case is used.

See page 142, note 1.

The tongue, probably.

Reference to the hathayoga doctrine according to which a yogi creates the drop (bindu) of
amrta (nectar of immortality) through a process of absorbing the seminal fluids into the system.
These doctrines have come to the folk singers through a tradition of Gorakhnath and Kabir
etc.

See page 142, note 2.

Alakh (S. alaksya: the Imperceptible God) is the call of some sects of sadhus. It is also possible
that the term here is a corruption of alakdpuri, the city of heaven.
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B (Competition; riddles)

. kahe ki tort nagara bant hai
II.
[l
A2
. candana ka gathi bani nagara e bhaini
VI.
VII.
VIII.

are kahe lagi aba khal
kauna sa okara bhitara bole
aba uthe chatisaq rag

bhala bakare ke lage khal

are kal bhavant oke bhitara bole
aba uthe chafisg rag

A

Now, play1 such a song, O brother songster,

. (In which) the guru may give you inspiration, brother.

B

. Of what is your nagara made?
Il.
[l
V.

. - Carved of sandal, (thus) is made the nagara, oh sister,
VI
VII.

VIII.

The skin of which (animal) is affixed (thereto)?
Which one (i.e. who) speaks therein -

So that (all the) thirty-six tunes’ arise (out of it)?

(And) the skin of a he-goat is affixed (thereto).
Kali, (an aspect of) Parvati, speaks therein -°
(So that), (all the) thirty-six tunes arise.

82 Birahas iv [Saramacca, 1962]
Competition; riddles: the year as a cow

ke gaiya ke barah thanava o bhaiya, aba cuciya tin sau sath
jo more biraha ke aratha lagave o bhayava, te gave hamare sath

1 Bajana, to play an instrument.
2 The thirty-six ragas and raginis of Indian music.
3 Seep.35f.
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eka barasava me barah mahinna, aba dinava tin sau sath
maj tore biraha ke aratha lagau e sakhiya, tuma gavo hamare sath

- Which cow has twelve udders, oh brother, and’ three hundred and sixty nipples?
Il.

Whoever explains the meaning of my biraha, brother, he may sing with me.

- (There are) twelve months in a year and three hundred and sixty days.
| explain the meaning of your biraha, sakhi, and (now) you sing with me.

83 Birahas v [Saramacca, 1962; party from Meerzorg, 1967]
Alcari: Krsna as Rama's guest

l.
Il.
[l
V.
V.
VL.

l.
II.
[l
V.
V.
VI

1

rama tore bage me sita ke phulavara
lachamana devare baithe rakhavan
tur tar nebula pathave sasuran

ohi nebula ke bani hai tarakart
jevana baithaj kriéna murari

aura sita cgvar dulay

Rama, in your garden (is) Sita's flower-bed -

(Where) (her) devar, Laksmana, sits keeping guard.
He picks and picks lemons and sends them to susral,
Of these very lemons, the curry is made.

Krsna, the enemy of Mura, has sat to dine -

And Sita fans (with a) whisk.

Aba, stobha.
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84 Birahas vi [Paramaribo, 1965]
Alcart: the woman with a roving eye avoiding the Gauna

I. mora murava na banho nauniya, e bhaiya
Il. aba hama gdune na jab
lll. are gavane ke ladua savere ko1 khaihaj, alabela
IV. aba cirdi daihaj hamar
V. are cali jata gort hiri phiri cita me, alabela
VI. aba nayna milega roy
VII. nayna bara kharaba, ai bhaiya
VIIl. aba saba se karata pirit
IX. are eka chori ke hajar karatu hai, alabela
X. aba yahi marukha ka rit

| Oh né&unt, tie not the (hair on) my head, oh brother.’
Il Now, I shall not go (to my marital home in the) gauna.”

1. Somebody else will eat® the /addiis (of the occasion of) gauna.
IV. (They) will give my (portion) to the birds.

- - Go (along), fair one, with (some) turn of the mind;* (won't you?).3

- (If 1 go), the eye will meet a cry,’ oh brother;1
VIl. The eye is very bad -
VIII. (It) falls in love with (any and) all.
IX. It leaves one and makes (with a) thousand -
X. This is the custom of a fool.

N

Only a stobha.

2 The bride's final farewell to the parental home to go to her husband's house, after she has
been there once for a short while and returned to the parents' home. Cp. de Klerk (51: 182)
and under Donga (ibid.: 186).

Alabela, a swain; here, a stobha.

Hiri phiri cita me: after turning the matter this way and that in (your) mind.

The wording in the text is rather free; nayna milega roy: ‘(?) the eye will cry out’.

abhw
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Birahas vii [Paramaribo, 1965]

Alcart: water as Kali. a woman praying for her husband's death

l.

Il.
[l
V.
V.
VI
VII.
VIII.
IX.
X.

Il.
[l
V.

