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Preface

In the 1970s, when I carried out the field-work on which this book is based, the tradition it describes
appeared to be in robust health. There were many performers of the epic of Pabijt active in different
regions of Rajasthan, and I found it necessary to hold auditions to choose between them. Sometimes epic-
singers who were previously unknown to one another would meet as a result of working with me, and I
would overhear them discussing the similarities and differences between their versions of the narrative;
on one occasion I found myself in a room surrounded by seven or eight separate bhopos (performers),
and was able to organise a light-hearted competition between them. There seemed little reason to fear for
the future of the tradition, particularly since epic performance was not merely a form of entertainment,
but constituted a religious ritual.

By the time the first edition of The epic of Pabiiji appeared in 1991, things were already very differ-
ent. A few months after publication I travelled back to Rajasthan with a film crew to make a television
programme about the tradition.! We found that most of the bhopos whom we met had given up perform-
ing, and instead had taken up work such as pedalling cycle-rickshaws or sweeping out temples: they
told us that people were no longer interested in hearing the epic performed. Even bhopos who were still
active were now turning increasingly to the tourist trade for their income, and were singing Hindi film
songs rather than episodes of the epic. Ten years later the situation had deteriorated yet further, and a
second documentary released in 20022 depicts a largely deracinated tradition, in which performances
for devotees of the deity Pabiji take place ever more rarely, while bhopos are compelled to play and
sing for tourists, or even to provide ‘exotic’ entertainment at smart urban restaurants, in order to earn
enough to eat. It is clear that the tradition of epic performance is rapidly dying, and even some bhopos
acknowledge this.

What happened to cause this sudden decline? The answer is to be found in various aspects of
modernisation in late twentieth-century India. The chief worshippers of Pabiiji have always been Rebart
pastoralists, but recent changes in patterns of land use in Rajasthan have had a severe impact on their
semi-nomadic lifestyle, and many of them have abandoned it altogether. Having lost their flocks, they
have lost their chief connexion with Pabiiji, who is above all associated with the welfare of livestock.
Perhaps equally serious has been the enormous spread of television. Not merely have the large numbers
of cable channels now available throughout India accustomed their audiences to more sophisticated
forms of entertainment, they have also begun to have a standardising effect on Hindu mythology, which
will inevitably weaken local variants such as the Pabjt story. Television has even begun to usurp the
ritual function of performance traditions such as the epic of Pabiiji, as became clear in the 1980s when the
national channel Doordarshan screened its 94-episode serialisation of the Mahabharata, and audiences
responded by offering arati and burning incense in front of their television sets. After all, if the par
(cloth-painting) of Pabuji can function as a portable temple,® what is to stop a TV set from functioning
as a temporary shrine?

Thus a performance tradition that was still flourishing in the 1970s — though even then promoting
attitudes that seemed to belong to a much earlier age* — has, by the beginning of the twenty-first century,
almost completely lapsed, and a book that was intended as a description of present-day practice has
become a work of history.

It was always a matter of regret to me that the original Cambridge edition of The epic of Pabiiji was
extremely hard to obtain in India, the country where there might be expected to be most interest in it,
and that where it was available it was often prohibitively expensive. The principal aim of this second
edition is to make amends for that situation, and it therefore in general reproduces the original edition
unchanged. I have taken the opportunity to correct a few errors, to eliminate a few infelicities, to update
the bibliography, and to incorporate some references to more recently published works into the initial
chapters. However, no other changes of substance have been made.

' “The epic of Pabuji’, directed by H. O. Nazareth and produced by Richard Key, a Penumbra production broadcast in the

BBC 2 Bookmark series on December 2, 1992.
2 “Of bards and beggars’, directed by Shweta Kishore and Yask Desai, Mt Waverley, Australia.
3 See p. 5 below.
4 See p. 3 below.



Preface ix

The Preface to the first edition concludes with a description of the computer software used to
produce it, and since this edition was produced using quite different software, much of it generously
made available as open source, it seems only fair to acknowledge it. The text was typeset using XqIEX,
Jonathan Kew’s Unicode-compliant extension to Donald Knuth’s venerable program TgX; the Roman
font is IndUni-T, the Devanagari font Monotype’s Devanagari MT. The music notations use the pro-
gram PMW by Philip Hazel; graphic files were handled with Gimp, written by Spencer Kimball and
Peter Mattis, and with L. Peter Deutsch’s Ghostscript package.

John D. Smith
Benaulim, 2011



Preface to the first edition

In March, 1969, as I was about to leave Rajasthan after an eight-month visit, a folk-singer from whom
I had recorded a few songs told me that he had a picture he would like me to see: perhaps I would be
interested in buying it from him. With no great enthusiasm I agreed to look at what I assumed would
turn out to be a miniature painting, probably a poor copy; and so he brought his picture to my hotel
room. Not for the first time in India, I found my assumptions to have been as wrong as they could be:
what confronted me was a huge piece of cloth about fifteen feet by four, peopled by innumerable painted
human and animal figures. I had never seen anything remotely like it before, and, curiosity thoroughly
aroused, agreed to buy. All I knew at this time about my new purchase was that it depicted the deeds of
the local hero Pabiiji Rathor.

It was not until 1973 that I was able to start serious investigation of this intriguing object and its
role in the culture of Rajasthan. In that year, working alongside the eminent Rajasthani folklorist Komal
Kothari, I made a number of recordings of the story of Pabiiji as traditionally performed in front of these
painted cloths, or pars; once again, I found myself thoroughly taken aback by the scale and variety of
what I witnessed. This was clearly a fully fledged epic narrative, but one performed in an unusually
flamboyant manner, with songs sung to many different tunes, dancing, loud declamatory chanting — all
done through the night in front of the brightly-coloured cloth-painting. So captivating did I find these
performances that, back at home, I would often listen to my recordings for pleasure, perhaps after hours
of work with headphones and a half-speed recorder.

The idea of a ‘Pabiiji book’ initially came into being quite soon after that first recording-trip. Early
in 1974 1 was visited in Cambridge by two Dutch art-historians, Ernst van de Wetering and Ebeltje
Hartkamp-Jonxis, who were engaged in mounting an exhibition of Pabiiji pars in Amsterdam, and a few
months later I travelled to Amsterdam myself to lecture on the epic. Soon afterwards Joseph C. Miller,
Jr, an American folklorist, joined what was beginning to seem more and more like a team; and the four
of us agreed that we should try to assemble a book on the subject, incorporating contributions written
from our various different perspectives. Sadly, however, that book was never to come into being, despite
the large amounts of time and labour that went into the attempt. (As many editors know to their cost, the
difficulty of arriving at a final typescript of a book is largely a function of the number of different authors
involved; when those authors come from a wide variety of academic backgrounds it is all the harder to
reach an acceptable evenness of approach.) By the early eighties it had become clear that it would be
wiser for us to give up the attempt to create a unitary work, and in due course this was regretfully agreed
to.

The present book, though it naturally contains a great deal of material originally destined for its
luckless predecessor, is very different in plan. It is based firmly round a transcription and English trans-
lation of a complete performance of the epic of Pabiiji, something which Professors A. T. Hatto and
Albert B. Lord had frequently urged me to undertake. It contains a single chapter dealing with the
complex iconography of the par, but very little on the manner in which pars are produced, or their art-
history, or the artists who traditionally paint them. These are areas which, in the earlier project, were
to be covered by others, and I could not write on them without committing serious intellectual theft.
But it goes without saying that the present book has gained immeasurably from my long association and
friendship with my three former co-authors, and I hope that they will enjoy reading it as much I have
enjoyed writing it.

Specific acknowledgment must also be made of help and information provided by Komal Kothari,
who generously shared with me his unparalleled knowledge of Rajasthan and its folklore, and by
Joseph C. Miller, Jr, who has allowed me to use the results of his extensive fieldwork with both singers
and painters. To Kothari I owe much of my knowledge of Rajasthani folk-religion, and much other infor-
mation besides; to him, too, go my thanks for all his practical help, without which I would have achieved
much less, and achieved it much more slowly. To Miller are due many details about the painters and
their products, the identification of certain ‘difficult’ depictions on the par, and the division of the par
into the ‘scenes’ which appear at their appropriate points in my translation.

Without Srilal Josi, the par-painter who provided the illustrations, this book would have been much
less attractive and much less informative than it is. Without Parba Bhopo, the bard whose performance
forms the core of the book, and who has remained my chief informant since we first met during my
second recording-trip in 1976, it would not exist at all. To both of these I offer my heartfelt dhanyavad.



Preface to the first edition xi

I am happy to acknowledge the generous financial support which a number of bodies have provided
to assist this work. My various visits to India have been made with assistance from Christ’s College,
Cambridge, the Smuts Memorial Fund (University of Cambridge), the School of Oriental and African
Studies (University of London), and the Society for South Asian Studies. The colour pull-out reproduc-
tion of a Pabiijt par (Plate 9) was made with the aid of a grant from the Spalding Trust, and permission
to reproduce the painting in question was kindly given by the Royal Tropical Institute, Tropenmuseum,
The Netherlands. I am grateful to all of these agencies for their help in bringing this work to its conclu-
sion. Special thanks must go to Ernst van de Wetering for his brilliant and beautiful ‘restoration’ of the
missing fragment of Plate 9.

The book has been computer-typeset using facilities provided by the University of Cambridge Com-
puting Service (principally the GCAL text-processing package), except for the music examples, which
were created using Philip Hazel’s program PMS. My grateful acknowledgments for help with the prob-
lems of typesetting a difficult text go to Mark Argent, John Dawson, Douglas de Lacey and Philip Hazel;
to Kenneth Bryant of the University of British Columbia go my thanks for his elegant Devanagari font.

I initially planned to include as a part of this work a cassette containing selections from my record-
ings of the epic of Pabiiji. Various practical considerations have ruled this out, but any reader who wishes
to obtain such a cassette should write to me at the Faculty of Oriental Studies, University of Cambridge,
Sidgwick Avenue, Cambridge CB3 9DA.

John D. Smith
Jodhpur, 1989
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Introduction

The setting

The epic of Pabiiji is an oral epic in the Rajasthani language, which is performed nowadays in the Indian
state of Rajasthan; and since this part of the world may not be well known to the general reader, my first
task here is to set the scene in general terms by filling in some necessary background.

Rajasthan, situated in the West of northern India, has an area of approximately 132,000 square miles,
and is thus only a little smaller than Japan or Germany; it is in fact the second largest Indian state. Its
shape on the map is roughly that of a square standing on one corner: to the North-East it borders on
Panjab, Haryana and Uttar Pradesh, to the South-East Madhya Pradesh, and to the South-West Gujarat;
the rest of its boundary (to the West and North-West) coincides with the international border dividing
India from Pakistan.

The principal geographical feature of the region is the Aravali mountain-range, which runs from
South-West to North-East across the state. None of these mountains is very high: the tallest, Mount
Gurushikhar, is 5,666 feet, but comparatively few other peaks reach 3,000 feet. Nevertheless the Aravalis
have a decisive effect on the geography and climate of Rajasthan as a whole, for they divide the state into
two remarkably different parts, a large, mainly desert area to the North and West, and a smaller, fertile
area to the South and East. West lies the Thar Desert: villages half buried by sand and fenced by dry
thorn-bushes; fields of millet watered by nothing but dew; deep wells containing brackish water or no
water at all; an undulating, shifting landscape of sand-dunes with few trees, punctuated here and there
by sudden high-walled fortresses. East lies the fertility of North India, where water is freely available
for irrigation and as a plaything, and the fields are bright with sugarcane, maize, or opium poppies.

Extremes of contrast in Rajasthan are not restricted to geography. Here, in a single state, we find
both terrible poverty and vast wealth; tiny villages and lavish courts; illiterate epic-singers and virtuoso
classical poets; impossibly high-minded rulers and sly wheeler-dealers; the remains of mighty empires
(Delhi itself was once feudatory to the princes of Sambhar) and one-village principalities. Much of this
is the general condition of all India, especially those parts of India which, like Rajasthan, were never
taken over by the British, remaining instead under ‘feudal’ native rule until 1947. Yet in many important
respects a common inheritance links all extremes. For instance: the vast treasure of the rulers of Jaipur
was guarded by tribesmen, and ‘So tenacious and secretive were the Minas that no Rajput ever knew
what wonders lay in their keeping. A maharajah was allowed to see the trove only once during his tenure
and could select a single item from it."! There are many parallel stories. In Rajasthan, the rulers never
fully divorced themselves from the common people on whose support they depended, and from whose
ranks they had themselves no doubt once sprung.

The rulers of Rajasthan were hereditary kings of the caste called Rajpiit, a name which itself means
‘prince’. The Rajputs claim descent from the Ksatriya monarchs of the ancient period, and support this
claim with a variety of myths expounding their ultimately divine origins. Modern historians have gener-
ally viewed the earlier parts of their impressive genealogies with suspicion, regarding them as attempts
at self-legitimation, and have proposed alternative accounts: the Rajpiits originated as brahmins, or as
invaders from Central Asia. In fact there seems little reason to go to such lengths: everything we know
about the early Rajpiits suggests that they were initially simply rulers of small localised districts who
succeeded over a period of time in extending their control and power until eventually they could claim
the title of king.

The different Rajptt clans emerged at different periods: the great empire of Sapadalaksa, controlled
by the Cauhans of Sambhar, was well established by the end of the first millennium A.D., but other major
dynasties took several centuries more to assert themselves. It was not until the coming of the Moghuls
in the fifteenth century that the political map of the region began to assume the shape it was to retain into
the British period. By 1500 A.D. the major kingdoms were all established: Mewar (Rajasthani: Mevar)

' John Lord, The maharajahs, London, 1972, p. 210.
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under the Sisodiyos, Jodhpur (Marwar, Rajasthani: Marvar) and Bikaner under the Rathors, Jaisalmer
under the Bhatts, Jaipur (Dhidhar) under the Kachvahos, and Bundi (Hadauti) under the Hado Cauhans;
and numerous minor states existed in addition. Pabiiji was a Rathor, a member of what was to become
the ruling line of Jodhpur, but at the time in which he is believed to have lived, the early fourteenth
century, the Rathors were not yet established as a ruling dynasty. Kolu, over which Pabiji is said to have
ruled, was and is a tiny and insignificant desert village; Kola has certainly gained more prestige from its
association with Pabji than Pabiijt could ever have gained from his control of Kola.

Rajasthan is an entity within Hindu India, and the culture of Rajasthan is of necessity a Hindu
Indian culture. Nevertheless, Rajasthani culture is unique to itself. In the ‘fine arts’, Rajpiit miniature
paintings have won a lasting and international esteem (as current market prices regrettably testify). Less
well known outside Rajasthan itself is the enormous vernacular literature in the Rajasthani language,
perhaps greater in extent and scope than its neighbour Hindi (Hindi in fact claims Rajasthani as a dialect
of itself, much as if French were to lay claim to Italian). From the fifteenth century onwards a great mass
of literature was produced; the bulk of it is the work of Carans, a caste traditionally devoted to producing
eulogies of the ruling Rajptits. Much of the surviving material is indeed straightforwardly eulogistic,
either of the poet’s royal patron or of his ancestors (or both); but other poems exploit the alliterative
and metrical resources of the language to deal with more general themes. In addition to these poetic
texts, there exist prose chronicles which relate the history of one or more of the ruling dynasties. The
earliest of these to attempt a fairly generalised historical account of all the main Rajpit kingdoms is the
seventeenth-century Khyata of the Rajpiit Miihato Nainast;? NainasT includes in his work an important
version of the story of Pabiiji, which is translated in Appendix 1 of this book.

I am not, however, principally concerned here with the high culture of Rajasthan, which is depen-
dent on royal and, to a lesser extent, priestly patronage. Blue-blooded Rajpits and brahmin priests are
certainly the most powerful and influential members of the society, but like any other élite they draw
their power and influence in part from the very fact of their relatively small numbers. The phenomena
which form the subject-matter of this book occur much lower down the social hierarchy: the Pabiijt
of history may have had patrician blood in his veins, but the Pabiiji of modern worship is an almost
exclusively plebeian deity.

In Rajasthan there is an almost bewildering multiplicity of lower castes. The Ethnographic atlas of
Rajasthan,’® which refers only to the ‘scheduled castes” and ‘scheduled tribes” — that is, only those social
groups whose inferior status is thought sufficiently debilitating to merit positive governmental discrimi-
nation — lists 55 castes and six tribes, accounting for somewhat less than 30% of the entire population of
the state. Members of the scheduled castes are for the most part traditionally engaged in activities which
put them beyond the pale of higher-caste Hindus: they work with ‘unclean’ materials such as leather,
and they are willing to eat ‘unclean’ foods such as pork. The scheduled tribes (in Rajasthan principally
Minos and Bhils) also stand outside conventional Hindu society, following their own customs: when
G. Morris Carstairs took time off from his study of high-caste village Hindus to live among and observe
Bhils, he found the contrast so overwhelming that he entitled the chapter in which he made his report
‘The reverse of the medal’.* Many outsiders would agree with Carstairs’s assessment of the differences
he found: the ‘noise and vigour and exuberance’® of the tribals, as opposed to the high-caste Hindus’
“paranoid suspiciousness, ...egocentricity and reluctance to make other than superficial and transient
relationships, ...ever-shifting uncertainty together with a longing for stability and assurance’.® To some
extent the same ‘exuberance’ can be seen also among the lower Hindu castes, but it is dearly paid for in
terms of social oppression. Rates of literacy and education are very low, living-conditions very poor,
upper-caste hatred and contempt very widespread; and there is little social mobility. As Chogo Bhopo,
a professional singer of the epic of Pabiji, replied when asked whether his children would be singers in
their turn: ‘The children of rats cannot be other than rats.’

In between the brahmins and the landed Rajptit gentry on the one hand, and the lowest castes and
tribals on the other, comes the great mass of the people of Rajasthan. Most typically they are cultivators
or herdsmen; they live in houses built of mud in relatively small villages; they use money little, keeping
their personal wealth in the form of livestock and gold or silver ornaments for their wives, and conducting

2 Sakariya 1960—67.

3 Compiled by U. B. Mathur, Delhi, 1969.
4 Carstairs 1957, pp. 125-36.

5 Ibid., p. 126.

6 Tbid., p. 125.
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most transactions through barter. By no stretch of the imagination could any of them be called rich, but
their poverty is different from the grinding poverty of most of the ‘scheduled castes’ — at least until
drought (in the West of the state) or flood (in the East) strikes to threaten livelihood and life itself.

All three of the broad social strata distinguished here are involved in the cult of Pabiiji. Pabiiji him-
self was a Rajpiit prince; he is widely worshipped as a deity by Rebart herdsmen and others throughout
the Rajasthan countryside; and he is served by scheduled-caste Nayak priests. Thus he himself forms
a part of the ‘common inheritance linking all extremes’, to which I have already referred as a factor
binding together the exceedingly heterogeneous society of Rajasthan. More significant, however, his
story emphasises certain themes which are of central importance in the Hindu culture of western In-
dia, in particular certain ideals for human behaviour. Pabiji the Hindu warrior opposes and overthrows
the barbaric cow-killing Muslim ruler Mirza Khan, and protects women from attack. He maintains his
honour and the honour of his family by pursuing blood-feuds (vair), and his nephew Riipnath does the
same. Despite all this, Pabiijt is devoted to the principle of ahimsa, non-violence. His strength derives
in large measure from sexual continence: he marries, yet, by a quirk of the narrative, remains celibate.
The womenfolk of his story too represent cherished ideals: both his bride and his sister-in-law become
satis, that is, follow their husbands into death by committing ritual suicide on a blazing pyre.

What is most acutely evident in this sample list of the ideals portrayed in the story of Pabiijt is that
they are rarely if ever attainable in normal life. Some of them — marriage and celibacy, warfare and
non-violence — are mutually incompatible; others — the protection of women and cows — are seldom
called for in present-day life, and yet others — blood-feuds, ritual suicide — have actually become
illegal. Nonetheless, taken together, they constitute what is felt to be a noble and virtuous way of life.
The mutually incompatible ideals are clearly expressive of tensions that members of the society feel
about themselves, and they are echoed in other Indian oral epics as well as in the Sanskrit Mahabharata
and Ramayana.” As for the others, it is easy to understand that when traditional conceptions of nobility
and virtue are rendered unrealisable by social change, stories embodying those conceptions assume a
new and vital significance. Whatever else they may be, Pabiiji and his associates serve as projection-
screens for the frustrated aspirations of a certain class of Hindus. This too is probably a major function
of epic heroes everywhere.

Thus the very forces of modernisation in India which seem most likely to sweep the Pabiji cult
into oblivion may also, paradoxically, reinforce its power; by placing yet further obstacles in the way of
one particular road to Hindu self-realisation, they may enhance the psychological importance of stories
telling of successful journeys down that road. ‘The admiration for great doings lies deep in the human
heart, and comforts and cheers even when it does not stir to emulation. Heroes are the champions of
man’s ambition to pass beyond the oppressive limits of human frailty to a fuller and more vivid life...’

The subject

The most striking feature of the cult of Pabdji is its principal ritual. Singer-priests (bhopos) of Pabiijt
perform a liturgical epic telling of the life, death, and avenging of their hero-god; these performances
take place at night, typically in front of a par, a long narrative cloth-painting simultaneously depicting the
events of the story and serving as a portable temple to the deity. We may quote the words of Lieutenant-
Colonel James Tod, the first European chronicler of Rajasthan, who wrote in 1829 of ‘Pabooji, mounted
on his famous charger “Black Caesar” (Kesar Kali),” whose exploits are the theme of the itinerant bard
and showman, who annually goes his round, exhibiting in pictorial delineations, while he recites in
rhyme, the deeds of this warrior to the gossiping villagers of the desert.”'° The chapters following offer
detailed descriptions of the various facets of this epic tradition; here I wish merely to give a general
introduction. Immediately, however, a word of warning becomes necessary. There is hardly a single
possible generalisation which is not subject to a number of exceptions. ‘Pabijiis alocal deity worshipped
in Rajasthan’ — but he is also worshipped, though to a statistically lesser extent, in Panjab, Sindh, Kacch,

7 See further Smith 1989b.

8 Bowra 1952, p. 4. Recent decades have in fact seen a significant weakening of the Pabiiji cult: see my comments in the
Preface to the second edition of this book.

9 Kesar Kalami is in fact a mare, and her name, needless to say, has nothing to do with Caesar, but means ‘the black mare
Saffron’. Pabiiji’s mare is his mother returned to him in a different form: she was a nymph called KesarparT ‘the nymph
Saffron’.

10 Tod 1829-32, pp. 729-30.
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Malwa and Saurashtra.!" “The pars are painted by JosT citeros’ — but some are painted by the bhopos
themselves, or by others. ‘The pars are sold to bhopos of Pabiiji’ — but nowadays many are sold to the
tourist emporia. ‘Bhopos sing with their wives’ — but some sing with their aunts, or their brothers, or
their sisters-in-law. ‘Bhopos accompany themselves with a fiddle called ravanhattho’ — but some use a
pair of large earthen drums instead. The list of possible detailed exceptions to the most commonly found
‘norm’ is endless; here I give only a guide to the norm itself.

To begin at the beginning: Pabiiji was, as already noted, a Rathor Rajpiit, a member of what was to
become the ruling line of Jodhpur. At the time in question, the early fourteenth century A.D., however,
the great Rajpiit families of Rajasthan had not yet assumed the kingship of settled states: rather, they
were the strongest contenders in the multiple territorial feuds which preceded the establishment of those
states. PabiijT was the junior son of a junior son, and seems not to have been involved in the main
territorial struggle, contenting himself with settling personal feuds and rustling livestock. Nowadays
he is revered as a great hero throughout Rajasthan; but, more important, he is also worshipped as an
incarnate god by many of the ‘gossiping villagers’ — not merely in the desert West, but in the fertile
East as well. This claim to divinity is not accepted by higher-caste orthodox Hindus, and Pabji is not
served by the brahmins, the priests of the ‘official’ Hindu deities. Instead, his priests (bhopos) are drawn
from the Nayak caste, which is listed (regrettably enough, under the abusive synonym Thor7) as one of
the scheduled castes of Rajasthan — the Nayaks occupy a very low rank in the social hierarchy. The
devotees of Pabiji to whom the bhopos minister belong to many different castes below the status of
brahmin; probably the pastoral Rebaris are the commonest, but Jats and Rajpits also worship Pabiji.!?
Nonetheless, it is important to stress that the cult as a whole lies squarely on the Little side of the uneasy
divide between Great and Little Traditions.

Plate 1

The courtyard of the temple compound in Kold, facing the gateway. On the left is the entrance
to one of the two temples to Pabiiji.

11 Worship involving the par seems, in fact, to be almost wholly restricted to Rajasthan, save only when a bhopo performs
for a migrant community settled outside that state.

12 Thus the priests are of substantially lower caste than the bulk of those to whom they minister. For parallels see Pocock
1973, Chapter 3 (where the parallelism extends to the life-story of the god in question), and Roghair 1982, pp. 26-9, 324,
374 (s.v. Mala).
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Pabaji lived in the village of Kola (26° 557, 72° 15°), and in that village are to be found the only
full-scale public temples to him — two small temples within a single compound, where pizja (worship)
is offered to the deity. Small shrines, commemorative stones etc. abound, but, outside Koli itself, the
absence of actual temples is conspicuous. There are two reasons for it: first, Pabiiji has yet to achieve
sufficient prestige as a god to warrant the construction of pieces of architecture; and, second, many of his
worshippers — in particular, many Rebarts — are semi-nomadic, and are thus not in a position regularly
to visit a temple in a fixed spot.

So, instead, the temple visits the worshippers. The bhopos are (as Tod remarked) itinerant, and they
carry their temple about with them. It takes the form of the par, a cloth-painting about fifteen feet in
length and between four and five feet in depth. In transit the cloth is kept rolled, rather than folded,
presumably in order to avoid cracking the paint; by unexplained custom, it is always rolled from left to
right, with the result that, after some time, the exposed right-hand edge begins to show signs of wear.
The painting depicts the narrative of PabjT’s life, his various exploits, and the vengeance taken by his
nephew upon Jindrav Khici, who killed him. Iconographically, it is extremely complex and intricate; its
images are organised according to a strict logic which has more in common with a road-map than with
a comic-strip.

Having arrived in a village or town, and having received assurance of a satisfactory financial recom-
pense for his performance, the bhopo erects his ‘temple’ in a suitable public place shortly after nightfall.
Since the par functions as a temple, it is a holy object, and various ritual rules have to be observed: the
ground beneath it must be swept clean and incense must be burnt before it. The actual setting-up of the
par is done by fastening the rope that runs through the red band sewn on at the top to wooden props set at
each end. Once the par is in position, other rituals take place: the bhopo performs arati (worship with a
flame) before the central figure of Pabiji, and devotees may make cash offerings to the god; if the donor
is both sufficiently munificent and sufficiently literate, he may perhaps record his gift in writing on some
unpainted spot on the cloth, while the bhopo blows a conch-shell, one blast for each rupee given. Then
the liturgy can begin.

The liturgy of Pabiiji consists in the singing of an epic recounting the same narrative as is depicted
on the par. More precisely, it consists in the singing of as much of this epic as can be accommodated
in twelve hours or thereabouts: since the epic is long, and pauses for food, rest, tobacco etc. are fairly
frequent, it is never possible to sing the whole story — the assembled audience will request the bhopo
to perform this or that episode, necessarily omitting parts of the narrative as a result. The performance
goes on throughout the night, and terminates in the early morning (the par is not supposed to be opened
during the day).

The singing of Pabiji’s epic may constitute a religious liturgy, but it is a fairly informal and cheerful
event. The audience does not sit still or maintain a devout silence. In the course of performance the bhopo
may crack jokes or make deliberate mistakes, and in return he may be chaffed by his listeners. He sings
with his wife (bhopt) to the accompaniment of a spike-fiddle (ravanhattho); his wife holds an oil-lamp
to illuminate details of the painted par in the darkness. In between songs he declaims the narrative in
a vigorous chant; during some songs he will dance, the bells round his ankles jingling and his red robe
swirling about him. There is no doubt that the performance — the ‘reading of the par’, as it is called —
is an entertainment as well as a religious observance.