VL.
VII.
VIII.
IX.

. Whereas he gets burnt (merely) by placing a mark (on my forehead).

aguri au gor maiya dharati maj sumiray more mata
aba caura caura dyauhar

are kall maiya tuhare bharosava more mata

maj to aba daro jalduva me gora

kal kalakatta me garai dihini jhanda

jina ke puj na lihini angare;j

kall maiya tohare maj khasiya carrhdiho more mata
kahj burhava ke dhare ghariyal

are burhava bhatar more jiya ke javan bate more mata
u to tikuli de ke jari jay

(Bowing to you, touching you with my) knees and fingers, | remember you, my mother
1

(And | remember) the Dih of every platform.
(My) dependence (is only) on you, mother Kalr;

(And) | have now placed (my) foot in the water.?

Kall has dug in her flag in Calcutta -

(Kalt) whom (even the) Englishmen have worshipped (there).
Mother Kali, | shall make to you the offering of a goat, my mother -
(If) somewhere a crocodile takes hold (of) the old man.

O, (my) husband is old; (the state of) my heart’ is young, my mother -

1 The mother goddess.
2 Identification of jala-matr or Ganga, see note 2 on song No. 22.
3 Jiya (S. Jiva) may be translated here as life: my life is still young.
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Birahas viii [Paramaribo, 1962]

Alcart: the penalties for a gambling husband

l.

Il.
[l
V.
V.
VI
VII.
VIII.
IX.
X.
XL
XIl.

saiya mora juvari jua khele sari ratiya

baju hare banda hare hari gaye nathiya
solahqQ singara svami kara dale kuvatiya

are matiya khuday ke saraka pitavave re

aba saraka ke uUpar rel dauraye - saiya mora juvari
jay ke tab gorakhpur me kar de ham nalisiya
gorakhpur se ay gaye do caparasiya

hathava me beri dale gorava jajiriya

age age saiya cale pache caparasiya
kanhava kudara dhare murava pai hasiya

are dhire dhire katau jahalakhanava ke matiya
kidhay svami bet lage kidhay lage lathiya

. My master is a gambler; he gambles the whole night (through).
Il.
Il
V.
. (And) on that rail(way a train) runs. My husband is a gambler.

VL.
VILI.
VIII.

IX.

(He) lost the arm and the armband’ (and) lost away (my) nose-ring;

All (my) sixteen adornments (has) the master made alien.”
(There are those who) get the earth dug and have a roadway beaten -

So, then | went and made a report at the Gorakhpur (district police station).
Two policemen came from Gorakhpur.

They place handcuffs® on the hands and chains on the feet;

(My) master walks in front and the policemen walk behind.

(He had to) place a shovel on (his) shoulder and a sickle on (his) head -

1 Idiomatic: ‘He lost the arm and the band’.
2 Kuvatiya, the meaning is not clear.
3 Beriis actually the chain placed around the ankles; here reversed.
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Xl (Now,) dig the prison earth’ slowly:
XIl. Where (on my) master ('s body) the cane gives a lash and where a stick!

87 Birahas ix [Livorno, 1962]
Long Biraha: Jatayu attempts to rescue Sita’

A Sumiran

I. guru hamare haj baniya sahaj kare ho byaupar
Il. bina dhari bina palara taulata saba sansar
lll. guru ke chabi ka baranay
IV. bhaiya, guru hamare prana adhar

B Alcarr

I. brahma vesa jaba dharai nisacara bikasa magane ar
II. hai rant sita ke malana mahj ana ke alakha jagai
lll. ratha para nirakhata jata jatai
IV. lai bhikasa nikasi rani ratha para leta bithai
ratha para...
V. lai ke ratha jaba cala nisacara sarana sarana guharai
VI. ratha para byakula bhaye janaki sarana sarana guharar
VII. are hoy kor jodha rama ke dala me ratha se leta churai
ratha para...
VIII. itane bacana jaba sune jatai ratha gaile nagacar
IX. nart kauna ki nama tumarau kya kauna harala lai lai jar
ratha para...
X. saraju ke tire ajodhya nagari dasaratha suta raghurar

1 Perhaps, dig the earth while imprisoned with hard labour. Slowly, for it is a long sentence.

2 The episode of the song is well known in the Rama story. Ravana, the demonic king of Lanka
disguises himself as a begging mendicant and thus luring Sita out of her hut in the forest
kidnaps her. Jatayu, a vulture, who is said to be Garuda's son, attempts to rescue her and is
knocked down in the fight.

Cp. (H.S.B.1. kanduji: 404) and S. Anila ('57: 114).

Usharbudh Arya, Ritual songs and folksongs of the Hindus of Surinam



151

XI. hai nart rama ki nama aur sita hara nisacara lai lai jar
ratha para...
XIl. itane bacan jaba sunai jatar ure pankha phaharai
XIll. hai cgcana mara mahajudhi karle ratha se ho leta churar
ratha para...
XIV. hai agini bana jaba chorai nisacar cQca pankha jala jar
XV. genda hoya bhuiya gira gaile rama haya rama guharar
ratha para...
XVI. parai parai khagapati guharavaj suno janaki mar
XVII. jo para hamare kate pare haj una ko tu deyo lagar
ratha para...
XVIIl. mana mana sita dihai asisa prana rahaj ghata mahj
XIX. ye rahiya raghuvara cali dihaj kahiyo katha tu duharar
ratha para...

A

I. My guru is a tradesman (who) does the business easily:

. Without weights1 and without scales (he) weighs the entire world.
[ll. How shall | describe the guru's visage;
IV. Brother, the guru is the (very) basis of my life.

B

l. ' When the night-prowler2 took the guise of a brahmin (and) came begging for alms;

Il. He announced ‘alakh’® in the garden of the queen Sita -
lll. (At that time) Jatayu is going on (his) chariot, watching.
IV. When the queen emerged, with the alms (to be given) held (in her hands), (the
night-prowler) forced her to sit in his (own) chariot.
V. When the night-prowler started out with the chariot, (Sita) cried out, ‘refuge, refuge’.
Jatayu...
VI. The daughter of Janaka became helpless on the chariot, crying out ‘refuge, refuge’.

1 Dhari, approximately five kilograms.
2 8. Nisacara, a raksasa or demonic person.
3 See note 8, p. 144.
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VIII.
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XL

XII.
X1,

XIV.

XV.

XVL.
XVII.

XVIII.
XIX.
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O, would there be a warrior in Rama's party who may have (me) released from the
chariot?

Jatayu...
When Jatayu heard just these words, he came near to the chariot;
Whose woman (are you and) what is your name? Who is kidnapping (and) taking you
away?

Jatayu...
(There is a) city (by the name of) Ayodhya at the bank of (the river) Sarayu (where)
the son of Dasaratha is the king of the Raghus.
| am the woman of (that) Rama and (my) name is Sita; the nightprowler is kidnapping
(and) taking me away.

Jatayu...
When Jatayu heard just these words (he) flew up, fluttering (his) wings;
He made a great war, hitting with the beak, (and he) would have had her freed from
the chariot.

Jatayu...
When the night-prowler shot a fire-missile, (Jatayu's) beak and the wings are burnt;
(He) became a ball and fell on the ground; (he cries out:) Rama, oh Rama.

Jatayu...
Lying there, the king of the birds cries out; hear, oh mother Sit3;
My wings which are lying cut off, do fix them back (again on me).

Jatayu...
In (her) mind (silently) Sita has given a blessing: may life remain in (his) vessel.’
On this very path the best of the Raghus will come walking, you should repeat and tell
him the episode.

Jatayu...

The vessel of the body, i.e., ‘May he live on’.
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88 Birahas x [Leiding 8A, 1962]
Long Biraha: Krsna's adventure into Patala; an Ahir narrative'

l.

Il.

[l

V.

V.

VI
VII.
VIII.
IX.

X.

XL
XII.
XMI.
XIV.
XV.
XVL.
XVII.
XVIII.
XIX.
XX.
XXI.
XXII.
XXII.
XXIV.
XXV.
XXVI.
XXVII.
XXVIIL.
XXIX.

1

janame kanhai gokula maharaja

baba ghara nanda bhaya sara

geda ke khol kara daba liye haj gal ma
hici hici geda mare kadama ke jhara ma
ucharini geyana girini jamuna ma
kariya ke beta pahira nagicana

taba kuda parini siri krisna kanhai

o mare budhukiya patala cali jai

jaha naga sove nagina beniya dular

o taha gaini siri krisna kanhai

o janam manukh havaj hamare kaha, ai
o bhago bhago tu siri krisna kanhai

o uthi naga chorihaj phuphukara

tab una date kanhaiya re bhar

aur tore naga ke nagin ham na darai
gguthana mar nagin nagau jagai

au uthe naga chorini phuphukara
chote chote buda ke dag pari jai

o bansi phiki garura guharai

tab to garura calini hai ai

tab garula jhapate nagini gar dabaki

0 nagana ke muruchana bhayo re

o kusa ukhara kanha nagaqQ ke banhe
o naga nathi gokula ke 1&ijai

0 saba bahar phula o dihini lagai
ghara ghara kanhaiya dhuma macai

Cp. Archer and Prasad ('43: 101).
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XXX. koi ka phore gagari kdi ke phore lota
XXXI. koéi sakhiyana gavana mare jhotha

I. Krsna is born the king of Gokula.
Il. The whole house of father Nanda' became happy.

lll. He (i.e. Krsna) released the ball”* and hid (it) in (his) cheek.
IV. With full force, repeatedly he threw the ball against the kadam tree.
V. The ball bounced and fell in the (river) Yamuna.
VI. The son of Kaliya first came near.