The two principal tools of a bhopo’s trade are thus his fiddle (ravanhattho) and his portable temple
(par). Normally he owns both, but he may borrow from friends or relatives. The fiddle he constructs
for himself; the par, however, is painted for him — at a price — by a professional painter (citero).
The painters of pars have the lineage-name Josi; they are members of the Chipa caste, whose traditional
function is textile-printing. The JosT painters are, and appear to have always been, concentrated in South-
East Rajasthan, almost entirely in the towns of Bhilwara and Shahpura; it is reckoned that there are
nowadays perhaps seventeen or eighteen of them involved in painting pars. Pars in honour of several
‘new’ deities such as Rama, Krsna and the local god Ramdev have recently started to be created, but
the backbone of the par-painting tradition, from which the more recent creations explicitly derive, is
represented by the two pars which have been produced for over a century and a half (maybe much
longer), and which are used by medium- or low-caste itinerant singer-priests as portable temples to local
deities. One of these is in honour of Pabdji, the other in honour of Devnarayan of the Bagaravats, who,
like Pabiji, has for his liturgy an epic performed at night-wakes in front of the par. (The bhopos of
Devnarayan are generally Gijars, Kumars and Bhabis: like the performers of the epic of Pabiji they
sing in pairs, but only men may take part. The senior bhopo plays a jantar, a type of stick-zither.)

The Devnarayan par has a central section (representing the court of the hero) almost identical with
that of the Pabiiji par, and there are many other resemblances between the two. The most striking
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superficial difference between them is in their length, for the par of Devnarayan is about twice as long
as that of Pabiiji. An attempt to deal with the Devnarayan par, its iconography, patronage etc. has been
published, as has a version of the epic.'® It is rather surprising that no such attempt has so far been made
on the Pabijt tradition, even though both painting and epic are considerably shorter and thus somewhat
more ‘manageable’, and though the Pabiji tradition is much the more widespread and active of the two.
This book seeks to remedy the lacuna.

The story

I give here a brief résumé of the story of Pabiji as it is sung in front of the painted par, based on the
version performed by Parbii Bhopo and translated later in this work.

Dhadal Rathor had four children, two boys (Biiro and Pabiiji) and two girls (Sona and Pema). When
he died, both his sons set up court in their village of Koli; but Pabiiji was a god incarnate, born not from
Dhadal’s wife but from a celestial nymph who had promised him that when he was twelve years old she
would return to him in the form of a mare for him to ride. He had four companions: Cado and Dhébo,
two brothers of whom Dh&bo was a colossus with an insatiable appetite for food, drink and opium, and
immensely aggressive; Salji Solanki the augurer; and Harmal the Rebar1 herdsman.

Pabiiji’s first exploit was to fight the Khicis, who were encroaching on his borders and treating him
and Biaro arrogantly. In the course of the fight Jindrav KhicT’s father was killed. To try to prevent a
blood-feud Pabiji and Biro gave KhicT their sister Pema in marriage. But in fact he remained hostile,
and his hostility was brought to a head when Pabiji secured from the Caran lady Deval (an incarnation
of the Goddess) the fine black mare Kesar Kalami, on whom Khict had set his heart. The mare was,
of course, Pabiiji’s mother returned to him. In exchange for the mare, Pabiiji promised to protect Deval
from Khict’s raids.

Then he set off on his exploits: he overthrew Mirza Khan, the cow-killing king of Patan, and then
went to bathe in the holy lake of Pushkar to cleanse himself of the sin of bloodshed. Whilst he was
bathing his foot slipped, and he was saved from drowning by the snake-god Gogo Cauhan. As a reward
Pabiijt offered him the hand of his niece Kelam, Biiro’s daughter, and he accepted. But Kelam’s parents
were fiercely opposed to any such wedding, and so Pabiji set up a subterfuge instead. At his instigation,
Gogo turned himself into a venomous snake and concealed himself in the garden; and when Kelam came
there to swing he bit her on the little finger. The curers were unable to do anything for her, but Pabijt
said that she could be cured by tying on her arm an amulet in Gogo’s name, provided that she was then
married to him. The cure worked and the wedding had to go ahead.

During the wedding-ceremony various people gave costly presents to Kelam; when his turn came,
Pabiijt said, ‘I shall plunder she-camels from Ravana the demon king of Lanka to give you.” Everyone
laughed, for camels were then unknown in Rajasthan and Lanka was known to be impregnable. And
when Kelam reached her husband’s home her in-laws taunted her mercilessly. So she sent a letter to
Pabiji imploring him to carry out his promise. He sent one of his men, Harmal, to Lanka to reconnoitre;
and Harmal, disguised as a jogi (holy man), managed to get the information they needed, and also
obtained physical evidences of the she-camels, all this despite being mistrusted and ill treated by the
inhabitants of Lanka. Then he returned to Kol with his news, and they all set off to raid Lanka. They
crossed the sea by Pabiiji’s power and rounded up Ravana’s she-camels; then they did battle with Ravana
and his army and defeated them, Pabiiji himself killing Ravana with his spear.

On their way to give the captured she-camels to Kelam they had to pass through Umarkot in Sindh,
and here the Sodhi princess Phulvanti saw Pabiji and fell in love with him. Pabiji continued on his
way: he triumphed in an encounter with Devnarayan, and was soon able to hand over the she-camels to
a delighted Kelam and return home to Koldi. But now he received a wedding-proposal from Phulvanti’s
father. At first he tried to avoid it, and even when he capitulated and accepted it he caused further delay by
insisting that saffron be obtained to dye the garments of the men who travelled in his wedding-procession
— which resulted in an all-out war with Lakkhii Pathan, the owner of the saffron. But at last he set off
back to Umarkot to be married. Deval, to whom he had promised his protection, stopped him on the way
and tried to persuade him to stay, or at least to leave some of his men behind, but he refused, promising
that if she needed him he would come instantly, even if he were sitting inside the wedding-pavilion.
Then the wedding-procession started off once more, but as they travelled they observed numbers of bad
omens, culminating in a tiger which Dhébo killed. They reached Umarkot, and the preparations for the

13 Joshi 1976, Ciindavat 1977. Since the first edition of The epic of Pabiiji was published, further work on Devnarayan has
appeared: see Malik 2003, 2005.
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wedding went ahead smoothly; but before the ceremony itself was even complete Deval arrived in the
form of a bird to say that KhicT had stolen her cattle.

Pabiijt insisted on abandoning the wedding in order to ride in pursuit: he severed the bridal knot
with his sword, and gave his bride a parrot which would tell her what became of him. He rode back
to Kold with his men, and after some slight delay set out in pursuit of the Khicis, leaving only Dhébo
behind asleep. Deval woke Dhébo up and sent him out too, and he soon overtook Pabiji, for when his
horse tired from endless galloping, he picked it up and put it under his arm and ran on. Then disaster
befell him. Vultures began to circle over him, and he as usual told them to be patient (‘I shall satiate you
with the vital organs of the Khicis!”); but these vultures were not content, and told him that they wished
to eat his own flesh. Dh&bo was a man of such noble character that he could refuse no request, so he
disembowelled himself for the birds. Then he drew his belt tight, and rode on; and soon he caught up
with Khici. Single-handed he destroyed Khici’s whole army, until only Khici himself was left alive, and
he was about to kill him too when Pabiiji, who had arrived on the battlefield, stayed his hand: ‘If you
kill him you make my sister Pema a widow.” They freed Khic, and set off to give Deval back her cattle.
On the way, when Pabiij1 offered Dhébo some opium, Dhébo revealed that he was disembowelled, and
died.

Pabiijt and his remaining men now returned the cattle to Deval, but she kept making objections: first
she said her favourite bull-calf was missing — but it was discovered inside Dhébo’s opium-box, where he
had put it as a joke; then she complained that her cattle were thirsty and told Pabiiji to water them — but
when he tried to do so he found that all the water in the well had been swallowed on Deval’s instructions
by a genie named Susiyo Pir. He struck the genie through the head with his spear and watered the cattle;
but by the time he had finished doing all this Khici had been able to enlist the support of his uncle
Jaisingh Bhati, and was riding on Kola with a Bhatt army. There was a great battle, in which Pabiijt and
Khici came face to face. Pabiji said, ‘Khici, take my sword and give me your whip: my body cannot fall
to a blow from your sword.” They exchanged weapons, but at first Khict did nothing; so Pabuji goaded
him into fury by whipping him, and KhicT struck back at him with the sword. Instantly, a palanquin
came from heaven and took Pabiiji away with his mare. After this, Pabiiji’s men were wiped out quickly,
the last to fall being Biiro, who had his head cut off by Khici.

Biiro’s wife had a terrible dream in which she saw the massacre of the Rathors; and when she awoke
the news was confirmed by a camel-rider, who brought her the turban of her dead husband. Similarly
in Umarkot Phulvanti heard the news from her parrot, which then died. Then all the women prepared to
become satis (i.e. to follow their husbands into death by mounting the funeral pyre). But Buro’s widow
was advanced in pregnancy, and before becoming a sati she took a knife and cut out from her body a
male child. She named him Riipnath, and had him sent to her mother’s home in Girnar to be looked
after.

Riipnath grew up in ignorance of his origins, but one day when he was twelve years old he encoun-
tered Deval, and persuaded her to tell him the truth. Then he was consumed by desire to take revenge
on Khicl. In the disguise of a holy man he went to KhicT’s place, and his aunt Pema (KhicT’s wife) told
him how to avoid the traps and savage animals with which Khict guarded himself. He was successful in
doing this, and thus came into the room where Khici was asleep. He awoke him, told him who he was,
and then beheaded him. Pema helped her nephew escape, and asked him for KhicT’s head so that she
could become a sati with it; but Rupnath told her that she would have to wait a little before he could
return it to her. Then he went off with it back to Girnar, where he used it as a ball for a game that ran all
the way from Girnar to Koli and back. Finally, with one blow of his bat, he sent it to Khic1’s place for
Pema to become a sati. Then, his mission accomplished, he became a (genuine) holy man, living on a
sandhill near Bikaner, where he is still worshipped today.
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The words and music of Pabujt’s epic

‘Reading the par’

The bhopos of Pabiiji have two ways of referring to what they do: they speak of their performance as
pabiiji ri par vacno ‘reading Pabiji’s par’, and they speak of the narrative they perform as pabiiji ra
parvara ‘Pabiijr’s story-episodes’. I propose to start by examining these usages, and the realities they
refer to, in turn. Since I shall be considering not only the type of performance which takes place in front
of the par but also the version in which the par is not used and accompaniment is provided by a pair of
drums (mata), it is necessary to distinguish between the two. I shall refer to them as the par-epic and
the mata-epic respectively.

Plate 2

Two mata-players (drummers) perform episodes of the epic in the gateway of the temple
compound at Kol (see p. 9).

The par-epic is typically performed by a man and wife of the Nayak caste, although all-male per-
formances are not uncommon.! The man plays the ravanhattho, which has a main string of horsehair, a
twisted steel drone-string and varying numbers of steel sympathetic strings, and is played with a horse-
hair bow held taut by thumb-pressure.? Attached to this bow are small bells, which sound in accom-
paniment to the emphatic bow-strokes that are used especially between sung stanzas. Further bells are
tied round the man’s ankles, and these jingle whenever he dances. As well as fiddler and dancer, the
male performer has the role of lead singer: the musical and verbal material of each stanza is divided
between him and his wife according to clearly fixed patterns which vary from one tune to another. And
in addition to all this, the man intersperses the singing (gav) with an arthav, literally ‘explanation’, a

I According to Komal Kothari, this is especially true in the West of Rajasthan.

2 The instrument is a spike-fiddle with a resonator formed from a coconut-shell covered with rawhide; the neck is a length
of bamboo. The one horsehair string is stopped lightly at the side by the fleshy part of the finger, and sometimes by the
fingernail. The sympathetic strings, which may vary in number from five to sixteen (typically twelve or so) are threaded
through the lower part of the same horn bridge that supports the two strings which are bowed. The bow is of wood, though
recently metal bows have begun to be used. Rosin is applied to the horsehair string of the fiddle, and sometimes to the
horsehair of the bow also. I am grateful to Jean Jenkins for her helpful comments on the instrument.
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declamatory spoken account of the events of the story, during which he uses his bow to point to the
relevant details of the painting stretched out behind him. While performing arthav he expects a small
degree of audience participation: a member of the audience (known as the hitkariyo) repeats the final
word of each line recited. Sometimes the bhopo tries to trip the hitkariyo up by replacing the appropri-
ate word with a rhyming substitute: whether the deliberate mistake is spotted by its victim or not, much
good-humoured fun results.

Plate 3

Parbii Bhopo, the bard from whom the version of the epic contained in this book was recorded,
prepares to perform. He has already put on his red robe and white turban; now, seated on the
cloth that is spread out in front of the par (cloth-painting), he ties on the ankle-bells that will
jingle when he dances.

The mata-epic is known to me from one performance only.> The two drums consisted of large
earthen water-pots covered with a rawhide membrane. The singers, both Nayak men, sat cross-legged
in front of them (one drum each) and sang alternately, the junior singer simply repeating each stanza
sung by the senior; apart from the final bars of every stanza, which were sung in unison, all the singing
was solo. The drumming, on the other hand, was in unison throughout, no matter who was singing. The
performers were able to obtain an undifferentiated shift of pitch by moving their hands between edge and
centre of the playing-surface; the other noticeable distinction in their playing-technique was between
soft accompanying finger-tapping and full-blooded striking with the flat of the hand, the latter being
largely (but not entirely) restricted to the portions between different lines and different stanzas, when no
verbally significant material was being sung. The mata produced a heavy bass sound, loud enough to
make recording technically very difficult. The mata-epic is certainly much less widely performed than
the par-epic, but I have no accurate information on its geographical spread.

To return to the par-epic: the use of the phrase ‘reading the par’ is a valuable indication of the
way in which bhopos conceptualise their work. They do not speak of ‘singing an epic’; they refer not to
singing or narrative but to performance, and their term for performance invokes the cloth-painting. This
suggests that the epic is sung less for its story than as a liturgy: what is important is that performance
takes place, and that the meaning of the holy object, the par, is stated aloud. We approach Pabiiji through
his par, and we approach the par through the bhopo’s ‘reading’ of it.

3 I have, however, heard fragments performed with the mata by bhopos sitting at the entrance to the temple-compound in
Kolu (see Plate 2), and the style of performance was exactly the same.
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Plate 4

Before beginning the performance, Parbii offers worship to the image of Pabuji at the centre
of the par (the cloth-painting serves as a portable temple to the deity). Parbii is censing
the image with a handful of incense-sticks; at his feet can be seen the conch-shell which is
blown at the beginning of a performance or to acknowledge an offering from a member of the
audience.

The story-episodes

The phrase ‘Pabuji’s story-episodes’ (pabiiji ra parvara) is no less revealing. The epic story is unitary
and coherent, yet its singers refer to it not as a story but as a collection of individual episodes. The full
implications of this did not strike me until 1976, when I recorded the 36-hour performance by Parba
Bhopo which is translated in this book: it was only then that I realised that I was myself probably
listening to the first ever complete performance of the epic. A highly competent bhopo like Parbii may
know the entire narrative, but the question of performing it in its entirety simply does not arise in the
twelve or so hours of a night-wake. Yet rather than skip minor details in order to concentrate on the
main story-line, the performer instead omits whole episodes (parvaros) at his own or the audience’s
discretion: he may start with the hare-hunt, with the acquisition of the mare, or even with the visit to
Pushkar; and he may, as time runs short, jump ahead from (say) Harmal’s mission in Lanka to (say)
Pabiji’s wedding, and finally, missing out everything in between, to the story of Riipnath’s revenge.
Thus in normal performance the epic story is not unitary and coherent, but fragmented and incoherent.
Once again, it is clear that the important thing is the event that is a performance, and that the narrative
is very much a secondary consideration — so much so, indeed, that the bhopos have no word for it.
Shortage of time apart, there are other possible explanations for some omissions from the narrative.
Many singers either do not know or prefer to avoid singing the episode of the Bhati war: evidently they
choose to eliminate from their performance any reference to or hint of the death of Pabiji the man,
preferring to lay stress on the ascent to heaven of Pabiji the god immediately after his completion of the
tasks set him by Deval. Even commoner is ignorance of particular parvaros: the episodes of the hare,
Devnarayan, and the saffron are much less in demand than the rest, and a bhopo may never have found
it necessary to learn them. On the other hand, many bhopos are actually unable to sing the concluding
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episode, that of Riipnath, whilst yet others know none of the narrative between Pabiji’s wedding and
Ripnath’s avenging of his ‘death’.

Plate 5

Parbti Bhopo and his wife Rukma Devi perform the epic in front of their par. He plays the
ravanhattho fiddle; both performers sing.

Clearly, questions of competence are involved here. It is possible to give a ritually adequate perfor-
mance of the epic of Pabiji without singing (or even knowing) large parts of the story, and many bhopos
are content to do just this. However, the singer’s age and experience also enter the question: he may not
yet know, say, the episode of Ripnath’s revenge, but he may learn it later on. The transmission of the
epic is, no doubt, largely from father to son; but singers also often learn ‘new’ material from each other.
It seems likely that this exchange of information takes place within certain restricted ‘schools’, which
probably coincide in large measure with subgroups of the Nayak caste related by marriage (although
distance is also, obviously, likely to be involved). This is, however, merely an unconfirmed hypothe-
sis; yet it is tempting to refer to it problems posed by the minor narrative differences found in different
performances.

The bhopos’ text*

Parbii Bhopo, in various conversations, communicated to me a more detailed picture of the epic text as
he conceives it. It was, he said, first composed by the Carans, the high-caste poets and panegyrists to the
Rajpiits; it was written in large letters in a book called Pabiiprakasa, which had nothing to do with any
of the various recent publications bearing the same title; the book was kept in Pabiji’s temple in Kold.
At some stage the Nayaks — themselves, according to him, fallen Rajpiits — had learned the text, and
from then on it had been transmitted orally by them.

4 To speak of the ‘text’ of an oral epic may seem contentious, but it is not intended to be. I use the word here partly because
the bhopos themselves believe that their epic has a text which they have learned, and partly as a convenient shorthand
term to refer to the form of words in which they perform the narrative. As will become clear, it is also the case that the
epic of Pabiji comes a great deal closer to textual fixity than is generally the case with oral epics.
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Plate 6

Parbi performs in arthav (declamatory spoken style). As he recites the epic couplets he uses
the bow of his fiddle to point to the appropriate details on the par; his wife stands to one side.
(If necessary she would hold a lamp to illuminate the painting.)

What is interesting in this account is that it contains no fewer than three separate claims to a status
higher than that currently enjoyed by the tradition. The text was composed not by Nayaks but by Carans,
the poets of Rajasthan. Its oral transmission was a secondary development from an original written form
(Parbu’s particular concern with the written word is all the more understandable in view of the fact that
he is the only literate bhopo I have ever encountered). And the low-caste Nayaks — for whom the Rajpiit
Miihato NainasT automatically uses the abusive name Thorl — were themselves once members of the
Rajptit caste. Parbii’s statements have a psychological truth out of all proportion to their — doubtless
minimal — literal accuracy.

For Parbi, as for other bhopos, the complete text consists of numbers of episodes of two different
types: the parvaros and the sayls. A parvaro is a narrative episode forming part of the epic story:
interestingly, the word’s primary meaning is ‘battle’. A sayl (‘petition’), on the other hand, is a story of
aid given supernaturally by Pabiji to a suppliant, either from a distance or after his ascent to heaven.
According to Parbi’s first formulation, there are 12 parvaros and 24 sayls; but on subsequent occasions
he referred to 24 parvaros and 16 sayls, 12 parvaros and 16 sayls, and 24 parvaros and 12 sayls. It
therefore comes as no surprise to discover that the numbers do not fit the observable facts very well. As
far as sayls are concerned, Parbii himself knows only one (that of the khejari tree), and his comment that
‘some bhopos know one sayl, others two, three or four, others none’ is if anything overoptimistic. The
parvaros, however, are less elusive, and in Parbu’s long performance there are indeed twelve of them
identifiable by name: what is curious is their extreme variability in length and content. The fourth, in
which Pabiiji meets Gogo at Pushkar, lasts a mere three-quarters-of-an-hour, whilst the sixth and eighth
both run for several hours, each actually containing a second separate parvaro within itself. Yet this
apparent heterogeneity disguises an important underlying unity, for the division into parvaros can be
shown to have major mnemonic significance for the performers: each episode culminates in a crux or
‘epic moment’, and it is this sequence of cruxes which the bhopo uses to guide himself through the
complexities of the story.” The list is as follows:

1) the hare
2) the mare

5 See further Smith 1986.
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3) Patan
4) Pushkar
5) Gogo’s wedding
6) the she-camels (contains (7))
7) Devnarayan
8) Pabiijr’s wedding (contains (9))
9) the saffron
10) the cows
11) the Bhatis
12) the widows’ pyre (includes the birth and revenge of Riipnath)

In addition to these twelve parvaros, and to the restricted but indeterminate number of sayls, the
bhopos’ repertoire contains one further element, for which they seem to have no specific name: I shall
refer to this as ‘the non-narrative songs’. These songs appear to occur only in the par-epic, and are, apart
from initial and final arati praise-songs, restricted to two points in the story — the weddings of Gogo
and Pabiiji. When the gods are invited to attend these weddings, songs are sung in praise of many of
them. Parbi sang ten such songs:

1) Ganesa
2) Vemata®
3) Kirsna
4) Ramdev’
5) Hanuman
6) Siva
7) Bhaira®
8) Jogmaya (the Goddess)’
9) Bhomiyaji"®
10) Sarvan Kavariyo'!

After these ‘invitations’ various wedding-songs are sung. The point about all these non-narrative songs
is that, in one form or another, they are known to all the bhopos with whom I have ever worked: that is,
they rather resemble independent folksongs, with a single, more-or-less fixed form. In this, as we shall
see, they differ radically from the narrative songs; further, they are sung to different tunes. No doubt the
non-narrative material would repay study; here, however, I am concerned only with the epic parvaros
proper.

The epic narrative

In studying the narrative construction of epics, the most valuable single conceptual tool to be forged in
recent years has been the theme. Loosely described, themes are ‘the same basic incidents and descrip-
tions [which] are met with time and time again’'? in oral epic; they are ‘certain actions which tend to
recur..., and which, each time they do recur, are told again with many of the same details and many
of the same words’.!* The notion is the creation of Milman Parry, one of the greatest Homerists of the
twentieth century and a scholar of truly remarkable sensitivity and imagination; unfortunately we shall
never know what Parry would have done with his brainchild, for it appears only in the work completed
immediately before his untimely death in 1935." Parry’s follower A. B. Lord has instated the theme as
a major critical concept, but under a highly restrictive definition which makes it difficult for me to use it

The Rajasthani goddess of preordination.

The song to Ramdev is always one of his parcos — narrative songs forming a sequence, closely analogous to the parvaros
and sayls of Pabij1. See further n. 38, p. 64.

An important Rajasthani guardian deity. See further n. 105, p. 228.

For a translation of the greater part of this song, see p. 63.

Honorific form of bhomiyo, a term denoting a minor local hero-deity. See further p. 57.
The ascetic accidentally killed by Rama’s father Dasaratha. See further n. 109, p. 231.
12 Lord 1960, p. 68.

13 Parry 1971, p. 404.

Ibid., pp. xli-xliii.
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here.'> Nonetheless I have demonstrated in an earlier article' that the Pabajt epic does contain themes,
provided only that that word is understood as referring simply to repeated or repeatable elements of a
stylised narrative; similarly, it abounds in formulae,” that is, in repeated elements of a stylised text. In
less technical language, the epic consists of stock scenes described in stock phrases.

I do not in fact believe that conventional thematic analysis is likely to prove particularly useful as an
approach to the Pabiiji epic. The reason for this is that stylisation so permeates the text at every level that
— except in those cases where a whole story-fragment occurs more than once — it is difficult to decide
where to draw the line. Is the theme to be ‘Pabiji sends Cado to fetch Deval (to pick an emissary)’, or is
it to be ‘Cado sets out on a journey (to fetch Deval to pick an emissary)’, or ‘Cado dresses himself (to set
out on a journey to fetch Deval to pick an emissary)’? Already in 1935 Parry sensed that his ‘theme’ was
a flexible term, and thus that different approaches might suit different cases: ‘Indeed it is obvious that
the distinction between the verse and the simple theme is only one of degree, and that even as the verse
and the theme might be called formulas, so the simple verse might be designated as one of the types of
simple themes.”!® In the Pabuji epic, the ‘simple verse’ is indeed identical with the ‘simple theme’, and
I propose to examine the construction of the epic narrative from this ‘minimalist’ viewpoint."

The verse-type in question is a couplet, referred to by bhopos as a kari, whose form will be discussed
below. The practical meaning of my assertion that the simple verse and the simple theme are identical
is that every line of text retails a single event or descriptive fact (from now on I shall use the word ‘fact’
to refer to both). The epic narrative consists of an enormously protracted concatenation of individual
facts, each of which carries the same apparent ‘weight’ as all the others, regardless of its importance
to the story: Cado greets Biiro, Dh&bo wipes out an army single-handed, Pabiiji ascends to heaven in a
palanquin — each fact occupies one line of text, three or four seconds of time. The facts related in the
two lines of a couplet tend, unsurprisingly, to be connected with one another (‘He looked for him; he
did not see him’, etc.), but beyond that every fact is independent, neither stressed nor unstressed, simply
there.

The reason for a fact’s ‘being there’ is straightforward narrative necessity. It seems that every event
which must have occurred must be described: nothing can be missed out or left to the imagination. As
a result the text often devotes a seemingly disproportionate amount of attention to relatively trivial oc-
currences, simply because these occurrences are ‘complex’. To return to an example already mentioned,
when Parbt Bhopo recites the minor incident ‘Pabiji sends Cado to fetch Deval (to pick an emissary)’,
he does so in no fewer than 22 couplets packed with standard journey- and meeting-formulae — and
this only gets him to the point where Deval arrives and asks what Pabuji wants.?’ The logic runs as
follows: Pabiiji is too noble to run his own errands, so (couplet 1) he tells Cado to hurry and set out, and
(2) explains why Deval is needed. Cado cannot travel barefoot and bareheaded, so (3) he puts on his
turban and his shoes, and (4) sets out. All journeys are undertaken at night, so (5) it is midnight when
he calls to Deval to say (6) that he has arrived. Since it is midnight, Deval is asleep, so (7) she awakes,
and since her guest is a nobleman, (8) she does him honour. Cado must reply appropriately, so (9) he
tells her that she would do better to honour Pabiiji’s mare Kesar Kalami. Deval now (10) blesses the
hour when PabiijT’s chieftain has arrived, and (11) offers him food, but Cado (12) refuses, because (13)
delay would bring him disgrace, as (14) he is a Rajptt. The formalities over, Deval now (15) asks him
on what business he has come, and Cado (16) gives the conventional answer that it is a small domestic
matter. Then (17) he tells her to hurry and set out. She of course has (18) to pick up her trident and put
on her cloak. Then (19) she sets out, and (20) arrives at daybreak; finally (21) she speaks her greeting
in the crowded assembly, and (22) asks on what business she has been summoned.

The concept of narrative necessity, which so elegantly explains this otherwise inexplicable tendency
of the epic to become embroiled in its own trivial detail, is not my creation. It is in fact a formulation of
Parbt Bhopo, and is consequently more deserving of respect than an alien critical insight would be. The
essence of Parbii’s claim was that no ‘necessary fact’ could legitimately be omitted from the story, just

15 L ord 1951, p. 73.

16 Smith 1977, pp. 149-50.

17 Tbid., pp. 147-9.

18 Parry 1971, p. 446.

For a broader narrative analysis, see Smith 1986.

I refer here to a version of the incident which Parbii produced in the course of a recorded conversation about his performing
habits; for the 18-couplet equivalent in his complete performance, see 1. 1193—-1228. For further comment on this passage,
see also Smith 1987 and Smith 1989a.
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as no ‘unnecessary fact’ could legitimately be incorporated in it. A singer who omitted one couplet and
so made Cado set out without first putting on his shoes would be as much in error as another singer who
inserted an extra couplet and made him spend three nights on a journey to another part of his own village.
Parbii felt that he had some leeway in interpreting what was and what was not strictly ‘necessary’, and he
produced for me a much abbreviated version of the incident just summarised: it consisted of couplets 1,
3,5, 17, 18-19%" and 21 of the full version. Such short versions of incidents would, he said, be appropriate
if his audience was evidently not much interested in the part of the story he had reached.

It is hardly surprising that an audience’s interest should fluctuate, for the epic’s rigid one-fact-
per-line delivery is severely at odds with the psychological requirements of the narrative. The story’s
high points are indistinguishable from their surroundings, whilst hours of time are devoted to routine
descriptions of journeys etc. The image that comes to my mind is that of a relief-map which has somehow
been stretched out flat: all the details are there, nothing is missing, but there is no longer any contrast
between high and low country — what was a mountain with a sharp summit is now a smooth plain to
be traversed in a series of measured steps.

This is intended not as a judgment but as an observation, and it is not in fact as difficult to account
for as might be thought. If the narrative is recounted in a manner inappropriate to its own needs, that can
only be because narrative is not the performer’s prime concern. The lessons learned from the bhopos’
nomenclature are crucial in understanding many apparently strange features of the epic, including this
one. The ‘flatness’ of the narrative becomes understandable when we remember that aesthetic response
is here at best a secondary aim: what matters is the fact of performance.

Narrative and text

The centrality of ‘the fact of performance’ explains why a highly stylised narrative is not detrimental to
the performers’ objectives, but it does not directly explain how such a degree of stylisation could have
arisen in the first place. This question takes us from the level of narrative to the level of text. A text
is the way in which a narrative is told, and textual features can only be accounted for in textual terms.
There is nothing in the story of Pabiji itself, or in the liturgical use to which it is put, which can be
said to necessitate a stylised delivery; that can only result from the way in which the text is learned and
performed by its ‘owners’, the bhopos.

It is well known that oral epics in general are textually stylised, relying as they do on repeated the-
matic and formulaic elements — ‘stock scenes’ and ‘stock phrases’. The ‘flatness’ of the Pabiijt epic
narrative represents an extreme stylisation, that is to say an extreme reliance on themes and formulae.
A performer in the sort of epic tradition described in Lord’s The singer of tales will have committed to
memory a large number of metrically useful formulae and a large number of thematic narrative possibili-
ties: in performance he makes use of these as he feels appropriate. The Pabiijt bhopo too has memorised
the equivalent ‘building-blocks’ of his text, but he has much less freedom in utilising them: his story is,
even in its details, immutable, and he is governed by the law of narrative necessity. The ‘flatness’ of the
Pabiji narrative is thus to be understood as a function of the lesser degree of freedom available to the
bhopos. While a South Slavic singer may sometimes launch into an extensive passage of description,
or even make changes to the content of the story, a Pabiiji bhopo cannot deviate from his one correct
sequence of facts. This is a practice which leads inevitably to extreme narrative uniformity, for it is in the
singers’ interests that there should be as little non-functional variability as possible to cope with. Whilst
it might make for greater narrative interest for, say, every one of Pabiji’s journeys to be described dif-
ferently, it would be impossibly taxing on the memory — and so, instead, every journey is to all intents
and purposes identical, and so is every meeting, every battle, etc.

There is some reason to suppose that the epic as performed at the present day actually is more
stylised, more ‘flat’, than at an earlier period — in other words, that there has been an actual shift away
from a differentiated narrative and towards greater and greater uniformity. Couplet (4) in the incident
‘Pabiji sends Cado to fetch Deval’ contains one such indication:

Cado the chieftain set off walking like geese or peacocks;
he swayed as he stepped, like a frightened wild peacock.

This kari appears to describe a reluctant Cado setting out on an errand which he is unwilling to perform;
and when, for instance, it is used in connexion with his visit to Biiro (to ask permission for Gogo to marry
Kelam),? it is so interpreted by Parbii: ‘he does not want to go, for Biiro is not respectful toward him’.

21 A single couplet containing the two facts, ‘She picked up her trident and set out.’
22 L1.491-2.
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But in fact the couplet may be used whenever Cado sets off anywhere, and in some contexts, such as the
present one, a miserable Cado would be an anomaly. Parbi’s interpretation of the kari at this point is,
‘he is going along in great high spirits’. That the words used cannot literally have this sense is obvious:
what has happened is that a simple theme (‘Cado set off reluctantly”), which could be employed on some
occasions and avoided on others in a narrative favouring such differentiations, has now been standardised
for use on every occasion. In the process it has become wholly meaningless — a single bhopo interprets
it in two diametrically opposite senses according to context — but the uncertainty involved in its earlier
use has been eliminated.

A parallel tendency (from differentiation to uniformity) is strikingly visible on the painted pars,
and Ernst van de Wetering has given as an example the loss of the earlier differentiation between the
eye of the tiger before and after it is killed by Dh&bo:?* on earlier pars the fighting tiger has a round eye
with a black pupil at its centre, whereas the dead tiger’s eye has the pupil half-covered by the eyelid; but
more recent pars do not make this distinction. Another illustration is the scene of Pabaji’s wedding.>
From the depiction of Gogo’s wedding® we know what an ‘ordinary’ marriage-ceremony looks like;
Pabiji’s wedding-scene contains two distinctive features — Pabuj1 looks not at but away from his bride,
and Cado looks over his shoulder at the whinnying mare Kesar Kalami. But on some recent pars the
distaste for such differentiation has prevailed: Pabiiji faces his bride, and Cado looks straight ahead. The
meaning of the scene is impoverished, the visual interest diminished — but a troublesome variation has
been removed.

The ‘flatness’ of the narrative also manifests itself in the way in which its constituent ‘simple themes’
are strung together. It should be emphasised that the style of the epic is in no way prosy: though much of
its description is routine and factual, it also contains a great many couplets that are poetically evocative
in one way or another. The image of the ‘frightened wild peacock’ may serve as an example, or the two
karts which immediately follow it:

It was past midnight, shining with stars;

in the middle of the night Cado went and called out to Deval.
‘Deval, as you lie sleeping your eyes are closed in calm sweet sleep;
today Pabuj1’s chieftain has arrived (to become) your beloved guest.’

But poetic or not, the lines are simply reeled off like strings of entries in a telephone directory, their
sequences determined not by content but by context, as in the joke about the American tourist: ‘If it’s
Tuesday this must be Belgium.” If someone is on a journey it must be past midnight, shining with
stars. The insistence in the two sister-traditions of par and epic on a single ‘correct’ form has led to a
horror of variability and an almost mechanistic uniformity. The impulse to fix the form in the first place
presumably sprang from the predominantly ritual function of both painting and narrative — with which
we have come full circle, back to the centrality of ‘the fact of performance’.

Textual fixity

Since each bhopo seeks to reproduce at every performance a single, uniquely correct sequence of facts,
it follows that different performances by the same bhopo will contain only trivial textual differences, and
this is confirmed by study of a number of duplicated recordings. Typically, the range of variability is
restricted to areas of functional redundancy: a couplet or line containing a minor formulaic detail may be
omitted or replaced by an equivalent (‘he removed the stirrups from his feet in Kolt” may be replaced by
‘he went (to become) Pabiji’s beloved guest’); and similar substitution may occur at the verbal level.?

Comparison of performances by different performers shows variation which is qualitatively similar
but quantitatively greater. Two performers from the same family, or from two closely related families,
seem often to produce very similar texts; but a comparison between performances by bhopos from differ-
ent families and separate geographical regions may reveal substantially higher variation. As an example
we may take the story of Rupnath’s birth. Parbii Bhopo sang this in twelve couplets; his wife’s brother
Sankarji, recorded in arthav only, took sixteen couplets, of which one was an accidental repetition and

23 Van de Wetering 1992; see also Scene 64.
24 Scene 70.
25 Scene 32.

26 For an indication of the small extent to which performers change the words they sing from one performance to another,
compare the words of the two stanzas notated as Music Example 2.
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one a mistake.?” Of the remaining fourteen couplets of Sankarji’s version no fewer than eleven were (ig-
noring trivial verbal differences) identical or equivalent to Parbii’s text; the other three were composed
of common formulae.

On the other hand, the brothers Javarji and Rana, who are unrelated to Parbii and come from a village
(Cataliyo, 26° 457, 73° 20”) about 75 miles distant from Parba’s home in Marwar Junction Village, sang
a much more divergent version. The texts sung by Parbi and by the two brothers are juxtaposed in
translation in the Text Example at the end of this chapter. Parbii’s version is on the left, the brothers’ on
the right;®® equivalent lines are horizontally aligned.

This juxtaposition shows that out of 44 lines of text, ten® are identical from one version to another,
and a further eight®® can be considered functionally equivalent. Of the remaining 26 lines, as many as
sixteen® are composed of common formulae: note for instance how the brothers spend six lines (couplets
7-9) bringing the midwife to the well, a detail which Parbii could perfectly well have supplied had he felt
it necessary; and couplets 18-19, though absent in Parbu’s version, occur in the recording of his brother-
in-law Sankarji, and are almost certainly known to Parbii himself. In terms of approximate percentages,
this means that in two performances by two sets of epic-singers who are unrelated, who live at some
distance from each other, and who have never met, 23% of the text sung is held identically in common,
18% is equivalent, and 36% is composed of formulae known to both sets of performers, though used at
this particular point only by one. Only 23% can be said to be truly unique to one or other performance.

There are other important respects in which the two versions resemble each other. The principal
story-line is the same in each case (the safis travel to GUjavo well; Gailovat asks the midwife to perform
a Caesarean section on her, but she refuses; Gailovat does the task herself, and makes predictions about
the child’s future); only in details of descriptions does some inconsistency appear. Further, certain
idiosyncrasies in the narrative are held in common: most noticeably, in neither version do the satis
actually immolate themselves (such seemingly bizarre omissions are not uncommon — as a second
example, in the brothers’ version the child is never actually born). And in two cases a particular detail
is found in both versions despite the fact that its context or interpretation is different: the baby speaks
to his mother (though at different times), and Gailovat alleges that the gods will care for him (though
addressing different people).

The constraints under which bhopos perform the epic of Pabiji thus lead to a degree of textual
fixity that seems not to be known in other oral epic traditions. The story is the story of a god, and so
cannot be modified; ‘narrative necessity’ dictates many of its constituent details; variability is eschewed
in favour of a standardised narrative. What is more, different performers share closely similar reservoirs
of formulaic diction, and often agree broadly on what is, and what is not, ‘necessary’ to the narrative.
The text of the epic does not derive from a written book, as Parbii would like to think; but the idea that
it might do so is in fact somewhat less preposterous than it initially seems.

Textual form

The words of the epic of Pabiijt are performed in two forms: the gav of the sung passages, and the
declamatory spoken arthav which alternates with them. In any normal performance, in fact, much of
the epic will be performed as arthav only, for singers use the arthav both to recapitulate the events of
which they have just sung and also to extend the narrative further. This is principally a way of saving
time: one kar? (couplet) may take a minute or even more to sing if a slow tune or a repetitive dance-tune
is in use, whereas in arthav a minute will be sufficient to accommodate seven or eight karis.

The most startling fact which becomes evident when we compare the sung and spoken versions
of any given karf7 is that there is very little apparent resemblance between them. The text as sung is
strophic: it consists of stanzas whose construction varies according to the tune being used. The arthav
text, on the other hand, is audibly stichic: it consists of pairs of lines. How are we to account for this
strange discrepancy?

27 For a mistake to occur at this point in a recording made of arthav alone is very understandable, for bhopos do not normally
deliver any arthay at all for the story of Riipnath: the end of the epic is performed in gav alone.

28 The version by Parbii translated here is the gav (sung passage) preceding arthav 11. 3710-35. For Javarji and Rana I have
used the recording originally made by the Jodhpur branch of the Sangeet Natak Akademi (Akademi tapes 83-6).

29 4a, 4b, 5a, 5b, 10b, 11b, 12b, 15a, 21b, 22b.
30 10a, 11a, 12a, 15b, 17b and 20b, 21a, 22a.
31 1a, 1b, 2a, 3a, 3b, 7a, 7b, 8a, 8b, 9a, 9b, 13a, 18a, 18b, 19a, 19b.
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I want to answer this question by means of demonstration based on a single tiny fragment of epic
text. The passage describes the first gifts given to Kelam at her wedding to Gogo. As an aid to grasping
the construction of the sung stanzas, I have italicised their key words, that is, those which serve to
convey the sense; the unitalicised words consist of particles, vocatives, pronouns, and similar redundant
sentence-fillers, together with repeated key words.

The brothers Javarji and Rana begin by singing two stanzas:>?

e carati cGvaryd mé naina baya thanai

e dini o babaiji thanai dhavvala gaya ji o

jT 0 kelamade o ji kiniya o naina mhara bai thanai majisa o raj
lara bagast bai o galai rai thanai navasara ji o harari o

he kakda baisa rai ghani khama

ghara di a ghord rt o ghuravela ji o

biraiji r o jT kiniya naina mhara bat thanai mamdsa vo raj
e gailotd batsa nai hasati dina vai1 hidata o

The sense of the italicised key words is, ‘In the splendid pavilion, her father gave her white cows; her
mother gave her a necklace of nine strings for her throat. Her paternal uncle had a horse-necklace made;
her Gahlot maternal uncle gave her swaying elephants.’

In the version of Chogo Bhopo of Borunda (26° 25’, 73° 50”), on the other hand, there occurs at the
equivalent point only a single stanza describing the gifts of Kelam’s father and maternal uncle:*

le cavari caratd nai khama dini
biraiji khama din1 a

biiraiji maya dini para

biiroji khama dint o biirojt

e j1 dhovala gaya ji o ji kelamade
the bai dina mamajtr

gailovatd khama mama vo gailovata
€ mama pana raja

gailovta ji hathi diya hidata baisa ji

‘As she ascended into the pavilion, Biiro gave her white cows; her Gahlot maternal uncle gave her sway-
ing elephants.’

The translation makes it clear that the different performers know very similar versions of this pas-
sage; but the forms of words which they use are at first sight completely different. The most obvious
difference is trivial: Javarji and Rana sing two stanzas and describe four gifts where Chogo has only
one stanza and two gifts. For the purposes of comparison I shall simply ignore the four inner lines of
the brothers’ version; before attempting a detailed juxtaposition, however, it is worth noting that the
third and fourth of these lines contain a curious anomaly: Kelam is said to receive a horse-necklace
from her paternal uncle — yet apart from Pabji himself, whose promised gift of she-camels will follow
later, Kelam has no paternal uncle. The brothers’ version appears to have ‘tidied up’ the narrative by
introducing neatly paired groups of relatives: father is mentioned, so mother is added; maternal uncle is
mentioned, so paternal uncle is added.?

The two sets of italicised key words can be juxtaposed as follows:

caratl civarya mé dini babaiji dhavvala gaya;
cavari carata nai dini biraiji dhovala gaya;

mamasa gailota hasati dina hidata.
mamaji gailovata hathi diya hidata.

With three exceptions, the differences that appear represent minor variations in grammar or pronuncia-
tion; the exceptions are the words carati cavarya mé / cavart carata nai (‘in the splendid pavilion’ / ‘to

32 For the music see Music Example 3a.
33 For the music see Music Example 3b.

34 Anomalies in paired constructions are far from uncommon in oral poetry: in M. B. Emeneau’s Toda songs (Oxford, 1971),
for instance, they occur so frequently that a special typographical device has to be used to indicate them (see p. xlviii).
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(her) ascending into the pavilion’),* babaiji / biraiji (‘her father’ / ‘Buro’), and hasati / hathi (variant
forms of the word for ‘elephant’). In short, the differences are unimportant, the similarities overwhelm-
ing. It thus emerges that two sung stanzas from two different performances have a common basis in a
set of underlying key words: this despite the fact that the overall stanzas themselves vary considerably
in length, in wording and in structure, and are sung to two different tunes.

A second discovery which becomes possible when the key words are isolated in this way is that they
form a stichic text which closely resembles a couplet of arthav. Either of the two texts juxtaposed above
would serve perfectly well as the arthav equivalent for this stanza; but in both performances a slightly
embellished arthav is preferred, as is in fact normal. The brothers’ arthav here is:

ke carati cavart mé d1 a babaiji dhavvala gaya;
mama gailota baf nai hatht dina hidata.

Chogo has:

he andata cavarT carata nai ba biraiji din dhana mé& dholi kijai gaya;
he mama mayriya hathi diya hidata.

Thus the same key words are used for both arthav and gav, trivially embellished in the one, and in the
other filled out with extra verbiage of little or no semantic value to produce a form of words whose
structure is determined by the structure of whatever tune is in use at the time.

One point remains to be made concerning the textual form of the epic, which is that, as one might
perhaps expect, it is metrical. This metricality is not directly perceivable in passages of gav, where
the poetic metre is entirely obliterated by the strophic melodic form. In arthav, however, despite the
embellishment used, it is plainly audible, above all in the shape of regularly alternating cadences. The
first line of every kar7 ends in-+- (e.g. gaya in the example above), and the second line ends in -~ -
(e.g. hidata).>® Prior to these cadences, the lines can be heard to be strongly rhythmical, but no single
specific pattern prevails; as realised in arthav, then, the epic couplets are loosely metrical.

If, however, the unembellished underlying text of any given couplet is studied, a stricter pattern can
often be seen of lines containing five feet of four metrical instants®” each, followed by the alternating
cadences-+ and--- . Exceptions are quite frequent, as one would expect to be the case: two or even
three consecutive lines may end in the same cadence; intractably irregular lines are not uncommon; and
performers sometimes resort to longer or shorter passages of prose narration when performing arthav.
A further problem from the point of view of metrical analysis is the uncertainty involved in establishing
the underlying text of any one couplet. In the example above, for instance, the first line appears to
be hypermetrical by four metrical instants in both its versions; but if we choose not to regard as ‘key
words’ the postposition mé/ nai (third word), and the honorific -ji following babai/ biirai (fifth word),
the expected pattern results.*® But there is no need to force the evidence in order to arrive at a metrically
‘correct’ form, for the bhopos’ usage in this respect is clearly very free.

The language in which the epic is composed is archaic in some respects (especially in its metrical
underlying form).* It is known from a statement of Miithato Nainasi*’ that bhopos of Pabiji were well
established as early as the early sixteenth century, and it seems likely enough that these bhopos too were
epic-singers. Whether any of the karis performed at the present day are actually of this order of antiquity

35 The participle carato (-1, -1i, -t4) means ‘ascending’, hence ‘superior, splendid’; though the sense of the two phrases
differs, the words conveying that sense are almost the same.

36 The epic of Devnardyan, as well as other oral and oral-derived verse in western India, shares the same alternation of

cadence: see further Smith 1979. An alternative form of the second cadence, ~+ - , occurs from time to time (e.g.
ulatiyo, 1. 180). Occasionally, as in the initial Jalampatri (‘Horoscope’) and the tag-verses addressed to various deities
invited to attend the weddings of Gogo and Pabiji, other metres occur.

37" A metrical instant is the value of one short (‘light’) syllable or half a long (‘heavy’) syllable: it represents a single ‘beat’

in a metre based on a stable rhythmic pulse.

38 1t can sometimes be interesting to examine versions by other performers: in Joseph C. Miller’s recording of Mordi Ram

Bhopo, for instance, there is no postposition after the second word of this line.

39 For example, it is noticeable that it contains no occurrences of the standard present tense (preferring e.g. javai to javai hai);

further, the future in -/a, though it occurs fairly frequently in arthav, seems in metrical passages most often to represent
an underlying present (e.g. javaila used by way of embellishment for javai).

40 Bhatt 1969, pp. 12, 28-9.
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is, however, quite impossible to say. Later origin, on the other hand, is occasionally evident: one kari*
refers to cannon, unknown anywhere in North India until early in the sixteenth century.

The use of the song-tunes

The epic of Pabji is sung, and any account of it which failed to give some description of its music
would be incomplete. What is more, textual form is here largely determined by musical form, so that it
is literally impossible to study the words in isolation from the music. In the par-epic a given couplet can
assume any one of eight or nine — maybe more — quite different strophic forms according to the tune
which the bhopo chooses to use: every narrative song-tune*? has its own individual form and imposes its
own distinctive pattern on the way in which the words of each couplet are expanded with extra verbiage.

In the mata-epic (the version performed with drums), the position is a little different. In the one
performance I recorded, the performers alternated, as in the par-epic, between spoken arthav and sung
gav, and, as in the par-epic, they used quantities of extra verbiage to convert the stichic text of each
couplet to a strophic form suitable for singing. But, although they made use of some half-a-dozen
different tunes, these were all closely similar in form, and each was employed consistently for a lengthy
section until replaced by its successor, after which it never recurred. Furthermore, the actual nature of
the mata-tunes is very different from those sung by par-singers: they are characterised by up-and-down
movement over notes covering a comparatively wide range (a sixth), and often contain leaps of a fifth or
sixth, something very seldom heard in par-songs.** The metre of every tune is uniformly 3/4, one not
known in any par-song, and the gap between the two traditions is widened yet further by the difference
in the nature of the accompanying instruments used. Thus no useful musical comparison can be made
between the two, and, with only a single recording to work on, no general statement can be made on
the music of the mata-epic. My concern from here on is the music of the par-epic only, but a single
exemplificatory stanza from the mara-performance is given in notation at the end of this chapter as Music
Example 1.

The par-epic displays much greater musical variety than the mata: not only are more tunes used,
and not only are they much more diverse, but in addition the performers generally switch quite frequently
from tune to tune. I spent some time with Parbii Bhopo establishing his repertoire of narrative song-tunes
and the use he makes of them. They fall into four types, listed below:

(A) Two long, slow tunes, sung always in a largely rubato style, i.e. without a stable metrical beat. These
are (1) herai ri dhal ‘the spying-out tune’ and (2) kharaii dhal ‘the standing-still tune’.

(B) Three shorter, faster tunes, sung to a stable metrical beat: (3) pherd ri dhal ‘the tune of the wedding-
circumambulations’, (4) adr dhal ‘the straightforward tune’,* and (5) thali ri dhal ‘the sand-desert tune’.
(C) Three tunes incorporating fast repetitive inner sections. All three (6, 7, 8) are known simply as nacva
ri dhal ‘dance-tune’.

(D) One tune in 7/8 metre called (9) ripnath ri dhal ‘Ripnath’s tune’, together with its variant (10)
parbatt dhal ‘the dawn tune’.

When Parbii performs he makes use of the different types of tune in different ways. Tunes of type A
are good for starting a section of gav: since they are slow they are easy to sing,* and thus they provide

41 1,399,

42 As in the preceding textual discussion I am here concerned only with the narrative songs: the non-narrative song-tunes

are not considered.

43 When I played a passage from my recording of the matd-epic to the par-singer Parbii Bhopo, his reaction astonished me:

“This is not a tune at all. I too can sing high and low like this — all they do is speak the karis and use the drumming to
give excitement.” This sounded very much as if it was the wide range and large melodic leaps that disconcerted Parbu.
On another occasion during his visit to Amsterdam to perform at the 1978 Holland Festival, Parbi attended a private
amateur performance of Mozart’s Clarinet Quintet: one of the differences he specifically noticed between the Mozart and
his own music was the comparatively large intervals between consecutive notes occurring in the former. (His other main
comment, addressed to me in a whisper near the end of the first movement, was ap fo samajhte hoge — ‘I suppose you
understand this.”)

44 See further below.

45 The faster and shorter a tune is, the harder it is to recall the words and fit them correctly to the music. In this respect

the most demanding tune of all is ripnath (with its variant parbari): 1 was interested to find that, in a light-hearted
‘competition’ I organised between several sets of performers, only Parbii and his wife were able to sing an unaccustomed
passage to this tune.
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the performers with a useful opportunity to warm up. But this same slowness weighs against their use
for general narrative singing: they would take up too much time. After a stanza or two (or sometimes
none) sung to a tune of type A, Parbal will switch to type B, generally beginning with pherd: he seems
to prefer phera and adr for general use. He will normally sing between eight and ten stanzas to these
tunes; but he will intersperse among them one, two or three stanzas sung to the dance-tunes of type C,
and during the fast repetitive sections of these he will dance. A section of gav performed in this way
normally lasts for between nine and thirteen stanzas, during which as many as six different tunes may
have been used, though three or four is a commoner figure.*

The two tunes of type D are of a somewhat different nature, in that they are context-bound. Rup-
nath’s tune and its variant parbati are used only in singing of the birth and deeds of Rupnath, Pabuj1’s
nephew and avenger. In a section of gav in which these are used, no other tune occurs.

Plate 7

Parbi begins to dance as he and his wife sing the epic: he paces round in a circle, treading in
rhythm with the song while his ankle-bells jingle.

In performance, Parbi stands in front of the par facing his veiled wife and a yard or two to the right
of her (from the audience’s point of view). During any song he may move slowly along the par to a new
position, and his wife will move too to keep an even distance between them. Sometimes, if the song-tune
is adr or thalt,*’ his steps become firm and rhythmical, causing his ankle-bells to jingle, but he does not
refer to this as dancing. Dancing, for him, is restricted to the fast sections of his three dance-tunes, and
consists, in addition to firm rhythmical stepping, of flamboyant body-movements: he lunges forward as

46 As Parbii’s exceptionally long studio-based performance wore on, this pattern began to disintegrate, no doubt in a con-
scious or unconscious effort to save time and energy: he began to sing longer and longer sequences in which pherd
predominated, few other tunes being interspersed.

47 Also perhaps pherd, the other tune of type B, but this is not certain for Parbii; Chogo sometimes steps rhythmically to
pherd.
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though to attack his wife with his fiddle, then turns away and paces round in a circle; then he stops and
spins around on the spot, his red skirt swirling about him.

Plate 8

Parbii dances, spinning round and round while he continues to play and he and his wife con-
tinue to sing.

The names of Parbii’s song-tunes form a strange assortment. Three of them are named after specific
points in the story: (1) herai refers to Harmal’s visit to Lanka to find out about the she-camels, (3) pherd
refers to the circumambulations performed at Gogo’s and Pabiiji’s weddings, and (9) ripnath refers to
the arrival late in the epic of Pabiiji’s nephew of that name. But of these three only Riipnath’s tune is
actually restricted to the narrative context named in its title: the other two may appear anywhere at all,
and pherd is in fact Parbd’s favourite tune, used by him over and over again throughout the epic. Two
further names indicate performance styles: (2) kharaii is performed standing still, and (6, 7, 8) nacva is
for dancing to. One tune (4) adi, literally ‘the straight-ahead tune’, is said by Parbii to have that name
because ‘it be can sung at any time and place, and [requires] no skill (is ki kot kimmat nahi’)’ — thus
my translation ‘straightforward’. The ‘sand-desert tune’, (5) thalr, is said to be named after its place of
origin to the West of Jodhpur. And (10) parbati refers to the time at which it is to be sung, at the end of
the performance as the sun comes up — yet in fact Parbi freely intermixes ripnath and parbati from
Ripnath’s birth onwards.

What has been said here is based on information supplied by Parbii and on study of his actual
practice in performing: thus in its details it may contain specific points which actually apply to him
alone. His repertoire of tunes, for instance, though it shares a considerable overlap with the repertoires
of other bhopos, is not identical with them: others sing some tunes not known to him (except sometimes
by name), and he sings some tunes not known to them. The typical sequence in which Parbt orders
his tunes is not necessarily used by other bhopos, though they achieve variety in other ways. As for his
exact manner of dancing and the names of his tunes, I do not have the information to make comparisons.
However, the general performance style of all bhopos I have seen is much the same, and much of what
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can be said about Parbii applies equally to others. In lieu of a generalised statement full of detailed
exceptions, an exemplary description of performance by a highly competent bhopo such as Parbi is
probably the best way of conveying how bhopos make use of the music of the Pabiiji epic.

The music of the song-tunes

Bruno Nettl remarks that ‘The problem [in ethnomusicological description] is, of course, that an infinite
number of things could be said about a piece of music, and that we would like to restrict our statements
to those things which are somehow relevant to discovering the essentials of a style.’*® It would reveal
little about par-songs to discuss the different pitches at which they are sung by different singers, or to
give in micro-seconds the duration of the longest and shortest notes of a particular performance. What
is wanted is, in essence, a set of questions which may usefully be asked about the various tunes used by
the singers, and which will throw light both on the general characteristics of the music as a whole and
on the particular properties of any given tune.

The questions which I have found it useful to ask are six in number. I am well aware that the list
is not exhaustive: it does not, for instance, deal with musical ornamentation or with vocal quality. I am
nonetheless generally happy with my approach, for it has been pragmatically successful: among other
things, it has enabled me to identify superficially quite different tunes as variants of each other, and
subsequent interviews with Parbii Bhopo have confirmed the correctness of these identifications.

Question 1: what is the metre of the tune?

In all the song-tunes only two metres occur, 2/4 and 7/8 (always divided 4/8+3/8). The latter is used
by Parbii only in the tunes ripnath and parbati, and the same is probably true for most other bhopos
(with the proviso that parbati is not sung by all of them, and that some, indeed, do not know ripnath
itself). In the performances of Javarji and Rana and of the blind singers Chagno and Gajra, however, the
first narrative song to occur is sung to a tune in 7/8 which is not used at any other point; and the blind
singers also make use of a 7/8 tune for some general narrative singing. All other known tunes are in 2/4.

Question 2: is any or all of the tune sung in a rubato style?

Parbu’s tunes herai and kharaii, and their equivalents in performances by other bhopos, make
great use of rubato singing: herai is sung rubato throughout, and kharaii consists of two parts each
of which starts rhythmically but slows down and becomes rubato. In addition, some dance-tunes, in-
cluding Parbi’s tune (8) nacva, consist of a fast repetitive section sandwiched between two slower rubato
passages.* Finally, adi is sometimes introduced by a phrase such as khama pala ‘Hail Pabuji!” sung
rubato, and both adr and Parbt’s dance-tunes (6) and (7) nacva tend to decelerate and become rubato
during the last few bars. Elsewhere, strict time prevails.