VII. (So) Sri Krsna jumped down (into the river).

VIII. Diving down (he) reached the underworld.
IX. Where the nagas® sleep and the naginis* fan (them with the) fans -
X. There went Sri Krsna.

Xl. The naginis see him and bristle up.®
XIl. - Being of human birth where(fore) have (you) come (down) here?
XlIl. Run, run away, S Krsna!
XIV. The nagas will wake and give out hisses (on you) -
XV. (And) then the fair Krsna will go dark.
XVI. Then, oh brother, Krsna scolded them.
XVII. - And, oh naginis, | fear not your nagas.
XVIIl. The naginis goaded the nagas with (their) thumbs (and) woke (them) up.
XIX. And the ndgas woke and gave out hisses.
XX. Then the fair Krsna (began to) go dark.
XXI. Tiny little drop-like spots appeared (on him).

XXII. He blew (his) flute and called® Garuda’

N

The word seems to have been used with a double meaning; as the name of Nanda, and as
a shortened form of dnanda, happiness. Otherwise the sentence makes no sense.

2 Perhaps, he got the ball from somewhere; released it from a hiding place.

3 The snake-folk.

4 The female snake-folk.

5 Siharna: to experience a tremble of excitement, fear or emotion, coupled with the hair standing
on edge.

6 Guharana: translated differently in the last song, according to the context.

7 Visnu's vehicle, a mythical bird, a sworn enemy of the nagas.
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Then Garuda travelled and (has)' arrived.
Then Garuda pounced (and) naginis cringed.

The nagas fainted away.2

Krsna dug up (some) kusa (grass) and tied the nagas up.

He bound the nggas and carried them to Gokula.

All (the people) placed flowers outside (their homes, to welcome him).
In every home Krsna caused (a happy) uproar.

He broke someone's pitcher; he broke someone's water-jug,

(and) some sakhis sing swaying (with frenzy).

89 Birahas xi [Various Sources]
Finale (Jacani or Bisarjan)

A

. deva jibhiyo pai kariyo mukam, carudatta jibhiyo pai kariyo mukam

B

premi yaha sansara me saba se miliyo jay; saghariya re, saba se miliyo jay

. na jane kisa bhesa me dada narayana mili jay

[na jane kisa bhesa me (bhaiya) narayana mili jay]
C

manai janamava pai ke re aba tumahj bhajo hari nama

Il. jAune dini paiho tuma ghore ke janamiya re mukha me pari dohara lagama

1

D

sahaba ke ghara dura hai re jora aba jaise labi khajura
carhata cakhi prema rasa re bhai aba girai to cakanactra

Such, grammatical irregularities are commonplace.

2 Literally, ‘fainting happened to the nagas’.
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A

l. God(dess), make (your) abode on (my) tongue; (asks) Carudatta,’ make (your) abode
on my tongue.

B

l. Beloved,? in this world you should go and meet all; companion, you should go and
meet all.

Il (One) knows not in what guise, brother,® God* may be met.
C

l. Having attained human birth now you should devote (yourself to the) name of God.’

Il. The day you will obtain birth (in the species) of the horse,’ there will be fixed double
reins in your mouth (so you would not be able to utter God's name).

D

I. The Sire's home is far, O companion, like a tall tree of dates.
II. Climbing up, one may taste the juice of (divine) love, O brother, and if (one) falls, he
(is shattered to) bits.

90 Birahas xii [Party from Meerzorg, 1967]
Finale (introducing the composer)

A7

I. hansu sahara gulajara hai more bhaiya
Il. aba basti hai aparampara

The Sumiran (see No. 80 F.) repeated at the end of the biraha also as the finale.

Premi, in this case a fellow lover of God.

Bhaiya, brother, but dada, elder brother.

Narayana, i.e. Visnu.

Hari, i.e. Visnu.

In a reincarnation into a lower species as a result of not worshipping God in the present life.
A is a composition by a singer born in Surinam and shows the local linguistic effects; B is by
an immigrant born in India.

NO OB~ WN -
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o paramaribo me sahara ke habara me more bhaiya
aba prema ke lage bajara

hare mariyamburg asa kothi na dekha

kantorau ke age dukana

aba hansu asa gau na dekha

jaha carahana ke adhikara

B1

. are ramaharakha hansu ke rahavaiya
. ham to aile divakara 3j

Cc

. jila javanapura mora hai
Il.
Il
\A

aba cakavaliya hai gava
supara bhagata ke putra hay
aba bhagavantadasa hai nama

A

- The city Hansi’ is a flourishing one, my brother;
Il.

[l
V.

- 0, an estate” like Maryamburg (I) have not seen (elsewere),
VI

VII.
VIII.

(And) the habitation (there) is unending.’
In Paramaribo, across (the river from the) city, my brother,
Now, there is established a market-place (full) of love.