Question 3: does the tune contain any repetitive sections?

It is the characteristic of the dance-tunes ((6), (7) and (8) ndcva in Parbi’s repertoire) that they
contain at least one fast repetitive section, to which the bhopo dances; these dance-sections can be made
as short or as long as is wanted by simply varying the number of repetitions. The repeated element
always begins with a short phrase sung by the bhopo entirely or almost entirely on the ground-note
(the ‘tonic’), and is concluded by a second answering phrase sung by the bhopo’s wife (bhopt) to a set
sequence of higher notes. The singers introduce variation by making simple verbal substitutions: thus
in the example below the bhopt alternates between two forms of words which also affect the rhythm of
her part. The performers are Chogo Bhopo (notes with tails down) and his wife (notes with tails up);
the section is repeated, with trivial variations, six-and-a-half times.
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a-ma-la rai pa-na ra-jabhalai mana-va-ra hd r1 a-ma-a rai pana ghanikha-mamana-va-ra le

In addition to the dance-tunes, adr and thalt both contain shorter repetitive sections, where the number
of repetitions cannot be varied; it is during these tunes that Parbi and other bhopos sometimes use firm
rhythmical steps, which rather resemble an undeveloped form of dancing.

Question 4: what is the range of the notes in the tune? and

48 Nettl 1964, p. 132.

49 n Parbi’s performance the first of these may be replaced by rhythmical singing in the second and subsequent stanzas
sung to the tune.
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Question 5: does the tune make use of every note within this range?

The lowest note to occur in any song-tune used by Parbii and his wife is the fourth below the ground-
note, and the highest is the sixth above it. This very restricted range is typical, and is clearly a feature
of the style: it is true that bhopo and bhopt always both sing at the same pitch, but to ask whether this
necessitates or is necessitated by the limited range would be a chicken-and-egg question. Not every note
used in a given tune has the same status, and it is valuable to make distinctions: sometimes a particular
note does occur, but only infrequently, and sometimes it is used only ornamentally (i.e. either in an
evidently ornamental phrase or at a point where its occurrence is optional and it may be replaced by a
note inside the basic range of the tune). The two outside notes of the range used by Parbii and his wife
are in fact always ornamental, which means that the basic range of their tunes is actually less than an
octave, running from a third below the ground-note (used infrequently in the one tune thalr) to a fifth
above it.

The notes occurring in each of Parbi’s tunes are given in the table below: the note G conventionally
represents the ground-note of each tune. The letter x indicates that such-and-such a note is used in such-
and-such a tune; i indicates that it is used, but infrequently; o indicates that its use is ornamental only.

D E F# G A B C D E
(D) herai i X X 0 X X
2) kharaii 0 X X X i X X 0
(3)  pherd X X X X i
4) adr X X X i
®)) thalt o 1 X X X X 0
(6) nacva 0 X X X i
@) nacva 0 X X X X
(8) nacva X X X X X 0
) rigpnath 0 X X X
(10)  parbatt 0 X X X X X

It can be seen that the notes from first to fifth (G to D) are far and away the commonest: notes outside
this range are, with only a single exception (the F# in kharaii), ornamental or of infrequent occurrence.
The fifth itself is little used in half of the tunes. In two tunes, adi and (6) ndacva, where the fifth does occur
but only infrequently, the fourth is absent. Much more significant, however, is the absence of the third in
(7) nacva and rapnath, together with its near-absence in the slow tunes herai and kharaii. Omission of
the third gives a very characteristic modal quality, one which seems to receive explicit recognition in the
fact that both the tunes in which the third is absent have contrastive equivalents in which it is present:
(6) nacva is formally almost identical with (7) nacva, and parbati is formally identical with rapnath.
Parbii’s versions of this latter pair of tunes are juxtaposed in notation in Music Example 2, which shows
that there is practically no difference between them except for the difference of mode.

Question 6: what is the form of the tune?

The question of form is all-important. Questions 1-3 establish some fundamental features of a given
tune: it is in 2/4 or 7/8, it does/does not make use of rubato style, it does/does not include repetitive
sections. Questions 4 and 5 establish the mode of the tune — its range, and the notes it includes and
emphasises within that range. But the ‘fundamental features’ of a tune are of a very general nature, and
its mode and melodic characteristics may actually be varied without other modification, either within
the repertoire of a single performer (as is the case with rijpnath and parbati — see Music Example 2),
or in different versions of a single tune sung by different performers. Where this is so, it is only the
unchanging form of the tune which maintains its identity.

Music Example 3 juxtaposes two different versions of the tune pherd, one sung by Javarji and
Rana,* the other by Chogo Bhopo and his wife. While both have the same range (first, second, third,
fourth and an ornamental fifth), one very similar to Parbt’s, the actual details of the melody vary quite
considerably from one to the other; yet they share a single overall melodic shape, and their forms are
so similar as to permit bar-by-bar comparison. Both versions consist of four sections whose durations
are four, six, nine and eight bars (ignoring Chogo’s initial exclamatory le/); both versions follow the
same sequence of underlying melodic movements; and in both versions the second, third and fourth

50 This, like Chogo’s version of @df notated as Music Example 4a, is the stanza whose words are discussed in “Textual form’
above. In order to display the manner of singing of all the words dealt with there without having to notate two separate
stanzas, Music Example 3a in fact gives the first two lines of Javarji and Rana’s first stanza (bars 1-10, sections I and II)
and the second two lines of their second stanza (bars 11-30, sections III and IV).
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sections begin with variations on a single melodic pattern. The only difference of any significance is
that, like many bhopos, Chogo adds a repetition of the final section (words as well as music are repeated),
introduced by a four-bar link.

These two versions of pherd — sung by performers from different families and areas — are thus
similar in every respect except exact melodic detail, and it is not difficult to see, or indeed to hear,
their general resemblance. The same performers’ versions of adr, however, present a different picture
(Music Example 4). There are many important similarities between them: both are in 2/4 metre; both
are sung without rubato; and, most significant, both have the same form, which is what identifies them.
Each begins with a three-bar section (marked I in the notations) using repeated notes, followed by three
repetitions of a rising-and-falling phrase (II); after a four-bar section (III) beginning with repeated notes
and containing a dotted rhythm in the second bar, the repetitive rising-and-falling phrase returns (IV),
giving way to a concluding section (V) which is very similar in both versions. But, unlike pherd, these
two versions of adi are not bar-for-bar equivalents, for the two repetitive sections differ in length from
one version to the other: section II is seven bars long in Chogo’s version, six bars long in Javarji and
Rana’s, whilst, conversely, section IV is only five bars long in Chogo’s version, but six bars long in Javarjt
and Rana’s. And there is another important difference in the range of notes used (and consequently in
the details of the melody): Chogo’s version uses first, second, third, fourth and an infrequent fifth, while
Javarjt and Rana sing only first, second and third.

Mode, range and form thus emerge as the features which most significantly characterise and distin-
guish the song-tunes: Parbii’s rigpnath and parbati are distinguished by a difference of mode, whilst the
adr of Chogo differs from that of Javarji and Rana in range and in formal detail. More speculatively, I
believe that it might prove possible through analysis and comparison of these features to establish under-
lying connexions between tunes which are, on the face of it, quite separate. Whether such connexions
could best be expressed in historical terms or in some other way cannot be certain, but the existence of
the variants ripnath and parbati strongly suggests a willingness to construct new tunes by hybridising
existing sets of features. As a specific example, I wonder whether the dance-tune (6) ndcva is not a
development out of adi: this is suggested to me by the fact that both tunes contain two sets of repeated
phrases, and that these are separated by a central section which is melodically similar from one tune to
the other. When I asked Parba, ‘Is (6) nacva like a spun-out form of adi?” he said that it was. If he and I
are correct, then (7) ndacva would be a further development, arrived at chiefly through a change of mode
from (6) ndacva. It may be that the bhopos’ repertoire, this curious, apparently closed corpus of tunes, is
still capable of extending itself by developing internally.

How and why

Whatever else may be uncertain, one thing to emerge with great clarity from this discussion is that the
par-singers’ work is extremely complex. The bhopo must be able to make, tune and maintain a fiddle,
and be able to play it. He and his wife must know at least twelve hours’ worth of epic couplets, and
be able to sing them to perhaps ten different tunes, each of which requires its own on-the-spot strophic
restructuring of an underlying stichic form. They must also know a minimum of about a dozen extra
non-narrative songs — chiefly wedding-songs and invocatory ‘invitations’ — some of them rather long,
and all sung to quite different tunes. They must know the iconography of an intricate fifteen-foot-long
painting well enough to be able to refer to it while performing arthav. The bhopo must be able to dance.
Yet all these demanding tasks have to be carried out by performers who have had little or no formal
education, almost none of whom can read or write. How do they learn to do such a complex job?

The answer seems to be that they learn their job by watching others do it and then doing it them-
selves.! Any child whose father is a bhopo will grow up regularly seeing and hearing him perform, and
he will see and hear other bhopos too. A boy will observe how the fiddle is played, and as he becomes
older he will practise until he can play it well himself. He will learn the karis (couplets) by hearing
them sung and spoken, trying them out himself, and comparing notes with his friends. When he hears
a new tune he will practise it until he is able to fit words to music. Then when he marries he will teach
his wife (who is likely to have had a similar background in the midst of the performance-tradition): she
will learn by joining in with him as he performs. Every tune consists of a number of sections each of
which is begun by the bhopo and ended by the bhopi: the more she learns, the more she will sing. A
bhopo with an inexperienced wife will leave only the last word or two of each section to her, whilst an
experienced woman will in fact sing considerably more than her husband does.

51 This paragraph is based largely on information supplied by Parba Bhopo, supported by my own observations.
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It is unusual, if not unique, for so many skills to be required from the co-celebrants of one single
liturgy. To learn them at all — by practice only, with no formal preceptor — is a remarkable achievement;
to learn them to the degree of competence shown by most of the bhopos and bhopis with whom I have
worked is even more remarkable. It is rare, too, for epic-performers to have to master complex techniques
of text-delivery, to switch frequently among numerous different strophic tunes, or to dance — let alone
to do all of these at once. Both as liturgy and as epic, the performance of Pabiji’s par seems not merely
excessively demanding on its performers, but also actually aberrant. Why has the tradition grown so
enormously, redundantly complex?

The answer seems likely to lie in the dual nature of the epic tradition, the fact that performance takes
place with, so to speak, one eye on the gods and the other on the village audience throughout. The elab-
orate nature of the performance springs from the joint, but sometimes opposing, demands of liturgy and
entertainment. Thus the fixed form of the narrative is necessary for liturgical reasons; but standardised
narratives are uninteresting, and various complex performance devices are used to keep the audience
entertained. The style of performing the narrative songs makes them largely incomprehensible,>? which
is if anything an advantage from the liturgical point of view; but an explanatory arthav is added for the
audience’s sake. In some performances, for example Chogo’s, this arthav may itself be declaimed in
so flamboyant a manner as to become extremely hard to follow; but with a consummate performer like
Chogo, who will care about that?

Another way of putting this is to say that the tradition is highly adaptable: it has had to accommodate
itself to a rather complicated set of divergent demands, and its success in doing so can be gauged from its
continuing relevance to those who patronise it. In briefer terms still, it is a mature tradition; for maturity
in epics — as in people — is surely to be judged on the basis of the ability to survive by adapting to
circumstance. Textually, musically and in performance style, the epic of Pabujt is highly complex and
subtle. One question remains: does this complexity and subtlety extend to the aesthetic dimension? In
other words, do bhopos consciously strive for an artistically satisfactory ‘match’ between what they sing
and how they sing it?

When I asked Parbii about this, he told me that he did indeed try to suit his choice of song-tune
to the mood of the narrative, and he gave as an example the description of Kelam’s unhappiness in her
husband’s house after being taunted by her in-laws about the she-camels. He said that he would sing
this to phera ri dhal, which was appropriate for sad happenings. The couplet to which he was referring
is presumably ‘The lady Kelam went and sat in her palace (lofty as) a hovering cloud; Kelam sat there
disconsolate in mind.’>* It is true that in his recorded performance this couplet is sung to pherd; but it
happens to be the first couplet of a section of gav, and pherd is one of Parbu’s favourite tunes for the first
stanzas of each section. What is more, elsewhere in the narrative Kelam is disconsolate in adr dhal. On
the whole, Parbii’s claim does not stand up to inspection, for he, like other bhopos, regularly uses each of
his tunes for events of widely differing mood — the choice is determined by his sequential preferences
(described in ‘The use of the song-tunes’ above), not by feelings of aesthetic appropriateness.

Once again it becomes clear that the presentation of a story is not the main aim of performers in
the Pabijt tradition. In any clash of interests (with music, with time, or simply with a bhopo’s desire
to conserve energy), narrative loses out. The epic is never performed complete; some bhopos do not
know the whole story; delivery is psychologically flat, with one fact per line of text; differentiation in
the narrative is disliked, and all comparable events are recounted more-or-less identically; the singing
style makes the words largely incomprehensible; no effort is made to match music to narrative. But
performance occurs: as sacred ritual it pleases the gods, and as spectacular entertainment it pleases
mankind. Even if the story of PabiijT does not emerge as clearly as one might have expected it to,
performance of his epic certainly fulfils both its goals.

52 Any sung text is harder to understand than a spoken equivalent, but the words of the Pabiji epic are made unusually hard
to follow by the enormous proliferation of fillers, and by the performers’ frequent and characteristic distortion of the key
words themselves (Whereby e.g. sata silama ‘seven salutations’ may appear as sata sila-i-hi-m o jr). Native Rajasthani
speakers who have attempted to make transcriptions of recordings for me have experienced great difficulty, and large parts
of their first efforts are simply gibberish.

53 L1. 1003—4.



Text example

Parbu Bhopo

1 Biiro’s queen adorned herself sixteen-fold
and thirty-two-fold;
she took tufted coconuts in her hands.
2 In Kola the war-drums were beating rhythmically;
to the beat of the drums the satis came forth.
3 The other satis toyed with tufted coconuts;
(but) Gailovat toyed with a fine dagger.
4 The other satis mounted horses;
(but) the two sisters-in-law went on foot.
5 At Gijavo the war-drums were beating
rhythmically;
the satis assembled at Pabiji’s well Gijavo.
6

10 (Gailovat said,) ‘O midwife of the Rathors, take
this gold dagger in your hand;
cut open my belly and deliver my child!’
11 (The midwife said,) ‘O Biiro’s queen, you have
formed a foolish idea in your mind;
I cannot lay hands on your anointed body!”
12 (Gailovat said,) ‘O midwife of the Rathors, may
your family go to the bad!
You have answered me back when the matter had
been decided.
13

14

15 Biiro’s queen took the gold dagger in her hand;
she cut open her belly and delivered the child.
16

17 (Cf. 20)
18
19

20 Biiro’s queen laid the child down on the wellhead-
stone to sleep;
the little boy, just born, spoke to his mother.
21 (The child said,) ‘Mother, who will rock my cradle?

Mother, who will wash the little boy’s nappies?’

Javarji and Rapa

The other satis mounted horses;
(but) Gailovat and the Sodhi princess went on foot.
At Gijavo the drums were beating loudly;

the satis assembled at Gijavo well.

All the townsfolk tried to stop Gailovat;

(they said,) ‘How can you mount the pyre when you
are nine months pregnant?’

(Gailovat said,) ‘O Hiragar maidservant, make swift
speed;

summon the midwife to Gijavo!’

(The maidservant went and said,) ‘O midwife of the
Rathors, make swift speed;

Gailovat summons you to Glijavo!’

(The midwife came and said,) ‘O Girnar queen, tell
me what is on your mind!

On what kind of business did you send a messenger
to me?’

(Gailovat said,) ‘O midwife of the Rathors, you are
my adopted sister;

cut open my belly and deliver my child!’

(The midwife replied,) ‘I have eaten your salt and
drunk your water;

I cannot lay hands on your body!’

(Gailovat said,) ‘O midwife of the Rathors, you have
done most ill;

you have answered me back when the matter had
been decided.’

O midwife of the Rathors, may the satis’ curse fall
on you,

(henceforward) go about from house to house
severing umbilical cords!’

Bowing low, Gailovat saluted the Sun seven times;

(she said,) ‘O Sun-god, protect the satis’ virtue!’

Now Gailovat took the fine dagger in her hand;

she ran the dagger into her belly.

(The child said,) ‘Mother, wield the dagger slowly
and gently!

Mother, the blade of the dagger may strike the little
boy’s body.’

(Gailovat said,) ‘O assembled satis, take note of this
little boy;

the little boy speaks from within the womb!

The little boy will make his name immortal in the
land;

he will avenge his father and father’s brother!”

(The satis said,) ‘O Girnar queen, you have formed
a foolish idea in your mind;

how can fruit grow without a vine?’

(Cf. 17)

(The satis said,) ‘Queen Gailovat, which king will
wait upon the little boy?
Which king will wash the little boy’s nappies?’
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22 (Gailovat said,) ‘The Wind-god will rock the little (Gailovat said,) ‘Lord Rama will wait upon the little
boy’s cradle; boy;
O Riipnath, the Rain-god will wash the little boy’s the Rain-god will wash the little boy’s nappies.’

nappies.’



Music examples

I am grateful to my colleague D. R. Widdess for his kind help in checking my notations against the tapes,
in supplying me with a draft notation for Music Example 1, and in providing me with information and
tuning-forks as I required them.

Example 1 — a stanza from the matra-epic. Notes with tails up are sung by the senior singer, notes with

tails down by the junior; however, the repeat of the stanza is sung by the junior singer and contains minor

\
musical variations. E = %; J = 88.
J

Example 2 — a single stanza sung to (a) ripnath ri dhal and (b) its variant parbati dhal by Parbii Bhopo
and his wife. The version using riipnath was recorded in 1976 in Jodhpur, the version using parbati in

1978 in Amsterdam. Notes with tails down are sung by Parbil, notes with tails up by his wife. Ripnath:
A ! 1
6= - %; J = 105. Parbarr: E = E; J = 100.

Example 3 — pherd rT dhal as sung by (a) the brothers Javarji and Rana, (b) Chogo Bhopo and his

wife. Javarji and Rana: notes with tails down are sung by Javarji, notes with tails up by Rana; italicised

words are sung by Rana to the notes indicated and simultaneously shouted with indeterminate rhythm

A A
and pitch by Javarji; & o = 6 — J = 124. Chogo: notes with tails down are sung by Chogo,

AQJ‘

J Al
notes with tails up by his wife; E = % : J = 126.

Example 4 — adr dhal as sung by (a) Chogo Bhopo and his wife, (b) the brothers Javarji and Rana.

A 1
Chogo: notes with tails down are sung by Chogo, notes with tails up by his wife; H = Q—{F ;
J

J #'

J = 132. Javarji and Rana: notes with tails down are sung by Javarji, notes with tails up by Rana; the

A A
ritornello in the final bar occurs only because this stanza concludes a sung passage; & = € :
D) J e

J =109.



30 The epic of Pabiiji

Music example 1
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Music example 2a

A I = = [ p— r —_—
- = = e ] o s e S e m——
D3 | — S e ——— i ——
[y, r | ] IS
e ji ba-la sa-na-ka to j1 ha-mésa-na-ka ra-pa-na-tha va-jai va-jai hai gl-ja-va-rai
A I I ] . N p——
o — — — & e — —
b . e o e * P ssee
0y, ~ r r | L It [ 1
mu-kha ba-la dho-1 - - - - lae e ji ba-la sa-ti-ya ro ji re me-la-po pa-
A e | | | | | . \ ‘
)’ | | | | | | | | | N | | Il |
(= : SS======—==
By E==£ g' ~— ~— ~— — —
-ba rai ko-va-raga-1 - - - - - ja - - - va e
Music example 2b
| [ ] [ = | |  — T —— . —

e SN
@ o pN|

o o
i'||'|'|'

r._

j1 ba-1a sa-na-ka to ji1 ha-mé sa-na-ka rii-pa-na-tha va-jai va-jai hai gi-ja-va-rai

g, e e e B e =N e s e
'\MV ~1 [T | | | | | | ~~—+ | %:‘
2) 1 | | | J— | | | I | | | |

jan-gi-sa-ra dho-1 - - - - la e e ji ba-1a sa-ti-ya ro j1 re me-la-po pa-
)? i—‘+| = ﬁ! e E——— .! e — I — D — q
6r 7 e . |° s ¢ 5 e e <
LY — 4 & — —

(¢

-bti rai ko-va-ragi-1 - - - - - ja va



Music example 3a

The words and music of Pabiiji’s epic 33

L | [—
(7 ' I I e B — —
BGz2 £ 2 |2 0o o |0 ¢ o o | e e o |® = J
DI —— L et 1 1 R
e ca-ra - t1 cd-var - yi mé nai-na ba-ya thi-nai e di-ni o ba -
A T O e R G e m R ———
| | Ne | | AY | I | | N | | | | | IAY |
L —— ) o o ¢ P M i — %‘
ANIY J | bt | | b | |
o
-bai-ji thd-nai dhav-va-la ga-ya j1 o ba-rai - j 11 o ji ki-ni
A — — — [ — . L [
)’ | | | | | | [ | | | | | | [ | [ | | | | N | | [ |
@ ! | AI I é é I é | | | | r 4 | é | |
v | |
<
ya nai-na mhi-ra ba-1 tha-nai ma-ma - sa vo raj e gai - lo-td
A  —— — | | P— | — , . , , ,
’l{l é } AI AI | | | | | | I | | | | N | | | Il |
(o I —— b:‘i‘m:‘i‘iﬁ:‘:‘j:‘j:‘j:ﬂ
Py ~ — ——

ba -1-sa nai

ha-sa-t1

di-na vai 1



34 The epic of Pabiujt

Music example 3b
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Music example 4a
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Music example 4b
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The pictures on Pabuji’s par

Stories and pictures

Stories exist in time; pictures exist in space. It follows inexorably that any picture' which is intended
to depict a story has to make use of some form of conventional representation to convey a sense of the
crucial missing dimension. The pars of Pabiijt — the long cloth-paintings, sacred to the hero-deity,
in front of which bhopos perform his epic — are just such narrative pictures. What is more, they are
narrative pictures on an ambitiously grand scale: the pars themselves measure some fifteen feet in length;
they have to serve as a major focus of visual interest during performances which last for many hours; and
the story which they seek to depict is an extremely long and complicated one. If we are to see through
the apparent chaos of random figures and intersecting scenes which these pictures initially present to the
outside observer, and reach an understanding of the way in which they tell their story, we first need to
discover just what representational conventions are used in them. Further, it would clearly be advisable
to begin by establishing the academic context for such an investigation. Pars may be unusually large and
complex, but they are far from being the world’s only examples of narrative art: what approaches have
been noted by scholars in other areas to the problem of depicting the undepictable, of representing the
passage of time on an unchanging figured surface?

Plate 9

Pabijt par by Jaravcand Jost of Bhilwara. This very fine par is dated 1938 A.D. and
is the property of the Royal Tropical Institute, Tropenmuseum, Amsterdam (inventory no.
37.51-543). As commonly happens, the painting has been damaged by wear (bhopos always
carry pars about rolled from left to right), resulting in the loss of a small strip. Ernst van de
Wetering has supplied an indication of the content of the missing fragment, based on Srilal
JosT’s drawings of the relevant scenes.

Putting aside studies of particular works of western Renaissance and post-Renaissance art — indi-
vidualistic and highly intellectual compositions, which have little in common with a traditional product
like a par — questions concerning the depiction of narrative have principally attracted the attention of
scholars working on the art of classical antiquity. An article by P. G. P. Meyboom? forms a particularly
useful starting-point for our enquiry, as it both summarises the opinions of previous scholars (principally
Robert, Wickhoff and Weitzmann) and presents some new lines of thought.

Meyboom is, surely rightly, insistent that one of the types of narrative depiction recognised by his
predecessors ought to be removed from consideration: this is what Weitzmann termed the ‘monoscenic
method’, in which ‘a story was represented in one essential and dramatic scene’.> Meyboom comments,
‘We cannot consider a representation which consists of one scene as really narrative, firstly because in

' Other than a moving picture, that is.
2 Meyboom 1978. T am grateful to Ernst van de Wetering for drawing my attention to this article.
3 Ibid., p. 56.
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that way every scene is narrative and secondly because such a scene is narrative only for a spectator who
recognizes the scene represented and, knowing the story to which this scene belongs, is able to associate
it with its previous history and its outcome.” This consideration, indeed, forms the basis of his definition
of narrative representations, which are ‘Representations, which combine scenes, figures or objects which
belong to different episodes of a story, be it in one composition or a series of separate scenes.’* Having
established this principle, Meyboom then goes on to consider a large number of examples from Classical
Greek art, chiefly vase-paintings and temple metopes. He concludes that the Greeks made use of three
methods of depicting narrative: (1) the ‘complementary method’, which favoured ‘a central scene to
which, without compositional divisions, objects, figures, or small scenes were added, which referred to
the previous history and to the result of the central scene, without repeating any of the protagonists’;
(2) the ‘cyclic method’, which ‘represented a story by a series, or cycle, of separate monoscenic scenes’;
and (3) the ‘continuous method’, in which ‘a story was narrated by a continuous series of scenes in a
continuous composition. The protagonist may appear repeatedly in this method’.>

Of these three methods, the first is of no immediate interest to us: whatever Pabiji’s par is, it is not
a single scene with minor complementary additions. Methods (2) and (3), which relate to depictions
containing multiple scenes, are, however, more relevant. Lumped together under a single heading by
Meyboom’s predecessors, they differ chiefly in whether or not a formal framing device is used to sep-
arate different scenes from one another. There is in fact something of a continuum between these two
methods, for such framing devices may be minimal: Weitzmann® notes cases where the frames logically
lie between characters who are depicted back-to-back with each other.

The pars of Rajasthan seem to have most in common with Meyboom’s ‘continuous method’: they
show different events occurring at different points in time; the protagonists are depicted repeatedly; and
there are no formal frames dividing scene from scene. However, a glance is sufficient to convince one
that this cannot be the whole story. What Meyboom’s description lacks is any indication of the rationale
underlying the placing of the various scenes in a ‘continuous’ composition: we understand that two
adjacent picture-elements may relate to two quite separate story-elements, but we do not understand
why the two should have been placed where they are. For the generally limited-scale compositions
which form the object of Meyboom’s study, this question can perhaps not be usefully answered (if it can
be answered at all); but something as huge and as richly complex as a Pabiiji par must clearly be subject
to some sort of organisational principle beyond simple ‘continuousness’.

Time and place

An assumption underlying Meyboom’s comments on cyclic and continuous compositions is that it is time
that primarily defines a narrative scene: the different scenes contained in such compositions are different
because they occur at different times in the narrative. They may also happen to occur at different places,
but if this is so it will be indicated, if at all, by the background against which they are set. A complete
picture consists of a number of scenes (framed or otherwise) arranged in a sequence corresponding in
some manner to the sequence in which the events occurred.

The logic underlying the par is quite different. Here the primary characteristic defining a scene is
not when it took place, but where. If different events are depicted next to one another, it is not because
they happened in rapid succession but because they happened in close proximity. Thus the scenes rep-
resenting the wedding of Kelam (Scene 32, 11. 834-73 of the epic narrative), Biiro’s refusal to ride in
pursuit of Deval’s cows (Scene 73, 1l. 3044-59), and the arrival of the camel-rider to present Biiro’s
turban to his widow after the final disastrous battle (Scene 87, 1l. 3635-49), though widely separated in
narrative time, are all located close to one another, because they all take place in Biiro’s court. On the
other hand, Pabiiji’s encounters with Mirza Khan in Patan and with Gogo at Pushkar, though occurring
in immediate succession in the narrative (Scenes 10 and 11, 1l. 375-466), are separated by many feet on
the par, because the two places in question are located far from each other.

This primacy of place over time is the most fundamental principle underlying the disposition of
scenes on the par. All other considerations that might have an effect on the layout are subordinate to
this one; most, indeed, are logically derivable from it. The par depicts the places in which the narrative
occurs: it is a representation of epic geography, a sort of epic map. In and between the places shown on
it, the events of the epic can be seen happening.

4 Ibid., p. 57.
3 Ibid., pp. 70-72.
6 Weitzmann 1970, p. 29.
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Fig. 1: Layout of major locations on the par

The locations of the main places depicted on the par are indicated schematically in fig. 1. Pride of
place, and an exceptionally large-scale rendering, are naturally awarded to Pabiji himself and his four
companions in their court at Kolt. Surrounding this great structure on both sides are lesser places situ-
ated in or close to Kolii: the court of Pabiiji’s brother Biiro appears as a small architectural construction
slightly to the left of the central figure of Pabiiji; the well of Glijavo is to the right of Pabaji’s court, at
the bottom of the par; above it is Harmal’s mother’s house, and above this the court and stable of the
Caran lady Deval. Further away to the left lies Umarkot, together with its garden; further away to the
right are Gogo’s court in Sambhar and the tiny depiction of Pushkar. Finally, at the two extremes of left
and right appear the villains of the story: Ravana’s domain of Lanka, separated from the mainland by a
very thin sea, is on the far left, whilst Jindrav Khic’s court at Jayal is on the far right at the top of the
par, with Jaisingh Bhat’s court at Jaisalmer below it.

Pabiiji’s wedding

It will be helpful at this point to take a short passage of the epic narrative and demonstrate how it is
depicted on the par. This will not only illustrate the primacy of place in the layout of the scenes on
the cloth, but will also have the benefit of drawing attention, in a very concrete manner, to some of the
major ramifications of that fundamental principle. I have chosen for my exemplar the wedding of Pabiiji,
since it involves a number of scenes set in several different places, many of which contain features of
particular interest, all in a relatively short and well defined sequence.

We may begin with Pabiiji in his court at Kold. The wedding-proposal has been made and accepted,
the battle to obtain saffron fought and won; now he sits with his brave leading warriors, and gives
instructions on the issuing of wedding-invitations (Il. 2509 ff.). This scene is depicted on the par —
indeed it is very prominently depicted! Since it is place rather than time that defines a scene, the same
representation must logically stand for every occurrence of that which it represents. This is particularly
true of scenes depicting courts, which simultaneously depict all happenings that are said to take place
in those courts. Whenever the bhopo recites couplets that describe Pabijt in his court at Kold, the scene
he points to with his bow is the grand picture at the centre of the par (Scene 4). Thus a first extension to
the basic ‘primacy of place’ principle is that items of the par’s iconography may be ambiguous: a single
depiction may become ‘current’ at numerous points in the narrative.

Next, the wedding-procession sets out from Kol on its way to Umarkot; but before travelling any
great distance it is halted by the lady Deval, who wishes to know who will be left behind to protect
her cattle against Jindrav KhicT (Scene 62, 11. 2642 ff.). Again, the fundamental rdle of place in the
organisation of the scenes has clear secondary consequences. The location of this scene is absolutely
determined: it must lie outside Koli on the Umarkot side (i.e. the left); specifically, it must lie close to
the left of the small depiction representing the gate of Koli (see 1. 2642). Just as important as its position,
the manner in which the procession is depicted is fixed. For one thing, it must be led by Pabiiji — that
is to say, it must be led by a figure wearing a red topcoat and riding a black mare, for such iconographic
identifiers normally provide the only means of distinguishing between different characters. The rest of
the procession may well consist of only Cado (red coat, red horse), Dh&bo (green coat with red and
brown spots, brown horse) and Harmal (red coat, flesh-coloured horse), though if space permits other
characters may appear as well. But the direction in which the procession travels is also fixed: it can only
be depicted heading from right to left (that is, from Kold to Umarkot). And, naturally, Deval, her arm
raised in challenge, can only be depicted facing right.

Once Deval agrees to allow the wedding-procession to pass on its way, it encounters a series of bad
omens (Scenes 634, 11. 2719 ff.). Different pars tend to have different selections of omens, but typical
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ones are: a woman carrying a load of wood on her head; a woman carrying an empty water-pot turned
sideways on her head; a jackal; a snake; birds of various sorts. All pars show Dhébo’ killing a tiger as
the last (i.e. leftmost) component of this sequence, but there is a strong tendency for the others to be
fitted ad hoc into convenient gaps between other figures. The par may not be naturalistic, but it does
resemble nature to the limited extent of abhorring a vacuum, and the precise location of minor scenes
may be determined largely by considerations of space-filling.

But the sequence of omens raises a further general question: what constitutes a scene? How are
scenes divisible one from another? On a typical par, some of the omens will be depicted above, some
below, and some to the left of the previous wedding-procession scene, whilst the tiger-fight probably lies
further left still. In such a case, is each little sub-group of omens to be treated as a separate scene? Or
may scenes be discontinuous? Or is the whole grouping of procession plus Deval plus omens so closely
interwoven that we should regard it as a single scene?® And if we do, should that single scene include
the tiger-fight?

Whatever the answers to these questions, the scene depicting Dhé&bo’s fight with the tiger gives us a
further important indication about the iconographic logic of the par. Even under a minimalist definition
of ‘scene’, a single scene may clearly contain multiple occurrences of some of its component items: the
tiger’s head appears both joined to its body and severed by Dhébo’s sword. This technique for indicating
both an event and its consequences is close to Meyboom’s ‘complementary method’, but we do not need
to treat it as a special case, since it springs directly from the general principle of the primacy of place.
At a certain geographical spot in the Thar Desert a passer-by would have seen, at one moment in time,
a fight taking place between a man and a tiger, and, at a subsequent moment in time, the dead tiger’s
severed head. And that is exactly what is depicted at the corresponding point on the par-.

Undeterred by the bad omens, the wedding-procession proceeds towards Umarkot. As it draws
near, the Sodhos perform their special custom in the land: they ride out some distance from the city to
welcome the bridegroom’s party (Scene 65, 11. 2810 ff.). On the par this is depicted as two vertically
orientated lines of four horsemen each: Pabiji and his companions, recognisable by means of the usual
iconographic clues, look left towards Umarkog, their destination; the Sodhos face them. Considerations
of space usually compel the JosT painter to place this scene somewhat higher up on the par than would
be ideal (as though, to be deliberately over-literal, the wedding-procession had been forced at this point
to take a detour to the North); furthermore, it most often appears hard up against the left-hand wall
of Biro’s court (as though the Sodhos had advanced all the way to the outskirts of Kola itself). The
real point here is, of course, that space as depicted on the par is elastic (rather like the scales at which
people and other objects are depicted). A degree of elasticity is essential if all the complexities of epic
geography and epic deeds are to be captured within a simple rectangular frame. The space separating
the lines of horsemen from the wall of Buro’s court is to be thought of as compressed space, while the
space separating the wedding-procession from its obvious route is stretched space.

The members of Pabiiji’s party are identifiable by prior iconographic knowledge, but who exactly
are the Sodho gentlemen who are greeting them in this scene? If one asks this question of a bhopo,
he will probably identify the upper two figures as Prithimal Sodho, ruler of Umarkot, and his brother
Strajmal; the lower two will present him with more of a problem, and any names he offers will sound
suspiciously as though he is making them up on the spot. The par-painter Srilal Jos©® is better able to
cope with questions of this sort — such anonymous figures, for him, are merely savats, courtiers, and as
such they may play any role that seems appropriate at any point in the narrative. The ambiguity of these
minor figures is helpful in allowing whole scenes to function ambiguously: as it happens the present
scene is not normally called upon to serve as anything other than ‘the Sodhos greet Pabiji’s wedding-
procession’, but should the need arise to invoke it in another context the anonymous courtiers it depicts
will at once become the characters required. Painters normally depict minor courtiers alternately in red
and spotted green topcoats.

Pabiiji now races his mare to the fortress of Umarkot, where he successfully performs the ceremony
of striking the foran — an emblem normally fastened over the entrance to the bride’s house, but which
the Sodhos have attached to their battlements (Scene 66, 11. 2850 ff.). As he does so he is honoured by

7 Tconographically the figure cannot be Dh&bo, as it wears a red coat rather than a green spotted one. The painter Srilal
confirms that in his understanding the tiger-fighter is not Dhébo but Cado.

8 Even in terms of narrative logic, this is not unreasonable: as Parbd Bhopo explained, Deval’s stopping the wedding-
procession is the first bad omen it encounters.

9 The illustrator of this book. Srilal’s use of the surname ‘JosT" in preference to ‘JosT’ is a minor normalisation to accord
with present-day Hindi usage.



The pictures on Pabiiji’s par 41

any or all of the following inhabitants of Umarkot: a brahmin performing arati (adoration with a flame);
a lady, presumably the bride’s mother, doing likewise; a wedding-band. Sometimes an attendant waves
a chowrie (a yak-tail fan, symbol of royalty) over him from behind — an example of ceremonial, rather
than narrative or pictorial, logic, since the attendant in question has to hover high in the air to perform
his task.

What stands out in this scene is the large scale at which Pabiijt and his mare are depicted, dwarfing
all other nearby characters. Five scales can be distinguished among the figures on the par. Running
from large to small, they are as follows:

1) The scale used for the central figure of Pabijt alone.

2) The scale used for the central representations of his four companions alone.

3) The scale used for certain major figures in either formal or heroic settings — Cado and the two Caran
ladies next to the large picture of Pabiiji’s mare below the central court of Kolt; Siirajmal Sodho in
his court at Umarkot;'° Pabiiji in the scene currently under discussion; and Dhébo performing two
of his most characteristic deeds: (a) smoking, drinking and eating all that the Sodhos can offer him,
and (b) annihilating the entire KhicT army.

4) The scale used for a number of minor figures in formal or heroic settings, such as the remaining
courtiers at Umarkot, or Riipnath showing Khic1’s head to Pema.

5) The scale used for all other figures. (The distinction between scales 4 and 5 is not always clear.)

As well as the impressive effect caused by its sheer size, the use of the largest possible scale for the scene
of Pabuji’s striking the foran permits painters to show both mare and rider in all their wedding finery
(smaller-scale figures are inevitably rendered in a less detailed manner). In particular, it is normal for
the mare’s two forelegs to be depicted enclosed in red leggings.

Separate from the foran-scene, but closely associated with it, is a one-figure scene consisting of
Dhébo entering Umarkot with the khejari tree he has uprooted in response to Pabiiji’s request for a green
stick (Scene 67, 11. 2872 ff.). Close behind Dhébo appears a scene showing the members of the wedding-
procession (including Dh&bo himself, this time on horseback) as they enter the palace for the wedding
(Scene 68, 1I. 2902 ff.). Next in temporal sequence comes Dhébo’s feat of conspicuous consumption,
which, as noted above, is rendered at the large scale 3 (Scene 69, 11. 2910 ff.): as is natural for a scene
which incorporates a picture of a well, this is situated outside the palace walls, next to the Sodhos’ green
garden. None of these three scenes raises any new issues.

The scene of the wedding itself (Scene 70, 1l. 2934 ff.), by contrast, contains two occurrences of
a feature appearing nowhere else on the par — yet one which is entirely explicable in terms of the
general principles already stated. As the wedding proceeds, the mare Kesar Kalami becomes agitated:
she champs on her bit and breaks her steel tethering-chains. At the same time, Deval appears in the form
of a gold bird to report that KhicT has indeed plundered all her cattle. The mare, supervised by Cado,
stands to the left of the wedding-pavilion; the bird, having just flown from Deval’s home near Kold,
stands to the right; and both Cado and Pabiji are depicted looking backwards over their shoulders to see
what is amiss.

PabiijT now proposes to ride straight home (Scene 71, 11. 2988 ff.). Naturally, he faces rightwards,
towards Kold, and his bride, who clings to his stirrup in an effort to prevent him from going, faces him.
But he is determined, and he and all his companions set off home (Scene 72, 11. 3022 ff.): they are shown
approaching Kol gate from the left (see 11. 3032—3). Finally Pabjt and his companions resume their
seats in his court at Kolt, which brings us back to the central scene once more (Scene 4, 11. 3034 ff.).

Principles and practice

This short tour through one small area of Pabiji’s par has served to establish some general principles
regarding its iconographic layout. Following on from the fundamental principle that events are depicted
in terms of the place, rather than the time, of their occurrence, we have seen that

1) The par is highly directional: the orientation of characters within one scene very likely depends on
the relative position of other scenes.

2) Scenes depicted on the par may well be ambiguous: the same scene, or the same item within a
scene, may stand for different narrative elements at different points in time.

10 The Sodho ruler, who actually plays very little part in the story, presumably receives this distinction in his capacity as
Pabijr’s father-in-law. It is noticeable that none of the villainous characters is ever depicted at this essentially honorific
scale.
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3) Conversely, there may be multiple occurrence of items within a scene.
4) The disposition of scenes and figures aims to fill all available space.
5) Space, like scale, is elastic, and can shrink or stretch as desired.

When more than one of these principles is applied simultaneously, some very striking styles of
representation can result. The extreme case is perhaps that of the scenes depicting the birth and childhood
of Riipnath, the avenger of the Rathor heroes (1. 3712 ff.). Rapnath’s mother Gailovat, widow of Pabiiji’s
brother Biro, intends to follow her husband into death by self-immolation as a satf at Giijavo well. Since
she is pregnant, she cuts the child out of her own belly, and hands him to the midwife with instructions
to take him to his grandmother’s home in faraway Girnar. The midwife does so, and his grandmother
sets him in a cradle. Riipnath grows up as a wayward child: insulted by his aunts, he goes and rests by
the bank of a lake. At this point Deval and her sister come to draw water, singing songs of Pabijt as they
do so. Riipnath smashes their water-pots with his catapult and forces them to tell him who he is. From
this moment he determines on revenge.

The representation of these events on the par is handled in a very compressed manner. The satis
are depicted on their pyre to the left of Gujavo (Scene 91); bottom left among them is Gailovat, whose
hands form a unique gesture that may be taken either as cutting herself open or as handing over the child.
To her left, the midwife holds the baby she has just received. She stands under a tree, in which the same
baby rocks in a cradle. Logically, the cradle is in Girnar, hundreds of miles away from Gijavo, but the
intervening space has shrunk away to nothing. The remaining two scenes (Riipnath sleeping in the open,
and his breaking the Caran ladies’ water-pots — Scenes 92 and 93) also both take place in Girnar, but
this is one place to which no clearly defined location is assigned: the scenes are placed wherever they can
be accommodated in the general area between Gujavo, Harmal’s mother’s house, and the great battle.
Thus all five of the general principles stated above are employed in depicting these events: directionality
(Gailovat hands the baby to the midwife, and the little boy travels from his cradle towards the Caran
ladies); ambiguity (Gailovat’s ambivalent gesture, the tree which is simultaneously at Gijavo and in
Girnar, the midwife who can certainly double as Riipnath’s grandmother); multiple occurrence of items
(Rupnath appears both in the midwife’s arms and in the cradle over her head); space-filling (the two later
events are depicted in suitable gaps between other scenes); and elasticity of space (the distance between
Giijavo and Girnar is compressed out of existence).

A point of real importance in considering the application of organisational principles to the par is
that these paintings are not created for leisurely examination in museums or galleries: they are normally
opened only during the course of a performance, and performances take place only in darkness. Respon-
sibility for interpreting the scenes on the cloth belongs not directly to its viewers but to the performing
bhopo, whose job is to ‘read the par’ (par vacno), and who does so by pointing out with his bow the
depictions of the events he describes in declamatory chant (arthav), while his bhopt provides illumi-
nation with a lamp. Bhopos are obviously aware of the way in which the par is organised, and their
interpretations of its content rarely diverge significantly from what one might predict. But bhopos are
also often opportunistic: when performing they need pictures to point to, and they are willing to stretch
the ambiguity principle way past the limits of iconographic reason in order to secure an identification.
A single example will show the sort of thing involved: it occurs on a video recording which I made in
1982 of Parbu Bhopo performing in Marwar Junction Village. Parbi is describing in arthav how Kelam
and her friends travel to the garden to swing (1. 530 ff.). When he reaches the point at which they ask
the gardener to let them in, Parbii is able to show his audience pictures of both parties to the discussion:
for Kelam and her friends he merely anticipates slightly and points to the picture of the girls swinging
(Scene 13); but for the gardener, of whom no obvious depiction is provided, he simply points to the
nearest male figure, which happens to be one of the attendants who stand behind the large central figure
of Pabuji to fan him. Iconographically, this man cannot be a gardener (gardeners do not carry fans); in
terms of scenic organisation he cannot have anything to do with the girls in the garden (he has his back
to them); but for a second or two he nonetheless becomes the gardener. The logic of the par, like any
other logic, can be and is manipulated for gain by those who are expert in it.

The par as a whole

A further important point which arose in our discussion of the sequence representing Pabuji’s wedding
was the general problem of what constitutes a scene. The case in question was that of the omens which
confront the wedding-procession: on a typical par there are at least four rationally justifiable ways of
dividing this area of the painting into scenes. This is by no means an unusual case. The scenes of Pabiijt
and his companions driving on the she-camels, the Sodhi princess Phulvanti swinging in the garden,
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and the well at Umarkot (Scenes 50, 51 and 52), may easily be considered as a single scene: Pabiiji
(left, arriving from Lanka) has the camels watered, and the princess looks at him from her swing. Other
kinds of problems arise when single locations contain depictions of events widely separated in time:
Biiro’s court has already been mentioned in this regard,"" and the court of Umarkot similarly contains an
astrologer setting the date for Phulvanti’s wedding to Pabiiji, the people greeting Pabiji the bridegroom
as he strikes the tforan, and Phulvanti’s parrot telling her of Pabiiji’s death. Any boundaries we seek to
draw in such cases have the effect either of dividing an obviously unitary structure into smaller parts or,
equally undesirable, of separating related events from one another.

When a concept (such as ‘scene’) proves obstinately hard to define, one possible explanation is that
that concept is fundamentally false. This really is the case in the present instance. The reason that it is
difficult to determine what constitutes a scene on the par is that the par is not composed of scenes.

Let us go back to first principles. The par is ‘a representation of epic geography, a sort of epic map’.!
Imagine a par entirely without characters, containing nothing but the structures and other geographical
features that mark out one place from another. This would be a map in the simplest and most literal
sense. It is now decided to populate this map with figures representing the people who participated in
the epic events that took place in the mapped area. But exactly who is to be pictured? This question was
answered by Parbii Bhopo in a startlingly simple formulation: people are depicted in the courts etc. where
they have business, and wherever they stop on a journey. Allowing that the painters must obviously be
selective about what elements they choose to depict from a long and involved story, and that ‘stopping
on a journey’ may take unusual forms such as walking to a well and burning oneself to death there,
it is difficult to find a single exception to Parbi’s statement. Once it has thus been determined which
characters are to be depicted, considerations of iconography, directionality, scale and so forth settle the
form that each figure will receive. And that is all there is to it: the par is complete. If at this stage
someone should choose to refer to a particular group of interacting figures as constituting a ‘scene’ —
perhaps for heuristic or ostensive purposes, as in writing a book — he will certainly be understood, and
no harm will be done so long as it is understood that the same figures may participate in more than
one ‘scene’; but ‘scenes’ are not really the basis on which the par is organised. The par is a sweeping
geographic continuum, and as such is no respecter of boundaries — especially boundaries which seek
to delimit not areas of space but moments in time.

A question still arises as to the particular form in which this geographic continuum is cast. What
determines that the places contained within it should be located where they are located? Why, in other
words, does the par appear as it does, with Koli in the centre, Jayal at the top right, etc.? Any an-
swer to such a question is inevitably speculative, incapable equally of verification and of falsification;
nonetheless there are some worthwhile observations to be made in addressing the problem.

First, the principle of directionality, on which the par relies so heavily, can only function success-
fully if the various places in question are located in reasonable positions relative to one another. If
Lanka and Umarkot were to change places, for example, it would be extremely difficult to arrive at a
lucid method of depicting Pabiiji’s journey home fo Kol from Lanka via Umarkot. The same general
consideration accounts for the concentration round Pabiiji’s court of the various minor places that are
said in the narrative to be situated in or near Kola — Biiro’s court, Gijavo well, and the homes of Deval
and Harmal’s mother.

Second, there is a possibility that the layout of the major places was initially settled on with some
reference to ‘real’ (as opposed to epic) geography. At first glance this does not appear at all likely: a map
featuring, from left to right, Lanka (= modern Sri Lanka), Umarkot (in Pakistan), Kolii, and Jaisalmer
(about 90 miles West of Koli) would admittedly not be a very helpful document. But it will become
clear in the next chapter that the place-names associated with several of the major characters in the story
have changed over the last four centuries, and that even today bhopos recognise that ‘Lanka’ actually
stands for the land to the West of the Indus. If the earlier, less hyperbolical identifications were still
current when the par was first designed, it would at least have made considerably better sense in terms
of real geography than it appears to now. It must be allowed, however, that the par is far from being
a ‘real’ (i.e. orientatable) map: geographic considerations are unlikely to have played the major part in
determining the disposition of places on the cloth.

Third, a clue is provided in the rough symmetry which is evident in the layout of the chief places
on the par. PabiijT’s court in Kol lies at the centre, the homes of his friends and relatives to each side

11 See p. 38 above.
12 See p. 38 above.
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of it; further out from the centre are the two courts with which marriage-relations are established during
the course of the story (Umarkot to the left, Sambhar to the right); and at the furthest extremes are the
territories of the villains (Ravana to the left, Jindrav Khict and Jaisingh Bhat to the right). It is clear
that the centrality of Pabiiji’s court, like its large-scale rendering, is symbolic: Pabuji is the hero of the
narrative and the deity resident in the sacred par. It is surely not unreasonable to suppose that there is
a further symbolism in the location of Pabiiji’s enemies as far away from him as possible, in the outer
darkness at the edges of the cloth. A degree of confirmation for this suggested symbolic symmetry is
available from the row of deities — unmentioned so far because taking no part in the narrative — that
stretches for most of the way along the very top of the painting, supervising events below on earth, as it
were. By this reckoning the par would be less a geographic than a cosmic map — a representation of
the forces of good and evil, their relative positions in the universe, and the epic struggle between them.

Origins

The description given in this chapter of the method by which the pars of Pabiiji represent the epic
narrative is, I hope, precise and detailed enough to convince the reader that that method is different in
kind from anything noted by Meyboom or his predecessors. It should also be clear that the method is
well defined, and operates with complete self-consistency: it involves the logical application of certain
basic principles, so that any artist who wished to make use of it to represent a different narrative would
be able to do so with confidence. From this point on I propose to refer to it as ‘the par-method’.

Traditionally the par-method has been used by the JosTt painters of Bhilwara and Shahpura in South-
East Rajasthan only for the pars of Pabiji and Devnarayan. It has also come to be employed by them
in recent years for other compositions, including pars for ‘new’ deities, but its use does not seem to
have spread any further than this. It is, perhaps, a little surprising that so elaborate and idiosyncratic
a method of narrative depiction should be found, fully perfected, only in a specialised ‘folk’ tradition;
and this consideration, coupled with the fact that scholars can no more resist a quest for origins than
dogs can help howling at the moon, leads me to conclude this chapter by examining the evidence for the
antiquity of the par-painting tradition and the sources from which the par-method may derive.

Fars are ephemeral objects. They receive hard use, and are carried around with barely any protection
in a harsh climate. Naturally, they suffer: since they are always rolled from left to right, the right-
hand (i.e. outermost) end of the cloth is most prone to damage. As a ritual object — not to mention
an expensive purchase for a poor bhopo — a par is capable of being retained in use even after it has
incurred damage resulting in iconographic incompleteness. But beyond a certain point the inevitable
has to be faced: the old par has to be disposed of, and a new one acquired.

Disposal itself involves a ritual, since a sacred object cannot simply be thrown out: the old par
is ‘cooled’ (thandr karno) by immersing it in the holy lake at Pushkar.”® If Pushkar is too far away, a
good well may be used instead. Nowadays, when second-hand pars are known to be able to command
a respectable price in the tourist market, many which ought to be ‘cooled’ in fact survive; but this is
a recent development, and older pars preserved in museums etc. are not very many in number. The
oldest surviving example known to me is in the collection of Rupayan Sansthan, the Rajasthan Institute
of Folklore based in the village of Borunda: it is a Devnarayan par signed by the painters Siirajmal
and Bagtavarcand and dated Vikram Samvat 1924, i.e. 1867 A.D. The Jost painters insist that the par-
painting tradition goes back far beyond this date, and Joseph C. Miller has done excellent work on their
genealogy, suggesting that painters were indeed active in the first half of the nineteenth century, and
possibly considerably before then. A very valuable reference confirming that pars were in use in the
early nineteenth century is Tod’s reference to ‘the itinerant bard and showman...exhibiting in pictorial
delineations, while he recites in rhyme, the deeds of [Pabuji]’.'* Though not published until 1829, this
remark in fact derives from observations made by Tod in 1819 or earlier; and although Tod gives no
details as to what the ‘pictorial delineations’ actually looked like, it would take a more suspicious mind
than mine to believe that they can have been anything other than the precursors of modern pars.

Allowing that pars — and, by extension, the par-method of representing narrative — were already
in existence early in the nineteenth century, we have a terminus ante quem for the origin of the tradi-
tion. Until rather recently, however, it was not possible to say any more than this, for the only known
paintings from an earlier date surviving in the region in any quantity were miniatures belonging to the
various Rajpiit schools, and there is little to be gained (or, at any rate, little to be safely gained) in making

13 See the photograph on p. 158 of Nath and Wacziarg 1987.

4 Emphasis mine; for the full quotation see p. 3 above.
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comparisons between a huge narrative folk-painting and a courtly miniature. Recently, however, paint-
ings have been brought to light which have much more in common by nature with pars, some at least of
which clearly have a major contribution to make to the history of the par-method. These are the murals
which decorate the walls of many havelis (mansions) and other major buildings in that part of North-East
Rajasthan known as Shekhawati.'> These paintings, some of which date from as early as the beginning
of the eighteenth century, were principally commissioned by important Rajptits and wealthy merchants;
the tradition of mural painting in the area lasted until about the middle of the twentieth century.

It need cause no surprise that the closest available comparison for the par is to be found among
wall-paintings, for pars of Devnarayan are to this day painted on the walls of temples to the deity.'s
Indeed, it seems very likely that the tradition of painting pars on cloth is itself a secondary development
from an earlier mural tradition: the intention would have been to create a portable form of temple by
transferring a standard (though highly complex) temple icon to a new medium.
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Plate 10

Detail from the ceiling of the memorial chatri of Sardiil Singh of Parasrampura in Shekhawati
District (1750 A.D.). Above the fighting elephants is Sardil Singh’s court. Above and to the
right of this are scenes from the Rama story, including Hanuman carrying the mountain whose
herbs can heal Rama and Laksmana, and numerous monkeys and bears; also the Sun-god in
his chariot drawn by his seven-headed horse. Photograph courtesy Arvind Sharma.

Only a minority of the Shekhawati murals are narrative in nature, and of those only a small number
bear any noticeable resemblance to a par. But where the resemblance does exist, it is startlingly exact.
The clearest case known to me is the chatri (memorial dome) to the ruler Sardil Singh of Parasrampura,
which is dated 1750 A.D. (see Plate 10)." The formal variations in scale; the courts of rulers, complete
with pillars, domes and pavilions; the rows of turbaned and mustachioed courtiers — alternately wearing

15 See Nath and Wacziarg 1982, Cooper 1986, Cooper n.d.

16 This is not true of Pabiiji, the only full-scale temples to whom are to be found in a single compound in his own village of
Kolu: the reason is that devotees of Devnarayan tend to come from a more prosperous class than those of Pabiji.

17 Further pictures of this mural appear in Nath and Wacziarg 1982, pp. 15; 545 (plates 24—6); 71 (plate 42). Ilay Cooper
(personal communication) remarks that there exists an earlier Shekhawati charrf erected at Tonk Chilari by Sardiil Singh
himself and containing a similar mural; also that there are a number of murals from as early as the beginning of the
eighteenth century in which the same narrative style is used.
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plain and spotted coats — who sit delicately sniffing flowers in those courts; the clear movement from
place fo place on the part of the innumerable busy figures;'® the filling by those figures of all available
space; the manner of rendering certain details, such as the harness of horses; the occurrence of icono-
graphic items known otherwise only from the work of par-painters'® — all these together place it beyond
doubt that this mural and the pars of Pabiji and Devnarayan have a common origin.

Whether that origin can be more exactly determined is another question. The Parasrampura cha-
tri mural appears to be both the earliest and the most sophisticated narrative mural surviving in the
Shekhawati region, so the problem remains that the elaborate and complex par-method is known to us
only in fully developed form, without obvious precursors: all we have done is to push the enquiry fur-
ther back in time and further North in place. We have no information about the artist who created the
Parasrampura mural; nor is any connexion between Shekhawati and the Bhilwara-Shahpura area known
to me which might provide a clue to the means by which the present-day par-painting tradition came
to be situated where it is. Further information, if it ever becomes available, will most likely come from
Shekhawati; but murals are impermanent too, and the chances are not great.?

18 Part of the narrative shown on the chatri is of Sardiil Singh’s own deeds, and is therefore difficult to interpret without
knowledge of those deeds; but part is devoted to the story of Rama, and it is very clear that this is executed according to
the par-method.