(Where | have a) shop in front of the office.’

(1) have not seen cows (so good elsewhere) as in Hansii? -
Where (there is an) open right to pasturage.

B

Ramaharakh, a resident of Hansq,

- | have come to the Divakara® today.

See page 156, note 7.

Ansoe is a village to the east across the Surinam river from Paramaribo.

A hyperbole.

Kothr, an industrial estate; in this case Marienburg, the only remaining sugar estate in Surinam.
For a further list of Indianised Dutch names in Surinam, see Adhin (1964).

Kantoor: Hindi form kantorau; in this case the office of the Marienburg sugar estate.

The office of the Arya Dewakar Sabha in Paramaribo where the singers had been invited for
this recording.

AOON -

[e2é)}
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Cc

I. My district is Jaunpur,
II. And Cakavaliya is (my) village.

lll. | am the son of a devotee (named) Siipar' -
IV. (And) (my) name is Bhagavantadas.

91 Rasiya [Nieuw Nickerie, 1967]

I. chora paradesana mati jaye
Il. mert teri yahi re gujara hai jaye, chora paradesana...
[ll. mero tero pyara barhyau hai maj roya roya ke mara ja
IV. paradesana ko pani laganau piyatar mara jaye
V. paradesana ki nari buri haj to pai jadu dekhi calay
paradesana mati jaye

I. Young man, do not go abroad.
II. 1'and you will be able to manage (together) right here; young man...
lll. Yours and my love is waxing strong; | shall die crying and crying.
IV. The water of the foreign lands is infectious; one dies immediately upon drinking it.
V. The women of the foreign lands are bad; they glance and put magic on you. Young
man, do not go abroad.

92 Nakata’ [Paramaribo, 1962]

I. suno sakhi saiya jogiya hdi gaile, hamahy jogini héi jab
suno sakhi...

1 The singer stated this to be Sdpardas.
2 Cp. Grierson (J.R.A.S. 1884: 248); R. Tripathi ('29: 414); D. Simha ('44: 463); K. Upadhyaya
('54: 150); S. Anila ('57: 105); K. Upadhyaya ('60: 267).
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. jogiya ke sohe lall gudariya ho, jogini ke sohe pata cira

suno sakhi...

. jogiya bajave sone sarangiya ho, jogini du raha tal

suno sakhi...

. galiya ke galiya jogi pheriya lagaihaj, jogini gaihaj malhar

suno sakhi...

- Listen, sakhi, (my) master has become a jogi:' |, too, shall become a jogini.®

Listen, sakhi...

- Ared quilt3 looks charming on the jogr;, on the jogini (also) the hermit-like clothing4 looks

charming.
Listen, sakhi...

- The jogiplays on a gold sararigi’ (and the) joginiis keeping the beat (with her hands).

Listen, sakhi...

- The jogiwill make (his) rounds from street to street (and the) joginiwill sing the malhar.®

Listen, sakhi...

93 Ulara (general)’ [Paramaribo, 1962]

N

baje murall kadama tare suno sakhiya

A wandering mendicant.

A female wandering mendicant.

Gudari, a piece of clothing made of rags stuffed together and sewn. The colour of a mendicant's
clothing is reddish; more accurately, ochre.

Cira: clothing in general but in this case it denotes what may be suitably worn by a hermit in
the forest, for example, barks etc. used to cover the body. The clothing Sita had to wear when
departing for the forest is referred to as cira.

See p. 10.

An Indian tune especially suited for the rainy season. Here it connotes the singer's worry
about wandering about behind her husband during the rains.

Cp. sohar ulara (song Nos. 6 ff.) and cautal ulara (song No. 49C.) Cp. Fraser (J.A.S.B. 1883:
4-6, 32); D. Simha ('44: 474) on the theme of having a love letter written through a man of
the clerical caste, kdyath (S. Kayastha).
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. kikare hathe cithiya likhi bheje, kikare hathe likhaye patiya

baje...

. udho ke hathg cithiya likhi bheje madho ke hathq likhaye patiya

baje...

. cithiya likhavana gaile munsi mahaliya pache se cithiya bacisa piya

baje...

. The flute is being played under the kadam tree; listen, sakhi.
. Through whose hand may (one) have the letter written and despatched? Through

whose hand must the letter be written?' The flute...

. Through Udho's hand may the letter be written and through Madho's hand may the

letter be written.”

The flute...
(She) went to the scribe's palace to have the letter written; thereafter did the lover read
the letter.

The flute...

94 Catni (general)’ [Paramaribo, 1962]

kaha macave sora papihara kaha macave sor

Il. jaise catake more mage ke sedura vaise catake piya mor,

papihara kaha...

[ll. jaise catake more akhe ke kajara vaise catake piya mor,

papihara kaha...

IV. jaise jhalake more date batisiya vaise jhalake piya mor,

N

papihara kaha...

See page 159 note 7.

2 This must be pathaye: ‘to whose hand...? To Madho's hand must the letter be delivered'.

See sohar catni (p. 20 and Song No. 10).
Cp. papihara kahe macave sor, K. Upadhyaya ('54: 395).
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- What is the papiha' singing?’
- As the vermilion in the parting of my hair intters3 so shines® my lover.

What is...?

- As the collyrium of my eyes shows bright,3 so shows bright my lover.

What is...?

. As my (set of) thirty-two teeth reflects (splendid), so reflects my lover (splendid).

What is...?

95 Invitation [Saramacca, 1962]

l.

Il.
[l
V.
V.
VI
VII.
VIII.
IX.
X.
XL

Il.
[l
V.
V.
VI

ay ke mila lo gale bahiya, bahina more do ao

prema rasa ke jéuna, bana hai

ay ke jeva lo more jéuna, bahina more... ay ke mila lo...
prema rasa ke geriia bhara ye

ay ke ghyta lo more gerta, bahina more... ay ke mila lo...
prema rasa ke birava jurayo

ay ke kuca lo more birava, bahina more... ay ke mila lo...
prema rasa ke sejiya lagri hai

ay ke suia lo more sejiya, bahina more ... ay ke mila lo...
prema rasa ke gedava dhari hai

ay ke khela lo more gedava, bahina more.. ay ke mila lo...

Come, meet (and embrace me with) your arms (around my) neck; my sisters, come,
come.

A meal has been prepared with the sap of love;

Come and eat up my meal, my sisters...

A water-vessel has been filled with the sap of love;

Come and sip (of) my water-vessel, my sisters...

A bira' has been made up with the sap of love;

AOON -

S. cataka, a bird known for its cry of pit (lover).
Sor macana: literally, making a loud noise.
Catakna, may be translated in these various ways.
See p. 53,n. 3.
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. A ball of the sap of love has been placed;
XI.
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Come and chew my bira, my sisters...
A bed of the sap of love has been made up;
Come and sleep on my bed, my sisters...

Come and play with my ball, my sisters...

Modern socio-political compositions |
96 Modern i [Paramaribo, 1962]
On India’

V.

[l
V.

~ON

bacaiho na hari bharata duba jay

mela milapa mitrata viprata kaha ke na suhay,
bacaiho...

cahy disa ke ika phita parata para dekhata jiya ghabaray,
bacaiho...

bala vivaha kurita desa ka are mirakha desa cahay,
bacaiho...

. Save (won't you?), God,” India is sinking.
- Union and neighbourliness,’ friendship and wisdom,* appeal to no one (today).

Save...
On seeing the occurrence of divisions in all the four quarters the heart gets perplexed.
The child marriage (is) a bad custom of the country - a foolish country (alone) wishes
(to continue) (it).

Save...

The author is not certain whether this is a genuine folksong or taken from a published work.
It has evidently been inspired by the songs of some modern reform movements.

Hari, i.e. Visnu.

Mel milap, a twin-word denoting a general gregariousness.

Viprata, (good qualities of) brahminhood.
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97 Modern ii [Paramaribo, 1967]
1. On Indian migrations because of caste oppressions
2. Reactions to Surinam

A

I. dhanya bakhani bharata k&, are bamhana chatriya ka
Il. oraiyata ke chuta lagaye
[ll. unahj jora se raja karata haj, are besava ke sangata kinha
IV. are raiyata bhagi kara tapuvana ke aina
V. ha bharata karavata linha
VI. o dhanya bakhani o gyani mahatama ke re, bharata khara kara dinha

B1

I. bharata bhar lauta jao ghara ka
Il. barahai barasa hama bana me rahabe, terahe me ai gaye ghara k3,
bharata bhai...
[ll. sadhu loga ke seva karihau, nangana ke daiho cira,
bharata bhai...

Cc

I. kuliya ke lobhi bakarava re, are kamava ke lobhi saradar
Il. are paisa ke lobhi surinama ke choriya re, nahj cinhaj burhava javana

A

L. (1) call India blessed” (and) the Brahmanas and Ksatriyas (thereof, too),

1 Cp. D. Simha ('44: 260); the song is addressed by Rama to his brother Bharata to return to
Ayodhya, but the Surinam singer lengthening a mora said ‘Bharata’ instead of Bharata and
interpreted it as an advice to return to India.

2 Here, sarcastically.
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(Who) attached (un)touchability to (their) subjects.
They rule by the power of these very (subjects) (while they) keep the company of
prostitutes.

- The subjects escaped and came to the islands’

(And) yes, India turned on her side.?

. O, (1) call the wise great souls blessed (who) made India stand up.

B

Indian bretheren, return to (your) home(land).