19 For example, the mythical bird Anarpaikh: compare Scene 106 with Nath and Wacziarg 1982, plate 26 (p. 55).

20 Since publication of the first edition of The epic of Pabiijt, it has become apparent that much earlier narrative paintings
exist in India that are organised on geographical principles very similar to those described here: see Dehejia 1991, 1997,
1998 for an analysis of ‘narrative networks’ (Dehejia’s term) among Buddhist cave paintings at Ajanta. Though there is
no question of any direct ‘line of descent’ from Ajanta to present-day Rajasthani pars, it is certainly interesting to discover
precedents in earlier Indian traditions for the par-method’s spatial approach to narrative depiction.
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Pabij1 the man

The inflation of history

If contemporary recordings of the epic of Pabiiji were the only evidence we had that such a person once
existed, the issue of historicity would hardly arise: all that even the keenest ‘oral historian’ could hope
to say would be that maybe there once was a person called Pabiiji, maybe not, but that either way the
story recounted in the epic could not be taken as historical truth. But in fact there are many versions of
the story of Pabijt in the literature and folklore of Rajasthan, and it seems worthwhile to examine some
of these with a view to discovering anything that can be discovered, either about Pabiiji the man or about
the character of ‘traditional history’.

A useful first step is to compare the story of Pabiji as recounted by NainasT in his seventeenth-
century Chronicle or Khyata, translated in Appendix 1 of this book, with the version sung by present-
day epic-singers. The marginal annotation provided in the Appendix, which relates events in Nainas1’s
story to comparable elements in the epic narrative, makes it clear that these two versions have much
in common with each other. What is more, analysis reveals an underlying structural similarity between
them which suggests that they may be more closely related to one another than is the case with any of
the other available sources.

In analysing the various versions of the story, we must first exclude features common to all versions
(e.g. that Pabiji was a Rathor, that he rode a black mare) and features found only in single versions
(e.g. that a magic-competition took place between Pabiiji and Gogo, that doubt was cast on the truth
of Harmal’s account of his visit to Lanka); nothing can be learned from material found universally or
material found in total isolation, for both debar any comparison. Having thus restricted ourselves to
areas of variability, we find that both Nainasi and the modern epic-singers relate two main episodes:!
(1) Pabuji fetches she-camels from across water as a wedding-gift for his niece; (2) Pabuj1 leaves early
after/during his wedding in Umarkot, rescues and waters the cattle stolen by Jindrav Khici, and then dies.
The same two episodes form the basis of both versions of Jodha Agarsimh’s Pabiaprakasa,* as indeed
they do of a more recent popular publication of the same name.? In the Pabii Prakasa Bara of Morji
Asiya,* on the other hand, episode (1) is reduced to two lines of a single stanza: ‘He brought home a
great herd of she-camels, crossing with them the “sea of Sindh”’.> Another oral version of the story
has been recorded,® and this too diverges markedly from the epic story: a short ballad, it contains only
episode (1) and a description of Pabiiji’s (uneventful) wedding. On the other hand, in my recording of
the epic as sung with the mata (drums), episode (1) is omitted in tofo. In a similar way, in the Thar-
Parkar district of southern Sindh, where Pabji is still venerated, both episodes are told, but only as two
separate stories.’

It is thus clear that our story exists in several fundamentally different traditions; equally clearly,
Nainast’s version of it bears important and deep-seated similarities to that of modern epic-singers. The
possibility of a direct connexion between the two is further enhanced by the near-certainty that Nainas1’s
own story was oral in origin; witness the anachronistic inclusion of Gogo,® the various supernatural

I Using the word here loosely, not as an equivalent to the bhopos’ term parvaro.

2 Bambai (Bombay), 1897, Jodhpur (?), 1904 (?).
3 Ganpatisimh (Ganraj), Prapavira Pabii prakasa, Ajmer, n.d. It is interesting that in this modern work the camel-raid is

said to take place not in Lanka but in Sindh.
4 Jodhpur, 1932.

Stanza 49, p. 45; the name Sindh (simdha) is misprinted simgha. For the ‘sea of Sindh’ or Sindh-sagar, see Lambrick
1964, pp. 173, 187; the term appears to refer to the junction of the Puran river with the Rann of Kacch at 24° 207, 69° 05".

From Ramdin son of Khusalram, a Megval living in the village of Sovaniyo, 26° 25’, 73° 45'.

~

I am grateful to Dr N. A. Baloch of the University of Sindh for the very valuable information he kindly sent me on the
status of Pabujt in present-day Sindh.

oo

See further below.
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events, and the highly un-literary, ‘story-telling’ prose style. It would certainly be rash to assume that
the seventeenth-century chronicler gives us, exactly, the story as sung by epic-singers of his own day;
nonetheless it seems likely that these two forms of the story are earlier and later versions from the same
tradition, or perhaps from two closely connected traditions.’

Paradoxically, this proposed connexion receives added support from the numerous differences be-
tween the two versions. Most of the differences (I continue to restrict myself to the areas in which
variability is found) prove on inspection to fall into a single category, and may thus be viewed as the
results of a process which has transformed the earlier story into the later one. This process, the deter-
mining factor of the story-tellers’ tradition, should cast some light on the character of traditional history
in Rajasthan. What we see is in fact an inflation of the story, an almost systematic exaggeration of all
its most important aspects. So Cado, said by NainasT to be a (low-caste) Thord, is transformed in the
epic into a (high-caste) Vaghelo Rajpiit — some of the singers call themselves Vaghelo Nayaks.!® Gogo
Cauhan, described by Nainast as living in the village of Dadrairo (= Dadrevo), is placed by the singers
in Sambhar, formerly the capital of the great Cauhan empire of Sapadalaksa. Similarly, Pabiiji’s Bhatt
enemy is said by Nainasi to live in the village of Kundal (or, elsewhere in the Khyata, in the village of
Bavari),!! whereas the singers make him ruler of the city of Jaisalmer, the most famous of the Bhatt cap-
itals. Where Nainasi makes Pabiji cross the Indus, the singers make him cross the sea; where Nainast
has him plunder the she-camels of Dodo Siimaro, said to be ‘a second Ravana’,'? the singers have him
plunder and kill Ravana himself; where NainasT refers to ‘a herd of she-camels’, the singers talk of the
first camels ever to be seen in Rajasthan. Nainasi makes Pabiiji leave Umarkot after his wedding without
staying to eat; the singers say that he left before the wedding-ceremony was completed. According to
Nainasi, the Caran lady visits his house to tell him of the theft of her cattle; in the singers’ version she
first gives the information by supernatural means. Nainasi makes him miraculously produce a great deal
of water from a dry well; the singers make him kill a genie who has entered the well and swallowed
all the water. NainasT describes his death in battle; the singers refer to his ascent into heaven. And, of
course, Nainasi speaks throughout of the various characters as ordinary human beings (with, in some
cases, supernatural origins or powers); for the epic-singers, almost all the main dramatis personae are
incarnations of figures from orthodox Hindu mythology."

As I have said, the fact that so many of the divergences between the two forms of the story can be
attributed to the workings of a single process — that of the inflation of history — makes it all the more
likely that the later form should have developed from something similar to the form found in Nainas1’s
Chronicle. The same fact, however, should put us on our guard in dealing with Nainasi’s own version,
for there is no possible reason to assume that the process of inflation did not begin prior to the writing
of his Khyata; on the contrary, the probability is that Nainasi’s account of the life of Pabiji already
contains elements of exaggeration, even apart from those which are self-evident (references to magic
and the supernatural). In this context we may also note the conclusions reached by Henige, who has
shown the unreliability (in terms of ‘our’ history) of traditional orally transmitted history in general, and
of the treatment of early material in the Rajasthani chronicles in particular.'*

Evidence from historical sources

It is nonetheless clear that it is to the story given in the Chronicle of Nainasi — the Vara Pabijt ri —
that we must turn if we are to track down the historical Pabijt; whilst it is likely to be inflated, it is also
likely to be less inflated than any other version. The same Chronicle is also, inevitably, a major source of
knowledge for other figures from the early period of Rajasthani history, and I have used it accordingly,

9 On the basis of their containing both the main story-episodes, the two versions of Jodha Agarsimh’s Pabiiprakasa may also
be connected. These are, however, literary pieces which may well deliberately conflate material from different traditions.

Nayak and ThorT are different names for the same caste. Cado and Dhébo are said by epic-singers to be the sons of Ano
Vaghelo, whereas in Nainast’s version Ano’s son is killed by the Thorfs.

11" Sakariya 1962, pp. 11-12, 140.
12 See n. 13, p. 344.

It is of course possible that Nainasi was aware of the claim that Pabiji is divine, but suppressed it as being heretical or
irrelevant to his purpose. It may be unwise to attribute the differences between his version of the story and that of the
present-day epic solely to the passage of time, for a major difference of standpoint is also involved: Nainasi was a Rajpit
chronicler recording the legendary deeds of an ancient Rajpiit hero, whilst the epic-singers are priests of a god.

14 Henige 1974, pp. 52-3, 78-81, 201-6.
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in conjunction with other works, in an attempt to obtain further information — especially chronological
information — on the other characters who appear in the Vara Pabuji ri.

This search for possible synchronisms or other corroborative evidence runs into a multiplicity of
obstacles so baffling that one begins to wonder whether the heavenly Pabijt has not been busy covering
his earthly tracks. As is only to be expected, most of the named figures with whom Pabdji is said to
come into contact in Nainast’s version of the story appear nowhere else in the literature: either, like his
Thor1 companions or Dhil the camel-herd, they are of too low a rank, or, like the Sodhi princess (= epic
Phulvanti) or Biiro’s wife Dod-Gehali (= epic Gailovat), they are women (who are rarely mentioned by
name in the chronicles), or else, like Ano Vaghelo or Mirza Khan, they are evidently not sufficiently
important. But when we move on to consider those on whom further material is available the obscurity
is hardly lessened, for the information we find varies between the tantalising and the self-contradictory.
Nevertheless, a few points emerge in support of Tessitori’s proposed date for Pabiji (‘the second and
third decades in the fourteenth century A.D.’),"> whilst there is no evidence which would tend to rule
such a date out. Similarly, a little support is found for some elements in the story itself.

We must start, however, by considering two figures whose inclusion in the story by Nainasi is with-
out question anachronistic: Gogo Cauhan and Guru Gorakhnath. As far as the former is concerned, we
can do no better than quote the conclusions reached by Dasharatha Sharma, the best historian of the
early Cauhans. On the basis of the literary Kyamakhd rasa and an inscription of 1213 A.D. found at
Dadrevo, he reaches the conclusion that Gogo ‘should be regarded as a contemporary of Mahmid of
Ghazna [died 1030 A.D.], and not of Firuz Shah, as believed by Tod and some other writers who have
followed his lead”.'® He goes on to refer to a Gujarati work composed in 1409 A.D. which ‘requires a
Jaina Sravaka not to think of worshipping Brahma, Visnu, Ksetrapala, Goga, Dikpalas, village gods,
and grahas etc.’, and remarks that it must have been taken centuries for Gogo ‘to be so well known,
not only in his homeland of north-eastern Rajasthan but also in the distant Gujarat’.!” On the statement
that Jhararo (= epic Rapnath) ‘met Gorakhnath’ I have commented elsewhere;'® Sharma notes another
proposed synchronism between Gorakhnath and Gogo himself and simultaneously offers his own in-
terpretation of these anachronisms in no uncertain terms: ‘Actually the only basis that we have for the
late dating of GugojT are the late traditional anecdotes which make him a contemporary of the Rathore
hero Pabiiji, who as a great grandson of Rava Sthoji could have flourished somewhere about 1325 A.D.
It is impossible to build up serious history on the basis of such tales. To me it seems that they were
concocted by a fairly late generation of the devotees of Pabiiji, who were out to prove that their hero-god
was in no way inferior to the Chauhan hero, Gogoji. And if we are out to believe anecdotes, we have to
believe equally the stories which make Gogoji, a contemporary of Gorakhanatha (who is generally put
by historians in the beginning of the eleventh century) and of Mahmiid of Ghazna against whom he is
said to have fought with his forty-five sons and sixty nephews.’'* One is compelled to agree — a little
less unsympathetically, perhaps — with this view: the incorporation of Gogo and Gorakhnath into the
story of PabijT is clearly a case of the inflation of history occurring prior to NainasT’s time. It is worth
remarking that other traditions make use of Pabiji himself in much the same way: Tod*® makes him
join with another folk-hero, Harbhii Sakhalo, in assisting Rav Jodho to capture Mandor, an event which
occurred in 1453 A.D. Similarly, according to one Sindhi tradition Pabji killed Lakho Phalani,?! whilst
Tod attributes this deed to Pabiiji’s great-grandfather Stho, and other sources make Lakho defeat Milraj
Caulukya of Gujarat (died 997 A.D.).>* It would appear that heroes and demigods are attracted towards
one another across time.

Of Pabuji’s kinsmen, the early Rathors of Marwar, Henige writes, ‘It was only with the accounts
of the rulers and events of the late fourteenth century that some verisimilitude entered the chronicles.
The careful historian must reject the accounts of the earlier period on their own evidence.’”® On the face

15 Tessitori 1916, p. 107.

16 Sharma 1959, p. 327.

17 Ibid.

18 See n. 51, p. 350.

19 Sharma 1959, p. 328, n. 1.

20 Crooke 1920, pp. 329, 804.
2
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Personal communication from Dr N. A. Baloch.
22 Crooke 1920, p. 853, n. 2, p. 941.
23 Henige 1974, p. 206.
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of it, this (wholly justified) stricture would put into some doubt the date of c¢. 1325 A.D. accepted for
Pabiijt by both Tessitori and Sharma, for it is on the basis of Rathor genealogy that this date is reached.
In fact, however, Henige’s attack is on the authenticity of the chroniclers’ accounts of the generations of
rulers following Dhiihar (the brother of Pabuji’s father Dhadhal), of whom it is known from epigraphic
evidence that he died in 1309 A.D. Whilst, as Tessitori notes,?* the earlier and later accounts differ as
to whether Dhadhal or Dhithar was the elder, there is at any rate unanimity in making them brothers,
whereas Henige’s complaint is ‘that the chronicles have converted a kinglist into an ascendant geneal-
ogy’ — if not worse — thanks to the ‘propensity of Indian chronicles to disguise or omit collateral
successions’.?> On the whole, then, the Rathor evidence that Pabiji lived in the early fourteenth century
must be admitted as possible. It must be noted, however, that in two versions of the story someone other
than Dhadhal is said to be Pabiji’s father: some at least of the modern epic-singers make Pabiji the
son of Asthan,” thus putting him one generation earlier, whilst, according to Tessitori,” ‘In most of the
Bikaner chronicles, Pabu himself is represented as a son of Ude Singha’ (son of Dhadhal), and is thus
placed one generation later. Apart from the lateness of the singers’ version (and also, incidentally, of
the one chronicle actually quoted by Tessitori),? the very configuration of these proposed genealogies
does rather suggest that they may well have moved out in opposite directions from the central position
occupied by Nainasi. Henige quotes very numerous cases both of the telescoping and of the artificial
lengthening of genealogies.?

When we come to consider Pabiji’s enemy Jindrav Khict, we find an extreme paucity of information.
Tod, as Crooke remarks,*® ‘has barely noticed the Khichis’, and the work by Cunningham to which
Crooke refers does not deal with the Khicis of Jayal. None of the more recent histories of Rajasthan
offers any assistance; and even NainasT’s account comes to an end, as far as Jayal is concerned, in the
second half of the twelfth century A.D. Only the nineteenth-century poet and chronicler Bakidasa Asiyo
gives any information at all: he tells us that Jindrav was the son of Sarangdev (= epic Saragde), who had
married into the Budh Bhatis of Bardi.*' This is the only traceable reference to Sarangdev in the historical
literature, and is therefore of no help in establishing a chronology; on the other hand, the suggestion that
Jindrav was related on his mother’s side to the Budh Bhatis is interesting, for it coincides with the epic
claim that he was the maternal nephew of Jaisingh (= Nainasi’s Pamo), the Budh Bhatt who conspired
with him to kill Pabuji.

If on Jindrav we suffer from having too little information, on Pamo we suffer from having too
much. He is referred to by twelve different names®? and said to have lived in three different places;*
and according to the written sources he seems to have lived three different lives and been killed by two
different people. Of his three existences, however, one may be quickly eliminated, for it springs from
an anomaly in Nainast’s chronology. Pamo is said to be the son of Budh Bhati, who is said in turn to be

24 Tessitori 1919, p. 31.

25 Henige 1974, p. 205.

26 Confusingly, however, both Asthan and Pabiji himself may be called Dhadhal as a family name.

27 Tessitori 1916, p. 109.

28 The nineteenth-century Dayaladdsa ri khyata. A part of this work has been published (ed. Dasharatha Sharma, Bikaner,

1948), but it does not include the story of Pabuji.
29 Henige 1974, pp. 27-64.

30 Crooke 1920, p. 115, n. 2.
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Bakidasa ri khyata, ed. Narottamdas Svami, Jaypur, 1956, vata 1682, p. 142. Bari (27° 30°, 71° 55”) is mentioned by
NainasT as belonging to the Budh Bhatis: Sakariya 1962, p. 12.

32 Names used for him by epic-singers are Panno Bhatf (which occurs also in both versions of Jodha Agarsimh’s Pabiipra-

kasa), Phiio Bhati (variant form Pham Bhati), Jaisingh Bhati, and Budh Bhati (but this last is his family name). Tessitori’s
synopsis of Nainast’s story (Tessitori 1916, pp. 110-14) refers to him as Pemo, where the Jodhpur edition has Pamo Gho-
randhar; Tessitori notes a variant form of this name, Pammo Ghorandhar (A descriptive catalogue of bardic and historical
manuscripts Section I, Part II, Calcutta, 1918, p. 87). Diigar’s translation of the same story, on the other hand, has Kammo
Dhorandhar (Diigar 1934, pp. 167, 179), and the Jodhpur edition too spells his name with a K- in the section on the history
of the Bhatis: Kamo Ghorandhar and Kamo Dharadhar (Sakariya 1962, pp. 12, 140). Finally, Reu calls him Phararo Bhatt
(Reu 1938, p. 48).

33 n the story of Pabiiji Nainasi places him in Kundal, whilst in his history of the Bhatis he describes him as settling in

BavarT (Sakariya 1964, p. 78, 1962, pp. 11-12, 140) — for these villages see map below; see also n. 5, p. 343 and n. 48,
p- 349. Present-day epic-singers locate him in Jaisalmer.
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the son or grandson (NainasT again contradicts himself) of Rajpal;* this would put Pamo in the 36th or
37th generation of the dynasty. Simultaneously he is said to marry a daughter of Rano Riiparo Parihar,
of whom we are told*® that he was the grandfather of Raval Kehar (1361-1396);3¢ this would put him in
the 46th generation. The probability is very strong that it is the earlier date that is at fault, and that the
error lies in making Pamo the son, rather that the descendant, of Budh.?’ Pursuing the later date, we can
see from the dates of Kehar, his junior by a generation, that Pamo must have lived in the first half of the
fourteenth century A.D., and this receives confirmation from Tod’s reference to Rano Riparo Parihar,
Pamo’s father-in-law, who is said to have been given refuge by Raval Jaitst (J zutrammha fl. 1300 A.D. )%
after losing Mandor to a Muslim invader identified by Tod as ‘Ala-ud-din Khalji.** Especially interesting
is the statement that JaitsT gave Riparo the village of Bari to live in,* for this is, as remarked above,
said to be the native place of Jindrav Khici’s Budh Bhati mother. Nainasi twice refers* to descendants
of Ruparo living there several generations later, but he also tells us that Ruiparo killed Pamo by treachery
and took his land.*?

The third contradictory account of Pamo is found in a manuscript not, alas, available to me, but for-
tunately summarised by Tessitori in some detail.** He is said to be a Budh Bhati, to have been nicknamed
Ghorandhar, and to have ruled in Kaida] — i.e. the Kundal of Nainast’s story of Pabuji. He loved the
daughter of a confectioner. His son Cango raped the daughter of a Caran named Maval, in consequence
of which Mahirelan (a name used for Raypal, son and successor of Dhiithar on the throne of Marwar)
attacked and conquered Kundal, killing Pamo and his son Mango and taking Cango captive. The latter
had a son from Maval’s daughter; he was named Cado, and Raypal later made him a Caran; he became
the progenitor of the Rohariyos. Reu also relates what must be a truncated version of a similar story: ‘It
is written in the chronicles that during the war between Jidrav Khict and Paba Rathor, Paba’s death oc-
curred at the hand of Phararo Bhati. So Raypal killed him and also took command of his 84 villages. Itis
also written that he [Raypal] gave much wealth to Cand, son of Mago, a (Budh) Bhatf of Jaisalmer, and
compelled him to become his paulapata (receiver of gifts at the palace gate).”** Needless to say, none of
the characters appearing in these stories is known elsewhere except for Raypal. Equally obviously, their
version of Pamo’s life and death and the version quoted above from Nainasi cannot simultaneously be
true. It is worth remarking, however, that the date of Raypal is not out of keeping with the proposal that
Pabiijt lived in the early fourteenth century, for his father Dhuhar is known to have died in 1309 A.D.;
but, as noted earlier, the chronology of the rulers said to have succeeded Dhiihar is very questionable.
Three further points are of interest in the stories of Tessitori and Reu: that in one version Pabiijt is men-
tioned, that in the other version Kundal is mentioned, and that in both versions Pamo is said to die at
the hand of Raypal, which may account for Jodha Agarsimh’s otherwise incomprehensible introductory
statement that, although Rapnath (Jhararo) killed Jindrav Khici, Pabiiji was avenged by Raypal.*

34 Sakariya 1962, pp. 1, 11-12, 140. The two manuscripts of the Bhti chronicle on which Tod based his account of the Bhitis
make Budh Rajpal’s grandson: Tod Collection of Indian Manuscripts in the Possession of the Royal Asiatic Society, MS
no. 78, foll. 125b—126a, MS no. 138, fol. 19b.

35 Sakariya 1962, pp. 53, 73.

36 See Dasharatha Sharma, ‘Some dates in the Bhatika era and its connected problems’, Indian historical quarterly 35, 1959,

pp. 227-39, especially p. 238.

37 The Tod MSS do not name Budh’s children.

38 Tod’s dating is incorrect: see Sharma 1966, p. 680.

3 Crooke 1920, p. 1211. The name as given by Tod is Muhammad; his chronicle source (Tod MS no. 138, fol. 79b) has
mahamamda, which may answer to either Muhammad or Mahmiid. (Tod also misreads the MS Riiparo as Ripsi.) No
other source appears to refer to an attack on Mandor by ‘Ala-ud-din (though there is nothing improbable in the idea), and
it is possible that the reference is in fact to Jalal-ud-din, who is known to have taken the town in 1292 A.D. Neither ruler
is, however, normally referred to as Muhammad or Mahmiid, so the matter remains a mystery.

40 Tod’s chronicle source, like Nainasi, conjoins the name of Bard with that of Chahin, which lies about ten miles South-
West. Pamo himself, however, is described by Nainasi as having lived not in Bart but in Bavari, another of the chief

places (listed Sakariya 1962, p. 12) in the large tract of land said to have been ruled by Budh’s descendants.
Sakariya 1962, pp. 53, 73.

42 Tbid., pp. 12, 140.
43

4

Reference given in n. 32 above (A descriptive catalogue...).

44 Reference given in n. 32 above. According to RSK, the paulapata was the Caran who led the soldiers in a hopelessly

besieged fort to death by opening the main gate.

45 Found only in the later version of the Pabiprakasa.
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The last of the figures in Nainast’s Vata Pabiji ri on whom external evidence is available is Dodo,
the Stimaro ruler whose she-camels Pabiijt steals from across the Indus. Since in Dodo’s case the evi-
dence is external not merely to the Vara but indeed to all the historical sources we have so far been using,
one’s first reaction is to hope that it may serve as a firm objective foundation for our chronology. But it
is not so: the historical confusion that seems to dog every person with whom Pabji is said to have come
into contact has here attached itself to the entire Siimaro dynasty, of whom we have it from the highest
authority that ‘The assignment of this dynasty to its veritable lineage and proper period among the rulers
of Sind, is one of the most difficult problems with which we have to deal in the history of Muhammadan
India; and the obscurities and inconsistencies of the native account have by no means been cleared by
the European comments which have been made upon them.’#¢ It would be presumptuous for us to try to
make historical sense out of material abandoned as hopeless by Elliot and Dowson (nor is there the least
reason to imagine that we might succeed); but from our present limited viewpoint we can at any rate take
note of a few interesting details. First, we find that the name Dodo (generally written Did4 by Elliot and
Dowson) occurs very frequently in the accounts of the dynasty, although there is no agreement at all as
to how many Dodos there were or when they lived. It is also significant that tales of heroism and magic
powers are associated with the name.*” Lastly, whilst none of the sources gives us any reason to believe
that the Simaros occupied significant areas of land on the west bank of the Indus, Elliot and Dowson do
nonetheless refer to contemporary evidence that, at the time of Muhammad Tughluq’s invasion in 1351
A.D., there was a Simaro ruler in Tatta (Thatto, 24° 45", 67° 55”).# It is tempting to try to combine with
this information the account given in Capt. G. Malet’s translation of the Tarikh-i Ma ‘simi,* in which it
is said that a Dodo Siimaro, with the aid of the Sultan of Ghazni, expelled a usurper from Tatta, ‘reigned
many years’, and was succeeded by a tyrant who was overthrown and killed, bringing the dynasty to an
end; the collapse of the Siimaro line is known to have taken place in 1351 A.D. Gratifying though the
resulting synchronism would be between this Dodo — who held Tatta on the West of the Indus — and
our tentative date for Pabtji, the story cannot be accepted as credible history: not only are the preceding
pages full of supernatural occurrences, but the whole section given in Malet’s translation is certainly an
interpolation. We are thus not able to confirm the historical feasibility of Pabiiji’s raid on Dodo Siimaro;
equally, however, we have no grounds for ruling it out: Stimaros did evidently occupy at least one place
on the West of the Indus, and the name Dodo was evidently used by some Stimaro rulers. If the fame of
any particularly heroic Dodo ever spread outside Sindh, it is possible that his incorporation into the story
of Pabiijt is another instance of the inflation of history, like the inclusion of Gogo: perhaps ‘a Simaro’
was converted into ‘the famous Stimaro, Dodo’. But the evidence is too confused to allow us to reach a
decision one way or the other.

Evidence from topology

We may summarise the results of this excursion through some of the byways>® of the mediaeval history
of western India thus: there is no reason to believe that a Pabiijt Rathor did not live in the early fourteenth
century A.D., and there is some small reason to believe that he did; likewise, we have no grounds for
rejecting out of hand Nainasi’s account of at least some of his deeds, and we have some grounds for
accepting some of what Nainasi says. A straightforward historical account would, of necessity, end with
these unsatisfactory conclusions; but there is, in fact, a little more to be said, for, in addition to the
evidence of history, some further clues are provided by the topology of western Rajasthan and southern
Sindh.

The map below depicts the journeys undertaken by Pabiji according to Nainasi’s version of the
story. Upper-case letters denote places; numerals denote routes.

46 Dowson 1867, p- 483.

47 Ibid., pp. 217-23, also the ‘local ballad of Dodo and Chanesar’ referred to on p. 490. For the story of this ballad, see
Richard F. Burton, Sindh, and the races that inhabit the valley of the Indus, London, 1851, pp. 125-8.