- I shall live in the forest for twelve® years, and in the thirteenth (1) return home.

Indian brethren...

(There) you will serve the good people* and (you) will give clothing to the naked.
Indian brethren...

Cc

- The whitemen® are greedy for coolies® (and) the drivers’ are greedy for work;
. The girls of Surinam are greedy for money; (they) discern not old or young.

The immigrants called all the foreign countries to which they were recruited islands because
when being recruited they were led to believe that they were being taken to some islands not
far from Calcutta - so they state.

2 In sleep, about to wake up.
3 Rama's own exile was for fourteen years. There must be some confusion in the singer's mind.

The immigrant's contract was initially for five years.

4  Sadhus, also monks.
5 Bakara, aterm commonly used for white men by the people of all non-white races in Surinam.

Its derivation is not clear but it may have some connection with blanc.

6 Coolies, in India ‘porters’; but throughout the countries where the Indian labour was recruited

to work in the estates etc. this term denotes an Indian in general.

7 Sardars, the drivers of the labour gangs.
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98 Modern iii [Ansoe, 1967]
On Surinam politics

I. bhayle desa ajad mila kar raho eka sath
Il. mati karo utapat yahi desava me
[ll. cahe raho sirinam cahe jao hindustan
IV. mati bano kristan, yahi desava me
V. jaba se bhaile khurafat hindi muslim dong sath
VI. taba se bhéile barabad, yahi desava me
VII. man lo gandhiji ke kahana tum na karo manamana
VIIl. aba na lagega thikana yahi desava me
IX. suna lo hindu muslim bhar donQ bharata ke puta kahar
X. mati karo takarar, yahi desava me

l. The country has become independent;’ live together in unity.
Il. Do not cause disruption in this country.

. Whether you live in Surinam?® or you go to India -

IV. Do not become Christians in this country.

V. Since the trouble has started between the Hindus and Muslims together -

VI. Since then there has been destruction in this country.
VII. Accept the teachings of Gandhiji; don't do (just according to your own) wishes -

VIII. (Otherwise there) will be no place® (for you) in this country.
IX. Listen, Hindu and Muslim brethren, both are called the sons of India -
X. Do not argue (against each other) in this country.

1 This refers to the independence of India. Perhaps the singer wishes the Surinamers to learn
from the example of India in certain ways. On the other hand, the Indians of Surinam are on
record as being against the independence of Surinam at this time.

2 The word Surinam has many Indianised forms: Sarnam, Sirinam (as here) and even Srinam
and Siriram.

3 Or, ‘There will be no settlement’.
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99 Modern iv [Ansoe, 1967]
A Patriotic Biraha on Surinam geography

A Sumiran

I. dihava digambara pir paigambara jagadamba

Il. more agama gyana ghata kholaj
[ll. au birha maj gdu mata tumhare saranava jagadamba
IV. more bandha gala deyo khol

B Alcarr

I. kahy bayana maj srinama ka pardesi jara sun leyo dhyana lagay
Il. pahile bana sahara saharatana phira piche ggvar bana jay

lll. tekare piche sandaréi jaha para flikhafelta hai bhay

IV. tekare piche paranama hai vaha se boksita bikati hai bhay

V. tekare piche afubaka hai taha para pari dihala bgdhay

VI. tekare piche kola krika hai vaha para sidhe mukti ho jay

C Finale

I. jila hamara kamavaina hai bhai bhajaniya re yakalesa hai grama hamar
Il. nama haméara ramanarayana va duvare amra vriksa laharaye

A

l. O Dih and sky-clad ones," pirs and prophets (and) mother of the universe -
Il. May (you) open the vessel of impenetrable knowledge for me.
lll. And I sing the biraha, mother, (by taking) refuge with you, O mother of the universe.

IV. Loosen and vanquish® my bonds.

1 See note 1, p. 144.
2 Gala den3, literally, to make (them) rot away.
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B

| describe Surinam' (to you), O foreigner, concentrate and listen a while.

- First (there are) built the city and the urban areas,’ then, after that the villages are

made.

- Thereafter (comes) Zanderij® where there is the airport, brother.

- Thereafter is Paranam; the bauxite* is sold from there, brother.

- Thereafter is Afobakka;’ there the water has been stopped (in a dam).

- Thereafter is Cola Creek; (by bathing) there Muktf is directly attained (by one).

C

My district is Commewijne, brother songster, (and) my village is Jagtlust.”

. My name is Ramnarayan and at the gate (of my house there) flourishes a mango tree.

N

Srinama; see note 2 on song 98.

2 The singer's reference is not really to their construction but rather that ‘they are found so built:
start from the city of Paramaribo and travel to various places’.

3 Sanderér flikhafelt. Zanderij Vliegveld.

4  Boksit. the Hindi form of bauxite. Paranam has the bauxite factory where ships arrive on the
Suriname river to collect bauxite.

5 The hydroelectric project where a dam has been built on the Suriname river.

6 Salvation. The reference is to the Hindu belief that sins are washed away by bathing in certain
sacred rivers. The Cola Creek is a popular resort near Zanderij, but it is not yet ‘sacred’;
perhaps the singer is well on the way to sanctifying it.

7 The Hindi form is Yakles.
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100 Modern v [Ansoe, 1967]
On Surinam Indian community (economic history)

A

I. kisa nida so rahe ho hindustana vale
Il. khandak me gir pare ho ice nisana vale

B

I. tuma para gama ki ghata hai chai, aba se khabaradara raho bhai

Il. kalakatta se bharatiya kara ke bheja diye saba bhai

[ll. 1ai utare surinama me dipu me bhata khiyai

IV. paranasi me pahyce ja kar bakara raport sunai

V. sabbala katalisa hatha me le Ieyo1 jangala katau tu jai

VI. jangala kate koko kate kofi bhi turavar
VII. ciyyfi ciyyta katana lage haya haya cillai

aba se...

VIIl. paca barasa jaba giramita kata gaye kheta base taba jai
IX. agarama bagarama paida kara ke gola mirica saba khai
X. kaurt kauri paisa jore jora dhare ghara mahi
XI. paisa lai ke kdka mirinda kagaj diya thamai

XIl. kantorau me paisa nahj hai rovata ghara ko jai

XIll. hay daya hama aise jana ki larakana ke deta parhai

aba se...

1 Another version gives the name of the composer: aura sabalasingha katalasa thama lo jangala
kato jai, ‘(says) Sabalsingh, (they ordered); 'hold a cutlass, go and cut the jungles’. Sabalsingh
was a Punjabi immigrant who used to go around singing on various socio-political topics.
Another version of the song gives the date as 1949. The episode is as follows. A notaris
named Achmed Theodoor de Miranda opened a private banking house. His agent Karamat
Ali went round and pursuaded a large number of Indians to bank their money with Miranda,
who, in league with Karamat Ali, used the money for personal benefits. In 1949, Miranda's
son who took over after his father's death, announced his insolvency with the result that much
suffering accrued to the Indians who lost their money.
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Cc

hatha jora kara vinaya karata hy suniye kana lagai

. bhila cuka ko mafi karana ho gaye bhajana banai

aba se...

A

- What (kind of) sleep are you sleeping, O people’ of India?
. You have fallen in a ditch, oh (people) of a high standard.

B

. The cloud of sorrow is hovering over you; be alert from now.
Il.
[l

All the brethren were recruited from Calcutta and sent (here) -
(They) were brought and made to disembark in Surinam; (they) were fed on rice in the

Depot.2

. They went and reached the estate® (and the) white man (read out) an order (for them)
to hear:

. - Take shovels and cutlasses in the hands, go and cut the jungles.
(The immigrants) cut the jungles, cut cocoa and were made to pick® coffee also.
Ants and insects® began to bite (them and they) cried ‘oh, oh’.

Be alert from now...

When they completed the five years (period) of the contract,’ then they went to settle
down on (their own) fields.

1 Or, people from India.

2 The temporary shelters where the immigrants were kept before embarking on board at Calcutta
and where they had to await appointment to the estates upon arriving in Surinam were called
Depots.

3 Parnasi, a Neger Engels word perhaps from plantage, plantation.

4 Lit., the coffee was ‘made to be picked'.

5 Small (fem.) ants and large (masc.) ants.

6 Girmit, the Indianised form of ‘agreement’. After working five years at the estates the immigrants

had the freedom to return to India or to accept the grant of farm land, which was usually a
piece of jungle to be cleared and then used for cultivation.
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- After they had produced anything anyhow, the black pepper ate it all.”
- Farthing by far‘[hing2 (they) saved (some) money; having saved (they) placed (it) in a

(banking) house.

Uncle Miranda® took the money and handed (them a piece of) paper.

(When they wanted the money back they were told:) there is no money in the office.

They come back home crying.

Oh, (let there be) on us the pity of some such person who may educate (our) children.*
Be alert from now...

Cc

. Clasping (my) hands | make (this) appeal; listen with attentive ears.
. (You must) forgive the mistakes and slips (which) have taken place in composing this

song.
Be alert from now...

1 ‘After the Indians produced various crops with great difficulty, the Negroes enjoyed the fruits
thereof’: this is the general sense of the line. ‘Gol mirc’ (black pepper) is one of the terms
used by Indians for the Negroes, because of their curly hair.

Kauri, a sea shell, orginally used as the smallest currency.

Indianised form: Mirinda.

It was felt that the Indians were cheated because they were not literate enough to understand
the banking and the papers and receipts etc. Also, the money lost had been saved by many
with the intention of educating their children and these hopes were now shattered.

~ON
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