48 Tbid., p. 495.
49 Tbid., pp. 2234

50" Also cart-tracks, marshy paths and culs-de-sac.
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Places

Kolg, 26° 557, 72° 15’ (Pabajt’s place)

Didvano, 27° 30", 74° 30’ (the Dods’ place)

Siroht, 24° 557, 72° 55" (Devaro king’s place)

Tatta (Thatto), 24° 45’, 67° 55" (Dodo Simaro’s place? — see below)

Umarkot, 25° 20, 69° 45’ (the Sodhos’ place)

Dadrevo, 28° 40’, 75° 10’ (Gogo Cauhan’s place)

Jayal, 27° 157, 74° 10" (Jindrav KhicT’s place)

Kundal, 27° 05%, 72° 15" (Pamo’s place in some versions — see above)
Bavart, 27° 257, 72° 20" (Pamo’s place in other versions — see above)
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Routes

Kolu to Didvano (captures Dod-Gehalt’s brothers)

Return to Kola

Koli to Sirohi (on journey kills Ano Vaghelo, in Sirohi defeats the king)
Siroht to Dodo Stimaro’s place (on journey encounters Mirza Khan; crosses river and plunders
Dodo’s she-camels)

Dodo Siimaro’s place to Umarkot (is betrothed to Sodhi princess)
Umarkot to Dadrevo (hands over she-camels to his niece)

Return to Kolu

Koli to Umarkot (is married)

Return to Kolu

Kol to Jayal (recaptures cattle from Jindrav Khict)

Return to Kolu (waters cattle; is killed)

PN S

a2~ -EEN I ) |

p—

Of the places listed above, the locations of all except (D), Dodo Stiimaro’s place, are certain,” and
there can in fact be little doubt that the identification of (D) as Tatta is correct, for at least three reasons.
(1) As noted in the foregoing discussion of the historical information available on the Siimaro dynasty,
there is evidence that the Siimaros did hold Tatta as soon after the putative date of Pabujt as 1351 A.D.,
and there is no evidence that they occupied any other territory on the west bank of the Indus;>? one source

51 For Kundal, however, see n. 48, p. 349.

52 The Sindhi version of the story of Pabiji’s camel-raid supplied to me by Dr Baloch states that the camels belonged to
the Stimaros of Lakki in Dada district; this is presumably the Tirath Laki on the west bank of the Indus at 26° 15%, 67°
50°. Tt is, however, hardly conceivable that Stimaros should have ruled so far North; the Tuhfaru-I kiram (Dowson 1867,
p. 344) says that their territory was extended — by, of course, a Dodo — ‘as far [North] as Nasrpur’, which lies almost a
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specifies that a Dodo Stimaro ruled there in the first half of the fourteenth century (but that source is
doubtful). (2) About eight miles South of Tatta lies a village named Goth Siimaro, which appears to be
the only village with such a name on the west bank, and which adjoins a ferry-crossing, indicating that
the river is easily navigable at that point; even if a later settlement, the existence of a village named after
the Siimaros provides corroborative evidence that they have held land near Tatta. (3) The supposition
that the victim of PabijT’s raid lived in or near Tatta is consistent with the routes of the journeys Pabiijt
is said to have made (routes 4 and 5 — see further below). The only alternative to the identification of
Tatta as place (D) is to propose that Dodo Stimaro may have lived East of the present course of the Indus
but West of the Puran, which runs into the Rann of Kacch at 24° 20’, 69° 05, and was, as late as the
Arab invasions of the eighth century A.D., the major outlet for the water of the Indus.> On the whole,
this possibility is to be rejected: the likelihood appears to be that, whilst the Puran branch continued
to carry most of the water until at least the beginning of the eleventh century, the river was running in
its present course by 1333-34 A.D.>* — and we have anyway found that the Simaros did occupy some
territory to the West of the present-day Indus. Even if the Puran alternative were shown to be preferable,
the only effect on our map would be a widening of the acute angle at (D).

One of the journeys depicted is also in doubt: it is at first sight tempting to suggest that Pabiiji did
not travel along route (6) from Umarkot to Dadrevo. Not only is his connexion with Gogo — and hence
with Dadrevo — demonstrably anachronistic, but the journey itself also appears improbable: in making
it, he would have been bound to pass through his own village of Kold, which lies directly in line between
Dadrevo and Umarkot, and Nainasi makes no reference to his having done so. The identification of
the husband of Pabiiji’s niece Kelan (= epic Kelam) as Gogo is perhaps another case of story-inflation,
whereby ‘a Cauhan’ was converted into ‘the famous Cauhan from Dadrevo, Gogo’.

The exact routes of journeys (10) and (11) are also questionable, although for a different reason:
Nainast does not actually tell us whether Pabiji pursues Jindrav as far as Jayal or whether he catches
up with him on the road. Similarly, the place of Pabiiji’s death is not certain; whilst there is agreement
between Nainasi and modern epic-singers in making it occur at Koli, an earlier chronicle quoted by
Tessitori states that Pabiijt and his brother Biiro had ridden in pursuit of some cows and were killed by
Jidrai KhicT at Khicavand. This account is confirmed by the much later Rathaura vamsa ri vigata,*®
which informs us that Pabiij1 and Biiro died in a battle at Khicund against Jivaro Khici, who had stolen
some cattle belonging to Deval the Caran lady, and that Jhararo later avenged them. The village of
Khicund seems no longer to exist; Nainasi says in his Vigata that it is three miles North of Phalodhi.”’

The most interesting journeys from our point of view are those along routes (4) and (5), which are
also the furthest-distant journeys Pabiji is said to have made. It is of no small importance that these
make good geographical sense: in travelling from Sirohi (C) to Tatta (D) one would be unlikely to pass
through Umarkot (E), but would remain a little North of the Rann of Kacch, whilst in returning from
Tatta to Kolii or Dadrevo one would almost certainly go via Umarkot. This point is less trivial than it
may seem, for we must remember that we are dealing with a tradition of history which does not much
concern itself with geographical credibility: in the modern epic story the equivalent of routes (3) to (6)
is a journey from Kol to Lanka (modern Sri Lanka) followed by a return to Sambhar via Umarkot each
stage of which lasts, according to the various singers, three, four or five days. To find that Nainast’s
account of this exploit lies within the realm of geographical reason is thus not without significance.

Once we have established that Pabiji might have travelled along routes (4) and (5), the next step is
clearly to search for any evidence that he did do so, and for route (4) at least this is not hard to come by.
The area of southern Sindh through which Pabiijt would have passed on this journey contains no fewer

full degree of latitude South of Tirath Laki, and no other source appears to refer to Stimaro holdings further North than
Nasrpur.

53 See for example C. F. Oldham, ‘The Saraswati and the lost river of the Indian Desert’, Journal of the Royal Asiatic Society,

1893, pp. 49-76, especially pp. 73-5.
54 Lambrick 1964, pp. 186-8.

55 Tessitori 1919, pp. 32, 38.

36 Rathauda vamsa ri vigata evam Rathaudd rT vamsavalf, gen. ed. Fatah Simh, Jodhpur, 1968, p. 7.

57 Bhatt 1969, p. 30. Komal Kothari has suggested that the reference may be to the village ‘Khichan’, but this lies about four

miles East of Phalodhi.
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than seven villages named after him®® (as many as are listed for the whole of Rajasthan), not to mention
at least two minor place-names;* and there are many other places in the same region where Rathors and
Bhils worship in temples to Pabaji.®® There are, of course, other ways of explaining this concentration of
interest in Pabiji than by the suggestion that he actually went there: a migration of Pabiiji-worshippers
from Rajasthan is the most obvious. On the other hand, it would be a little surprising to find that a deified
hero had not merely survived transplantation into a region with which he had no historical connexion
and where he was previously not known, but had flourished so vigorously there that villages were still
called by his name some six centuries after his death; what is more, the worship of Pabijt in the South
of Sindh is not merely widespread but is performed in ways different from those of Rajasthan (the par
and its accompanying epic being unknown). On the whole, it seems fair to take the evidence from Sindh
as indirect corroboration of at least one of the deeds attributed to Pabiiji by Nainasi.

In the end, then, we can say that the likelihood is that Pabijt did exist, probably in the early four-
teenth century A.D., and that some parts of Nainasi’s account of him, especially the journey through
southern Sindh, may well approximate to the truth. We may add that what we are told of him corre-
sponds closely with what we should expect of a small Rajput chief in early mediaeval times: he was a
brigand who lived by his wits and his weapons. What, exactly, led to his deification we shall never know.
These conclusions may appear to the conventional historian to be hardly worth the labour we have been
put to in reaching them, but it is important to remember that traditional orally transmitted history and
conventional history are informed by two very different conceptions of what history is. It is tempting
to wish that more sources were available on Pabiji and his contemporaries, but even if they were it is
not likely that they would prove to be of any great assistance: like the sources we have used, they would
consist of an indistinguishable mixture of facts and fictions. Traditional history is not concerned with
facts as such; it is concerned not with the right story but with the best story.

Envoi: the expedition to Lanka

It has been evident from the material considered in the course of this chapter that a favourite way of
arriving at ‘the best story’ is what I have termed ‘the inflation of history’. The Pabijt epic tradition
contains one particularly striking instance of this phenomenon in the story of the hero’s expedition to
Lanka: what is remarkable is that the inflation is, in this instance, conscious.

In 1976, I asked various epic-singers to explain the problem posed by Ravana’s réle in the epic:
Laksmana had killed him in the first age of the world, and Jindrav KhicT of Jayal was his reincarnation
in the fourth age (the present one); so how was it possible that Pabiiji robbed and killed him, also in
the fourth age, in his original stronghold of Lanka? Details aside, they were unanimous in their reply:
the expedition to Lanka had never taken place in historical fact, and its incorporation into the epic,
and on to the painted par, was a metaphor, a piece of narrative exaggeration. Pabiiji had gone not to
Lanka but to a village called Lankesariyo (in one version, Lankiyo), which was located across water in
Sindh or Kacch (in other versions, South Rajasthan or South India). Here he had rounded up she-camels
belonging to a Mohr Muslim named Savaro (or Mugal, or Mugalo; in one version the camels are said to
have been the property of Pabiijt himself and the Muslim only their keeper); an altercation arose, but no
blows were struck, and indeed the matter was settled so amicably that Pabiji and the Muslim became
dharam-bhats, ritually guaranteed friends. In various versions it is said that Pabiji gave the Muslim
a Caran called Mago in recompense for the camels, and that the Mohrs are unique among Muslims in
maintaining Carans to this day. One singer asserted that the recompense was a promise made by Pabiijt
to come to the aid of the Muslim (and, by implication, of all Mohrs) should he require help, and added
that, even today, Mohr Muslims invoke Pabiji if they so much as run a thorn into their foot.

58 (1) Pabiibhar, 24° 45, 70° 20’; (2) Pabiihar, 24° 40’, 69° 40; (3) Pabiihar, 24° 40’, 69° 20’; (4) Pabu Vero, 25° 05, 72°
00’; (5) Pabuhar, 24° 30°, 70° 15”; (6) Pabahar, 24° 30", 69° 30”; (7) Pabuhari, mentioned by Dr Baloch but not traced on
any map; probably near (3) above.

59 Dr Baloch refers to Pabi ji Bhit, Pabiiji’s sand-mound, near the village of Sumrar, 24° 25, 69° 30, and to Pabii ji Jar,
Pabaji’s jar-tree, in Islamkot, 24° 407, 70° 10"

60 Dr Baloch lists thirteen: (1) Mamchiro, 24° 35’, 70° 45’; (2) Koya, 24° 40’, 70° 50”; (3) Sant, 24° 45", 71° 10; (4) Khar-
sar, 24° 30, 70° 45’; (5) Veri Dhadhal, untraced; (6) Kiibhai ji Veri, 24° 25", 69° 50"; (7) Lidhar, 24° 40’, 69° 55’;
(8) Kakraliyo, 24° 30", 69° 45”; (9) ‘Shinhar’, presumably either Sinhar Nagar, 24° 35", 70° 00’, or Sinhar Virya, 24° 35’,
70° 10”; (10) Rana Talal, either 24° 35’, 69° 45" or 24° 40’, 70° 05”; (11) Sumrar, see preceding note; (12) Islamkot, see
preceding note; (13) Bhopi jo Tar, untraced but said to be near Diplo, 24° 25’, 69° 35". Dr Baloch also refers to a temple
in Kacch, at a place somewhere between Bebar, 23° 257, 69° 25", and Nirtino, 23° 25%, 69° 30’. I cannot guarantee the
accuracy of all the spellings given here.
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A closely similar story is told on p. 192 of the Tavarikhjaisalmer of 1892; it differs from the singers’
versions only in claiming that a battle took place before the two sides were reconciled.

These accounts have little in common with NainasT’s story, despite the reference to a Muslim living
in Sindh; the resemblance between the name Savaro and Nainast’s Dodo Siimaro must be coincidental,
for the former is a personal, the latter a dynastic name. More important, there is no useful resemblance
between the ‘true’ story of the Mohr Muslim and the ‘exaggerated’ story of Ravana: one ends with
friendship, the other with death. The expedition to Lanka may be a ‘metaphor’ for the visit to Lanke-
sariyo, but it cannot be reduced to smaller component metaphorical parts (we cannot, so to speak, ‘read
Savaro for Ravana throughout’).

The episode is thus a rather startling case of the knowing inflation of history. Bards who, at every
other point, tell a story they believe to be historically true interpose into that story a section which they
recognise to be historically false, and do so without in any way signalling the change of ‘mode’. There
is no reason to assume that this is an isolated instance. Oral historians beware.
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Pabuji the god

How to become a god

A laborious search through the available historical sources allows us to arrive at the unspectacular con-
clusion that ‘the likelihood is that Pabujt did exist, probably in the early fourteenth century A.D...he
was a brigand who lived by his wits and his weapons. What, exactly, led to his deification we shall
never know.”! We can, however, speculate intelligently on the subject, and a good starting-point is the
brigandish nature of the man himself. If a bandit seems a strange candidate for divine status, we should
remind ourselves that brigandage may be a highly respected way of life: Robin Hood can serve as a
western example. Where a society is avowedly polytheistic, it is always possible for veneration to turn
into outright worship; in Hindu India, the gap between the two is exceedingly narrow, and one man’s
hero may be another man’s god. So it is with Pabiji, recognised as a great hero by orthodox Rajpits,
worshipped as an incarnate deity by many pastoral people.

It is not difficult to find parallels in present-day India for the figure of the ‘noble brigand’. The
organised gangs of dacoits enjoy widespread popular sympathy, and their enemies — the police — suffer
widespread distrust.> The greatest dacoits, for example the famous Mansingh, may literally become
legends in their own lifetime, fostering the people’s ‘image of dacoity as a meritorious institution’.*> And
when a dacoit dies at the hands of the authorities, the general reaction is not to hail the triumph of law
and order but to lament the death of a hero. For example, a dacoit named OmpurT (who was based on the
village of Sakaro, 26° 45’, 71° 35”) met his death during a gun-battle with the military sometime in the
1950s; a well known song commemorates the event, placing the emphasis firmly on the heroism, strength
and nobility of the dead man and his associates. Other such songs are known to exist, although I have not
recorded any; they are sung by, among others, bhopos of Pabuji. Furthermore, we read that ‘the dacoit
who must closely duplicate the tactics of revered dacoit figures of the past is capable of being perceived
as a reincarnation of one of the famous warrior heroes mentioned in the sacred texts’.* The resemblance
to Pabij1 cannot be ignored: the noble bandit dies at the hands of his enemies, is commemorated in
heroic song, and finally achieves the status of an avatara (an incarnation). What is remarkable about
the cult of the dead bandit Pabiji, avatara of Rama’s brother Laksmana, is thus not that he should have
come to be regarded as divine, or that his divinisation should apparently have occurred not long after
his own lifetime,’ but rather that he should have continued to be worshipped for so many centuries after
his demise.

Our exceedingly limited historical knowledge of Pabuji certainly carries us no great distance in
understanding why he should be worshipped as a deity at the present day. The mere narrative of his
life, death and revenge is uninformative: on the analogy of the story of Devnarayan, the avenger of the
Bagaravats, one might have expected the deified figure to be not Pabiji but his nephew Riipnath. A brief
examination of some of Rajasthan’s other folk-deities may help explain what Pabiiji’s followers see in
him.

There are more ways than one in which a person may achieve deification in the Rajasthani ‘Little
Tradition’. One may, for instance, die of snakebite under noble circumstances: the folk-gods Tejoji and
Bhabiito Siddh did so, and comparable snake-gods continue to come into existence in this manner even
at the present day. Pabij1 has no connexion with snakes or snake-gods (except indirectly, via Gogo);
but he holds a great deal in common with another category of minor deities, the bhomiyos or junjars.
These are local heroes who are venerated after their death, the classic case being the hero who dies in

I See p. 55 above.

2 See Winther 1972, pp. 48-52, also pp. 128-9.
3 Ibid., p. 52.

4 Tbid., p. 129.

5 By the early sixteenth century the cult was sufficiently well established for Rav Gago of Jodhpur to give the village of
Kola in land-grant to the bhopos of Pabiji: Bhat1 1969, pp. 12, 28-9.
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the act of rescuing stolen cows. In the epic of Pabiji, one particular bhomiyo (presumably representing
the entire class) is invited to the weddings of Gogo and Pabiiji together with various other deities, and
his story is sung. He had wished to ride out alone in pursuit of raiders who had stolen his family’s
cattle, but his mother had attempted to prevent him; so, in order to demonstrate that the strength of his
determination was such that he could not die without first recapturing the beasts, he beheaded himself,
and rode out headless to join battle. Though terribly wounded in the fighting, he was able to die only
when he had successfully brought the cattle home.® The resemblance between Pabiji and the bhomiyos
is very evident, for Pabijt too is said to have died through fulfilling his vow to rescue stolen cattle.

This resemblance is carried over into iconography. The bhomiyos are commemorated by standing
stones depicting the hero mounted on a horse and bearing a spear, with the sun and moon at the top as
witnesses to his glory. Similar stones are erected depicting Pabiiji, and the form of the representation
is identical save for the inclusion of a number of attendant figures.” Interpretations of the significance
of the horse in the standing stones may vary® (as may the meaning of the term bhomiyo),” but with the
representation of PabijT an interesting ambiguity arises. Every bhomiyo must have a horse, but Pabij,
as a Hindu god, requires an iconographic vahana or ‘vehicle’: as Ganes$a rides on a rat, as the Goddess
rides on a tiger, so Pabiji rides on his mare Kesar Kalami. The animal depicted is clearly allied to the
horse of the bhomiyos, but it is also unique, the vahana of the deity.

The mythology of Pabiijt

Brigands may become avataras, and Pabiiji was a brigand; cow-rescuers are deified, and Pabiji died res-
cuing cows. We can see here the probable reasons for his original divinisation; but some crucial differ-
ences separate him from present-day bhomiyos and dacoit-heroes. First, his worship is very widespread;
second, he is considered to be very much more powerful than, say, a bhomiyo;' third and most impor-
tant, he has become the centre of a coherent cult which is served by its own priests (the bhopos who sing
the epic), and which has provided itself with a fully developed mythological account of his position and
role in the universe.

The cult of Pabiiji is a folk-cult, and there is naturally no central figure able to speak authoritatively
about the ‘correct’ version of this myth;!! it is thus inevitable that there should be some variation from
bhopo to bhopo concerning its details. For example, it is said early in the epic that Dhébo is an avatara
of Hanuman, and that the other three companions are avataras of various forms of the Goddess.'?> Some
singers maintain that this is literally true, whilst others say that it is merely a way of explaining that
these heroes had received the blessing of the deities in question (that ‘Hanuman had placed his hand on
Dhébo’s head’, etc.). Again, the mare Kesar Kalamf is frequently referred to as sagati ‘(incarnation of)
the Goddess’: most bhopos claim that this is not in fact the case, and that the meaning is simply that
Pabiiji’s mount was ‘powerful’; but some take the word literally. A third example may be drawn from
bhopos’ accounts of the Rama-story, which, as we shall see, forms the mythological starting-point for

6 Nevo in the epic of Devnarayan also continues to fight though headless: he is depicted on the Devnarayan par with a
lotus growing from his neck and a pair of eyes on his chest. It is said in the song of the bhomiyo that he too developed
these characteristics on beheading himself, though Parbii Bhopo claimed that the passage in question should not be taken
literally.

S|

Silver and gold amulets are also made, and these closely resemble the stones in their iconography: the one in my possession
lacks sun and moon, but is otherwise exactly the same. There are other known cases where amulets and standing stones
share their iconography.

oo

Koppers (1942, pp. 131-2, 154-5), followed by Kramrisch (1968, p. 52), believes that funerary stones depicting equestrian
figures are almost always of Bhil origin, and that other groups — in particular, Rajptits — very seldom erect such stones.
This is not, in fact, the case, for stones bearing equestrian figures are common in Rajasthan far to the North of the Bhil
area; and Joseph C. Miller has drawn my attention, as a specific case, to the fact that several of the funerary stones
commemorating the Bhati rulers of Jaisalmer depict men on horseback.

See Marriott 1960, pp. 211-12, for a discussion of the differing types of bhiamiya (Hindi for bhomiyo) found in various
regions of North India.

10 1 was able, by a sequence of admittedly leading questions, to elicit from one bhopo a direct statement that Pabaji was ‘like

a bhomiyo’; but once he realised what he had said, he insisted that Pabiiji was far more powerful than any bhomiyo.

In an interview the par-painter Srilal JosT claimed, in effect, to represent such an authority, since he said that he was a
guru to the bhopos, and that bhopos came to him for instruction. But it soon became clear that his account of the story of
Pabiji differed in many important ways from that of most bhopos, and that he was not in fact very well informed on the
subject.

There is no unanimity even on this fundamental statement.
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the story of Pabiji. Ravana’s soul® is said to have dwelt outside his body,'* in the nose of one of the
horses of the Sun-chariot, and it was necessary to shoot an arrow at this spot in order to kill him; it is
asserted by some singers, but specifically denied by others, that a vat of (boiling) oil was prepared for
the stricken soul to fall into. There are many similar variations; in addition, some bhopos are not at all
well informed about the background mythology, and could contribute little on the subject.

I am not in a position to give a digest of all the varying accounts given by different bhopos, for
my information is limited and uneven. In conducting interviews in the field, it happened inevitably
that bhopos who were informed and informative were pressed further than others who were ignorant
or reticent. What follows is in fact one man’s account, which was the fullest and most comprehensive
obtained — that of Parb@ Bhopo, whose version of the epic of Pabiiji appears in this book. I have not
recorded here detailed deviations from this account: most of the known differences, which are typified
by the examples quoted above, are entirely trivial.

Putting aside ‘doubtful’ incarnations such as Pabuji’s mare and his companions,' it is generally
agreed that four figures in the epic story are avataras. Pabiji himself is said to be an avatara of Laks-
mana, younger brother of Rama; Jindrav KhicT is said to be an avatara of Ravana; Pabaji’s bride Phul-
vanti is said to be an avatara of Ravana’s sister Surapankha;'¢ and Deval the Caran lady is said to be an
avatara of the Goddess. The reason for the reincarnation of these figures is that the Rama-story leaves
them with unfinished business, so to speak, so that it is necessary for them to assume flesh and come
down to earth once more to put their affairs in order. (It must be remembered that these affairs are a
part of the endless struggle between gods and demons, and thus have a cosmic significance.) Parbii’s
account goes further, and assigns a similar explanation to the Rama-story itself, so that we have to start
at two removes from our main focus of attention.

Parbii’s stories of the older myths are by no means in full accord with the versions known to us
from literary (chiefly Sanskrit) sources. It would be cumbersome, and not particularly enlightening, to
discuss every point of divergence; so it is the form of the stories which is relevant to the cult — that is,
Parbii’s — which is here presented free from Indological comment.!’

Story 1: Jaya and Vijaya are cursed. The great god Visnu employed two brothers named Jaya and
Vijaya as gatekeepers to his heaven (Vaikuntha). Once Brahma’s four young sons came to see Visnu
and, knowing nothing of gatekeepers, tried to pass straight in. On being stopped by Jaya and Vijaya
they became angry, and threatened to curse them. The two brothers insisted on protocol, however, and
Brahma’s sons carried out their threat: they cursed Jaya and Vijaya to be reborn as Raksasas (demons).
The gatekeepers went to Visnu to ask for his help, but he told them that there was nothing he could do:
the curse must stand. If they wished to escape from their existence as Raksasas, their only recourse would
be to commit such dreadful atrocities that he himself (Visnu) would be compelled to take incarnation
and destroy them. Jaya was reborn in the Age of Truth (satyayuga)'® as the Raksasa Ravana, ruler of
Lanka, and Vijaya as his brother Kumbhakarna.

Story 2: Rama fights Ravana. Ravana had attained such power and was performing such terrible
deeds that Visnu had to incarnate himself as Rama in order to annihilate him. Banished from his home

13 T am referring here to the Ramdyana story, not to the ‘non-historical’ encounter between Ravana and Pabiiji (see p. 55
above).

14" This motif is common to many versions of the Rama-story: see Bulcke 1962, pp. 585-87. The particular location men-

tioned here is not, however, among those listed by Bulcke.

Putting aside also Gogo, incarnate son of the snake-god Vasuki: the fact that he is an incarnation plays no part in the
mythology. It is worth noting that, avatara or not, Dh&bo does behave very much as though he were an incarnation of
Hanuman, the violent and impetuous servant of his master, son of the Wind-god and thus half-brother to the equally
violent and impetuous Bhima of the Mahabharata.

16 This form of name, which appears to mean ‘having divine wings’, is in fact a folk-etymology for her Sanskrit name

Siirpanakha ‘having nails like winnowing-fans’.

In point of fact, although the following account may appear exceedingly odd to a Sanskritist, several of the elements in it
are to be found in other sources also. For the reference to Jaya and Vijaya, for example, cf. Bulcke 1962, pp. 330 (n. 1) and
633-5; for the killing of Ravana by Laksmana not Rama cf. ibid., p. 579; see also p. 58 and n. 14 above. The particular
combination of elements found here is, however, certainly unique; so is the reference to Sita as an incarnation of the
Goddess (i.e. Siva’s consort, not Visnu’s; but for Parbt all goddesses are subsumed in the Goddess); and so, of course,
are the details of Story 2 which are necessary to justify Story 3.

18 parbii knows the name of the four ages of ‘classical’ Hindu mythology, but does not distinguish with any consistency

between the first three. In effect, then, he recognises only two ages: the previous one, which was good and which he most
often calls satjug (Sanskrit satyayuga), the Age of Truth, and the present one, which is bad and is called kaljug (Sanskrit
kaliyuga), the Age of Degeneracy.
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through a stepmother’s jealousy, Rama wandered in the forest together with his wife Sita (incarnation
of the Goddess) and his loyal half-brother Laksmana (incarnation of Sesa the snake who forms Visnu’s
couch). Thus it occurred that they were observed by Surapankha, sister of Ravana, who became infatu-
ated with the beauty of the two young men. She asked Rama to marry her, but he refused, saying that
he was married already, and told her to speak to Laksmana. She put the same request to him, but he
too refused, saying that he was an ascetic who could have nothing to do with women,'® and told her to
speak to Rama. In the ensuing quarrel, Laksmana disfigured Surapankha by cutting off her nose and
ears (the traditional way of inflicting disgrace); then, however, he told her that he would marry her in
another birth — but would even then not live with her after the wedding. As a result of the mutilation
of his sister, Ravana abducted Sita, and Rama joined battle to regain her. As he fought with Ravana he
began to grow weary, for whenever he cut off one of the Raksasa’s ten heads another grew in its place
thanks to a boon from Siva. He therefore asked the advice of V1bh1ksana (Sanskrit Vibhisana), another
brother of Ravana who had defected from the Raksasa camp, and learned that Ravana’s soul was located
in the nose of one of the horses of the Sun-chariot, and that in addition Ravana’s navel contained a ‘pool
of the nectar of immortality’ (amrit-kund). Rama, a married man, knew himself to be incapable of the
necessary feat of archery, but Laksmana the celibate ascetic (baljattr) volunteered to undertake it. Rama
was doubtful, but Laksmana managed to persuade him that his asceticism and spiritual strength were
sufficient for the task,?’ and received permission to shoot. With one arrow he brought down Ravana’s
soul, and with another he destroyed the ‘pool of the nectar of immortality’ in his navel.?! Thus Ravana
was killed; but, before dying, he complained to Laksmana, ‘My quarrel with Rama is ended, but I now
have one with you, for you mutilated my sister Surapankha and shot me without any provocation. I shall
pray to God? for a future reincarnation in which I can settle my score with you in battle.” And so it
happened that later, in the Age of Degeneracy (kaliyuga), Laksmana was reborn as Pabiji, Ravana as
Jindrav Khict, and Surapankha as the Sodhi princess Phulvanti.

Story 3: Pabiiji marries Phulvanti and fights Jindrav Khict. This is the epic story sung by the
bhopos. Pabiiji fulfilled his two tasks: he wedded the Sodhi princess, and he allowed (indeed compelled)
KhicT to strike him in battle. Both events require a little comment. The wedding was not invalidated by
the fact that it was interrupted by Deval (incarnation of the Goddess) when only three out of the statutory
seven circumambulations had taken place; Parbii’s explanation is that the first three circuamambulations
‘belong’ to the man (i.e. he leads his bride), the last four to the woman (she leads him), and that if Pabiijt
had completed the last four he would have been not merely married to Phulvanti but also committed to
living with her, against his vow. As for the blow which KhicT struck him: it did not literally kill him,
for at the instant of being struck (and thus completing his remaining task) he was taken to heaven in a
palanquin.

Double accountability

The existence of this mythological background to the epic of Pabiji is crucial, for it introduces a wholly
unsuspected dynamism into the epic itself. Unsuspected because almost no hint is given of the existence
of a background mythology during the course of epic performance: Pabiji is fairly frequently referred
to as ‘Laksmana the ascetic deity of the sand-desert’, but that is all. It is perfectly possible to listen to the
epic story as one would listen to any other story, unaware that every event in it has a deeper significance

19" Throughout this story, throughout the epic of Pabiiji, and indeed throughout Hindu thought as a whole, runs the notion
that celibacy confers strength, whilst the expenditure of semen weakens a man. For the classic statement see Carstairs
1957, pp. 83-8 and passim.

20 He did so as follows: shaking the matted locks which he was obliged, as an ascetic, to wear, he released a great number

of fruits, and said to Rama, ‘Every day during our fourteen years of exile in the forest you have given me fruit, but never
have you said to me, “Eat.” Without your command I could not eat the food, so I placed each fruit in my matted hair.’
This was adequate proof of his powers of ascetic self-denial: since fruit would be the only source of fruit in the forest,
Laksmana had evidently eaten nothing for fourteen years.

21 At this point I have omitted some details for brevity’s sake: Laksmana falls into the sin of pride at his achievement, but

his pride is effaced when he learns that Rama had extended his hand into the sky to protect the nose of the horse and
thus prevent universal darkness (effacing pride is a common motif — for example, we are told that Ravana received the
donkey’s head which can be seen on his depiction on the par as a punishment for his pride); then, before expiring, Ravana
instructs Laksmana in political science.

22 Above the little gods of the present age (Pabiiji, Ramdeyv etc.), above the greater gods of the previous age (Rama, Krsna

etc.), and above the great gods themselves (Visnu, Siva and the Goddess), exists a being — God — to whom Parbii refers
indiscriminately as bhagavan, isvar and qudrat, the connotations of which terms are, respectively, Vaisnava, Saiva and
Islamic.
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than is apparent. Only when one has been told the mythology behind the story does one come to realise
that each event is motivated by two distinct forces: there is the human motive, generally (but not in fact
always) obvious or explicit in the narrative, and dictated by the events of the past; and there is the cosmic
motive, never made explicit, dictated by the requirements of the future. A ‘drama’ of cosmic importance
is being played out on earth, and human actions are now doubly accountable: they must simultaneously
further both human aspiration and the cosmic plan.

A few examples will clarify this concept of double accountability. When Pabiiji goes to bathe in
Pushkar Lake after his encounter with Mirza Khan, it is, at the human level, to purify himself after
the bloodshed which took place during that encounter (although this reason is not stated outright in the
epic). At the cosmic level, on the other hand, the visit is necessary to ensure that he meets, and becomes
indebted to, Gogo Cauhan. When Deval asks him to leave various of his most powerful henchmen
behind in Kold whilst he goes to get married, her human motive is explicitly stated: she is afraid of
being raided by Jindrav Khici. From the cosmic point of view the position is exactly reversed, for her
chief desire is that Khict should raid her and thus precipitate the necessary war between him and Pabiijr;
she therefore deliberately requests the latter to leave behind men whom she knows he is compelled to
keep with him. When Pabijt sets out from Kol to rescue her cattle he tries to avoid taking Dhébo,
offering his followers the polite excuse that Dh&bo (who has recently annihilated the forces of Lanka
single-handed) is too fat. His true reason is his fear that the impetuous Dhébo will kill Jindrav KhicT; it is
essential that KhicT be kept alive (from the human standpoint) because his death would widow Pabujt’s
sister, and (from the cosmic standpoint) because he must survive to strike Pabiiji in the forthcoming war.
When Deval discovers that Dhébo has been left behind she sends him out after the others, her human
motive being that she knows him to be the strongest of Pabiiji’s fighting-men and so best fitted to rescue
her cows. The cosmic motivation for her action is her foreknowledge that Dhébo will die as a result of
the expedition, thus leaving Pabiji vulnerable to KhicT’s blow in the final battle. When that final battle
eventually comes, Pabiiji the human being enters it determined to win. For the sake of the cosmic order,
however, he is equally determined to lose.

The course of events in the story of Pabijt is thus dictated simultaneously by two very different
forces, conventional human motives on the one hand and cosmic necessities on the other. As remarked
above, the first of these is determined by the past, the second by the future: Deval delays Pabujt at the
well of Giijavo because her favourite bull-calf has been mislaid, and because her cattle have become
thirsty; but Deval also delays PabjT at the well of Gujavo because she wishes to ensure that KhicT and
the Bhatis will have time to assemble and mount a surprise attack, so that Pabiji will face Khici in
battle. The tension between the two forces — between human and cosmic motivation, between past- and
future-determined causation — is the tension between free will and determinism, and it can be argued
that the Pabuji myth expounds and seeks to reconcile these two irreconcilables.?* Parbii, who is certainly
consciously aware of the dual motivation of the story, expressed the point neatly in a self-contradictory
reply to a question: ‘If Pabji had wished, he could have killed Khict; but he could not have killed Khict
because of his vow not to do so’. In this matter — as in every matter — Pabiiji was thus, literally, in an
impossible position: he was free to act as he chose, yet he was also bound by Fate (here, as often in Indian
epic, made explicit through a vow). His actions, and indeed the actions of the other major characters
in the story, are at once voluntary and preordained. Parbii often explained the necessity of a particular
event by listing all the consequences had that event not occurred, culminating always in the failure of
the cosmic plan to come to fruition. The events form a chain; they are inevitable because preordained
by Fate, but it is given to human beings to carry them out for their own human reasons.

The split hero and the Goddess

Human beings are, however, apt to err. Much of the excitement of the story is provided by Dhé&bo, not
merely because of his gargantuan achievements, but also because, in his impetuous zeal, he often nearly
commits some terrible mistake. One of the most dramatic moments in the story is the point at which
Dhébo, having wiped out the whole of KhicT’s army, prepares to kill the man himself: if he had done so,
the cosmic plan would have been ruined, with God alone knows what repercussions. On that occasion
it was Pabiijt who produced the proper turn of events by restraining his companion; but most commonly
the task of ensuring that Fate is not thwarted belongs to Deval, and most commonly it is Pabuji himself
upon whom she has to work.

23 < _.the purpose of myth is to provide a logical model capable of overcoming a contradiction (an impossible achievement

if, as it happens, the contradiction is real)” — Lévi-Strauss 1972, p. 229.
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The reason for this is that the figure of Pabiiji, as he is presented in the epic, is highly ambiguous. As
well as the brigandish, pugnacious, active qualities which befit a martial hero, he has the characteristics
of a nikalank dev (an ‘immaculate god’), and so is calm, quiescent and passive. He fights many battles
— and takes no-one’s life (except for Ravana’s in the confessedly ‘untrue’ story of the raid on Lanka).>*
He weds a princess — and does not consummate the marriage. He rides into war against his deadly
enemy — and hands him a sword with which to kill him. His character is a mass of contradictions, his
story a succession of existential dilemmas.

The dilemmas that confront Pabiijt are typical of those facing the heroes of many Indian epics, both
Sanskrit and vernacular.”> The two opposing forces which bring them into being are well recognised
in Sanskrit epic literature, where they are known as daiva ‘that which comes from the gods’, i.e. Fate,
and paurusa ‘that which comes from a man’, i.e. human will. There is an interesting discussion in the
Ramayana (2.19-20), where Rama, who has just learned that he is to be banished instead of made prince
regent, speaks in favour of accepting daiva, and his younger brother Laksmana counters with arguments
in favour of exerting paurusa. It is remarkable that in many Indian epics there are among the heroes two
strongly contrasted brothers, an older one who acquiesces calmly in Fate and a younger one who acts
extremely wilfully: as well as Rama and Laksmana, Sanskrit epic provides the figures of Yudhisthira
and Bhima in the Mahdabharata, and there are many parallel examples among present-day oral epics:
Ponnar and Cankar in the Tamil epic of Annanmar,?® Savai Bhoj and Nevo in the epic of Devnarayan,
and several others besides. The contrasting brothers do in fact appear in Pabiij1’s epic, in the shape of his
companions, the brothers Cado and Dhébo. Cado, who is in effect little more than Pabaji’s messenger,
is quiet and submissive, whilst Dhébo is the typical immense and impetuous younger brother of Indian
epic, uprooting a tree, drinking dry a well full of opium-water and eating the food prepared for an entire
wedding-procession, annihilating whole armies single-handed. But Pabijt himself, the central hero of
the epic, is torn between the two contrasting ideologies, seeming sometimes to favour daiva, sometimes
paurusa. He is a split hero, a vacillating hero, a hero in a permanent existential crisis.

As a consequence, Pabiiji in fact does very little in person, and often has to be goaded into action
by Fate in the shape of the Goddess, Deval. More than once he actually tries to avoid the inevitable:
fearful of losing his celibacy by being compelled to live with Phulvanti, he attempts to delay the wedding
by insisting on saffron being obtained to dye the garments of members of the wedding-procession; and
he could not be said to show any great eagerness to leave Kolil in pursuit of the stolen cattle. On both
occasions it is Deval who puts an end to his prevarications. Once Pabij1 has returned from Lanka,
indeed, it is Deval who controls the events of the story as a whole, just as it was Deval who engineered
the hostility between Pabiiji and Khici by allowing the former to take possession of Kesar Kalami, the
mare on whom KhicT had set his heart.

In short, it is Deval who makes the story happen. Without her constant intervention, the cosmic
plan would founder: she acts on Fate’s behalf to guarantee that that which is preordained actually oc-
curs. Parbi explained that Deval has to ‘help’ Pabiji throughout the story: she even ‘helps’ him in the
final battle by assuming her full form — presumably one of the Goddess’s terrible forms — and then
withdrawing from him, thus securing his death and Khic’s victory. Parbii was also very specific about
the relative strength of Deval and Pabiji: as the constant need for her ‘help’ suggests, she is much the
more powerful of the two. It may seem curious that the central god is weaker than one of the other deified
characters figuring in his story, but Parbt can quote numerous precedents, all involving incarnations of
the Goddess. In the story of the Mahdabharata (as interpreted by Parbii), it was Draupadi, incarnation
of the Goddess, who secured the right outcome, the battle between the Kauravas and the Pandavas; yet
the central god there is Krsna, not Draupadi.?’ In the Rama-story, Rama himself is the central god, but
it was Sita who, by arranging her own abduction, made sure that the necessary war took place: Rama
would not of himself have been capable of bringing about the desired course of events. Jeld-Jaimatt
in the story of the Bagaravats (the first part of the epic of Devnarayan) is another case of the Goddess
taking incarnation to ensure that things happen as they should, in this instance by provoking the war in
which the Bagaravats were annihilated. Parbi’s explanation of these happenings is that whenever evil
comes to oppress the earth, the Goddess takes human form to destroy it by precipitating armed conflict:

24 See p. 55 above.
25 For a more detailed discussion of the arguments presented here see Smith 1989b.
26 Beck 1982, p. 185.

27 Draupadi is in fact worshipped in some parts of South India (see Hiltebeitel 1988), but not, so far as I am aware, anywhere
in the North.
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thus the evil Khici is killed by Riipnath at Deval’s instigation, and as a result of the war in which Pabiiji
died — itself also of Deval’s causing.

This is all very well; but it is difficult to accept that so much human blood is shed entirely for the
benefit of mankind. The Goddess is notoriously bloodthirsty, and the hymn sung to her by way of an
invitation to the weddings of Gogo and Pabiijt gives some idea of her character, and of the awe with
which her more terrible characteristics are viewed — despite the fact that, nominally, it is nothing more
alarming than a swinging-song. Here is the final section, as recorded from Parbt (repetitions and all):

Mother, your swing is fastened to a hollow khejari tree.
Jagadamba, your swing is fastened;

swinging it, I have become worn out.

Jagadamba, you gave birth to the 52 Bhairus,?®

and you remained an intact virgin.

To the beat of a drum

you ride upon your tiger. [Change of tune]

Mother, your swing is fastened to a hollow khejart tree.
Jagadamba, your swing is fastened;

swinging it, I have become worn out;

old lady, swinging it I have become worn out.

You gave birth to the 52 Bhairds;

Jogmaya, you gave birth to the 64 Joganis.?

Your tridents (fall) like a rainstorm:;

Jagadamba, you have a necklace of severed heads round your throat;
your discus flies through the air;

you ride upon a tiger.

Jagadamba, you are the family-goddess of the Rathors:
on the fortress (of the Jodhpur Rathors) is a temple to you.
Jagadamba, you came to be worshipped in Punagar;*°
Jogmaya, you have an abode in Pavagadh.?

You duped Paba Dhadal®

when you were called Deval;

old lady, you were called Deval.

You duped Rama and Ravana,

Jagadamba, when you called Sita.

In the kaliyuga you are known as Kalr;

in the kaliyuga you are known as Kali:

you have a great abode in Calcutta.

You drink blood;

you eat men.

Jagadamba, you duped the 24 Bagaravats

when your name was Jelu-Jaimati.

Your discuses fly through the air.

You have duped the great and the great.

You duped the Kauravas and the Pandavas,

old lady, when your name was Draupadi.

You duped Paba Dhadal,

Jagadamba, when you were called Deval.

You have a great abode in Mudaro.*

Jogmaya, you were pleased with (the Rebar1) Phagali:

Fearful male semidivine beings.

Fearful female semidivine beings. I have translated the formula as if Parbti had sung causatha jogant, which is the normal
formula; in fact he sings cauvata jogant ‘village Joganis’: cf. n. 248, p. 291.

A hill-temple near Parbii’s home in Marwar Junction Village.

A famous hill-fortress in Gujarat.

Parbii explained that the sense of the verb ‘dupe’ (chal-) in this song is ‘destroy, annihilate’.
33 A village situated at 25° 107, 73° 20’
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he grazed his goats unprotected,
Jagadamba, and you looked after his wealth.*
In your hand you have a sword and a vessel for drinking blood.

The ambivalence of attitude toward the Goddess evident in this hymn (and her ambivalent attitude
towards us) typifies the way in which she is regarded, in her various manifestations, throughout Rajasthan
— and, no doubt, far beyond. Deval herself shares in this ambivalence: she is acting for the good of
the world, and attempting to resolve a cosmic problem, but she is also the cause of much bloodshed and
death. It is significant that she is a Caran, for it still frequently happens that Caran women come to be
regarded as forms of the Goddess, often even during their lifetime, and are viewed with a mixture of
reverence and fear.® Deval is powerful, active and female: she stands very much on the Sakta side of
Hinduism,*® and she controls Pabji, who is a split hero, passive and male, and who is aligned to the
Vaisnava faction through the system of incarnations underlying his story. Pabiijiis a god: his worshippers
credit him with the ability to cure illness and bring good fortune. But he is only a little god — greater
than a bhomiyo, no doubt, but not as great as Rama or Krsna, and incomparably less powerful than the
Goddess.

There can be little doubt that the provision of a mythological background to the story of Pabiijt
— with all its consequences for the meaning of that story — was originally motivated by the desire
to secure a higher status for the god by linking him to the gods of the ‘Great Tradition’. I am not, of
course, suggesting that once upon a time a particularly cunning and devious bhopo consciously invented
the account of the incarnation-system and succeeded in propagating it among his colleagues: no doubt
the idea evolved slowly and unconsciously. But evolution is generally purposeful, whether conscious or
not. The priests of PabiijT have used their epic as a medium for the theophany of their god. In this they
are excellent company, for the devotees of the gods Rama and Krsna also employed epic for the same
purpose.’’ Their gods achieved the desired orthodox acceptability and became great gods in the ‘Great
Tradition’; it remains to be seen whether Pabiiji will meet with similar success.*8

34 Te. his goats. Nothing further is known about this story.

35 See Westphal-Hellbusch 1973.

36 [.e. elements of Sakti-worship: Sakti is the Goddess viewed as the energy which alone can animate her spouse Siva.

37 See further Smith 1980, Smith 1989b.

38 There are some signs that the local Rajasthani god Ramdev is beginning to achieve increased status and more widespread

acceptability: for references to his being worshipped by brahmins, and to temples to him as far afield as Delhi, Madras,
Ahmedabad and Bombay, see Binford 1976, pp. 123, 128. In addition, some passages from his parcos (narrative songs
equivalent to the parvaros and sayls of Pabiiji) are beginning to appear in print: see for instance Laksmidatt Barhath, Sr7
Ramdev lilamrt katha, Jodhpur, n.d.
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Introduction to the transcription

The performance of the epic of Pabiji which is transcribed in the following pages was recorded by
me in Jodhpur, in the Autumn of 1976. The performers were Parbt (Prabhuram) Bhopo of Marwar
Junction Village and his wife Rukma Devi. The chief object of my being in Rajasthan at that time was
to make a number of recordings of the epic, choosing the most competent performers I could find, and
I therefore let it be known that I would audition any bhopo who presented himself. According to Parba,
he happened to be walking through the Jodhpur suburb of Paota one morning in 1976 when he heard
a ravanhattho being played, and on further investigation found a (then) young Englishman talking to
and tape-recording a number of Pabuji bhopos. Though at that time unaccompanied by his wife, he
volunteered to show what he could do, and it very rapidly became evident that he was by far the most
competent and articulate performer I had yet come across. Thus began an association which continued
until Parba’s death in 2006.

The purpose of the recording was textual and musical study, not the capturing of an authentic ‘live’
performance, and so we worked in the nearest I could attain to studio conditions. Unlike most bhopos,
Parbii is fluent in Hindi, and I asked him to add at the end of every section of declamatory spoken arthav
an ‘explanation’ (saralarth) of its contents in that language. This he proved able to do with skill and
ease, and it was this more than anything else which first unlocked the linguistic door and allowed me
direct access to the epic.

Apart from the rather artificial circumstances in which it was recorded, and the interleaved Hindi
‘explanation’, Parbii’s recording was unusual in two respects. First, in deference to my wishes, it was a
complete recording: every episode known to Parbii was included, and every kari (couplet) was performed
both in gav (song) and in declamatory arthav. The overall result was a recording of about 36 hours’
duration — a far cry from the single night-wake of a normal performance. Second, Parbii continued to
follow each section of gav with an arthav (and a Hindi saraldrth) all the way to the end of the recording.
In normal performance bhopos stop performing in arthav at or near the beginning of the final episode,
that of the widows’ pyre; but Parbii assured me that he would experience no difficulty in continuing
beyond that point, and I was keen not to sacrifice any possible aid to correct hearing and understanding.

For various reasons it was not until ten years later that I began the task of making a full transcription
of this remarkable recording. When I did so, it was first necessary to decide exactly what to transcribe.
A transcription of the entire 36-hour event would have been unpublishable and unreadable (not to say
unachievable); a transcription of the ‘underlying text’ of the karis, as revealed by comparison of gav
and arthav,! would have replaced reality by scholarly abstraction. There could be no serious doubt
that the form in which the material should be presented was the arthav alone — the spoken, loosely
metrical version which the bhopo declaims between songs while he points to the relevant pictures on
the par behind him. This is what I have done, merely indicating where every section of gav occurs.
Unless stated otherwise in a footnote it may be assumed that the contents of any given passage of gav
correspond closely with those of the following arthayv.

The transcription and translation were created together, an episode (or, in the case of the longer
parvaros, a sub-episode) at a time. Administrative and other responsibilities slowed me down, and
it was a little over three years before I could complete them both. During that time I had almost no
access to any Rajasthani-speaker, let alone to a Pabiiji bhopo, and as a result a large number of problems
remained. There were words and phrases which I could not hear clearly, either because of external noise
or because of my own linguistic limitations; and there were words and phrases which I could hear but
not understand. All these difficulties were placed before Parbii in the Summer of 1989; it took altogether
about two weeks’ joint work to solve them all (and to correct the many mistakes I had made). There can
be no doubt at all that some inaccuracies must remain, despite our combined efforts; but I do not think
that they can be very numerous or very significant.

Technically, there is little to be said about the transcription. I have in general transcribed what I
heard: thus, for example, few non-initial voiced aspirates will be seen, giving an unusual — but entirely
correct — appearance to certain common words. I have, probably without complete consistency, distin-
guished between the use of anusvara and the conjunct nasal consonants: the former indicates a nasalised

I See chapter 2, “The words and music of Pabiiji’s epic’ above.
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vowel (which, if phonologically short, remains metrically short also), the latter a full consonantal nasal.
Where, as often happens in the short passages of free prose, Parbii’s language comes to be heavily in-
fluenced by the Hindi in which we always converse, I have spelled accordingly. Footnotes are used to

comment on peculiarities of pronunciation, minor slips on Parbii’s part, and so forth; errors which he
himself corrects are enclosed in square brackets.
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I This song is an d@rarf, an invocation to open the performance.
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2 For rai.
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o TR 3797 &=t T ST I st STy ||

STTSTT =AT&T Hiaq 3797 @l=t 1 SITSTH it 37 |

ST Fi= F G2 A qesas ||

(T Fiad Ueh A+ G JaTeol il aea |

T T ¥ RIS Ueh T Hel I STe! hist 7Y 57 ||
52 TT T ATl =Js =M il AT |

TS Zel 9 Teh AR @i+t O SIS #hist SIrorHi ||
SATST-3TIET 2T ST AT Gl U @ it TaT |
T ARATST gaTs U S Aastl ol ist q1rerd’ ||

qr AR | Rreazra @4t T | 9T Gl I GaATdel sef 9l 9 § 3 & G2T, To¥ T 42T aradr
ST T3] 1 82 | o o H=T A9ar | q1 Aasit S qardel | 6T, 8 qaraer am oy s g O

T & AT o gHe Jal ATeS | STUT SATael aae altedi—
(TSI Y T AT A/ | 0 a7 |

ATET ST U2 IS 3797 AR @I+t 1 il I |

T I, JIT ATLAT STST ATGTS( I 307 Fi=g1 < st Bt | ||

Susiya ro parvaro
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37 3T ATET Fiad (0T qATIST T e it O |
Ao U FATasil (0T GeATdel I |4l it Hrier ||
JeT 9T, |G 36 3T ATETSiT 37 hisf a7e |
Ao U ATGTSi AT Weh ATl hiof qier’ ||
Sl aae AT AT U FOT FHLOIT TTAT I of TBEL it AT
AT ARSI o (07 G A HE I aqesttadr ||

|TET |iad Td ATl 07 AT G4l ¥ 7T qET |

T AMST AT Afes T T Frg# T St st <3 A ||

aqr ARSI 3ET Fig v—

TSI <@ AT AT TS @Al i G |

AT TO7 AT | o A0 =T & FZII AT hiot S ||
T A A1 o 7 Afeat 0 fergmor sT<it it 39 ||

v FTIR FiE H—

T ATETSI /A ol | ST | ST aTesit T ST e THA |
ST o T, TR @Iferat < shist A’ ||

37 3T, 37 I = T=T G AT T H AT A TF O |

T & U ATarsil U hig = qTaT il qi= ||

T SATST-TIET ST ST TG A @I il T |
ANATST FATS ST FATaSIT oIl it JTT ||

LT, ot AT oA vt H 47 s =7 |

HST, FST AT H Ueh TG AT 3 U ATl hiof A1t ||
TETIST TSIt ATdl gt ATeui—

QT a7 § JATS T Teh ATef 1 il FOEm |

e qTESil T T <F it At ||

TTST, ATST AT Fiad AT G it 1 |

ST qO UF TG U IHAT it cast ||

kI **

g TAT 9T 91 T "ATST L it A |

TS T ST U SeardT 3707 GidT O ST 3 st S ||
ANTES RIS TSt BT | STHT S @1 |
SRIECIREIERICRIEREIE RIS K]

Fgafed Tgafed €1$ U Al 1 T ST T At 7 |
T [ 67| TReT ¥ SN LTI BT Ueh darsil ahist a1ahet ? ||
ST, STTAT T TTA 3797 F=T T ST ISt TS0 |

AT AT Gt o gl et qrreaT ||

2T, SET Ueh o U ATI1E @it AT SIS I st FiY |

SATST GaXT TSl AT GaT I Gl it ATt 3 ||

3 Presumably a slip of the tongue for dakalyo.
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T TF, 79 [ST] A0Te Gi= qoft a9 FHis 19 |

TS T AT U Bieit Afosar 1 Trgwor s<ht 5t 33 T ||
[38 TIT| U AT31R ©i=l qaad =t 92 =gl HI |

T RV TSTST U Gi=d1 AT shiet a1 ||

FIeT o STHEAT 07 § AT § S i 2D |

we wTe RRSTiorT oSt eoTer Frst =t ||

oY Rt &7 o 2w =of) it S |

SATST SATSIT TS 2T G=AT T HIT it FHleBeTT ||

el GaT AT AT FET AHT-aTBT Hist A1 |

T ST, STTOT |TET ATELal shist 3Atedl ||

AT, AT & STHT Uah AT 3797 Fi=t I TG Fhiof I |
=TT AITAT AT Gi=! I Gohe STa st g1 |

Teh HIXT STl U Zasil [T I | |Ts Gl 3 T 1S * 01 it wras ||
T ¢ STH! JTTE Gl ° it 7Y |

U G, 9T Tk ILaTS! U osil ITg L 3R st S ||
1T Fiad 3T el =JOI gl § ST TFAT st 71 |
ST T G4 g U 9% 79 it miear ||

GIAT ITe I AT Tebals ! HIST shist 14 |

TS iy 7 FIaT st a7 ||

T I & T 7T AT HA | ATBT shiof AT |

SterdT =T Bt o101 W2t F TSt < g ot A 5 ||
FTET T A9 HIal 7 gl § ot a1 |

STST AT EfT=T 5 A% shiet ATE ||

TOT TR AT Gl ATet AT HE ! gHT A it fAE |
T AT THT A A = A ot T & ||

FTET Figd St g7 I Fat Hist #ie |

ST TS, AT UHT ¥ U |97 < 1T it ATt ||

i< Fiad T AT ST 6 TLATE ZTAT il AA |

T Gl ST T FETSiT ¥ et st aaot ||

J2T T ST TF ATIL G st TLET |

ST =ATaSTt STl it AT ||

a1 TiEd & &1 AT A/ A s a7 |

AT T 2 SATAT T ST 3T FhioT SITTH7 ||

ST AT FTH-FISAT 2T oot 7 et R |

o1t AT T AT AT T eI HIT STt it aadT ||

i<, T2 FST AT STHA TSIST AT it T |

4 Presumably a slip of the tongue for kadyo.
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5 Parbi broke off at this point as though to start a sung section, but then in fact resumed his arthav, and continued in arthav

alone to the end of the episode.
6 For dhala.
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TEea] e T U FEIsi T q@ae S ArsTel ||
SATET-3TIET Sl Ueh ST 919 U G TI&T |
20 ST AST TS TSl {STT shiof TS ||
=T -] 9T FE GSTSI A =T A T |
ST ATt wa v O 5t O st STt ||
& T 979 9T T A/ 3 st A7 |
AT HTH Teh Fiad o FgTE B it AT ||
s ST ST I SIS § AT AT AILT il AT |
ATST AT AT o T FZI hloT AT ||
[T T | TS @At ¥ TSI U 107 H AUl aea |
T T, [20| i sy it g T gte €| SR TR AT i e | ars ot F e
T I &7 | FET ST @ Fis w1 I, Seaaa diEt a2t i a6 8 S ared
STITOIT S 7 TR HL AT A L | g T, Somaa Si=l ST o707 32 7 off o ||
220 WWW%WWW‘
FIHTBT TTET & T SATFA ¥ S FhioT T |
AT AT T U aLATST FrAT It 3 |
TS G Fel ST U QAT ¥ 5 it 770 ||
|[ATET-3102 | U 2T ATET AfEET et 7T ¥ A A |
s WIS ATET § S A § G T/ T A TR ||
TS ASAST U Fagg ! AT st A4 ||
Jet fSrvara = STeaTar ATI SITSTH shist 317 |
ST |ATaSTt STl shist AT ||
xo o &, % N g I Fiad I 79 I it arq |
FAT T I AT TF AR S it AT |
AT, AT o AIAT T AR @i+t 7T it a7 |
TH & ST § 37T 2 T ahit ATl ||
ST T ST ST ATST-31eT 7T st e |
AT Fi=t e =T 7 H = |
ot TS 6 A 4 e kg |
2T =T T 720! % BAT U B il /I |
B i g@al T i st et ||
no  [TETIIST AT | ATRIS ST ¥ BT H aTHT@ =i AT ATGISi 453 TSl T o5 7 ||
FISAT F1<T Fiad AT TBare! JisTel it 14 |
AT, AT TG 3 ST I ot STy ||
ATET- T2l AT T TSI I G it T |
T ATATST aTe ATasil [ebah? {STl shiot qTrT ||
245 %%,%%@amwwmﬁﬁﬁﬁaﬁ|
FST AT | Ueh AT S Gi=T ATl oist Area ||




250
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T O St T o707 foreard @i=t I Fgt =il st #io |

T FeaTdT U A= TH U aEHBT 7@ it A &f ||

AT FEIT AT AR Fi= 3 a7 |

T T AT I ATa1 it A1esat ||

TS ATl o o Het TR0MTET, 997 AT Sieaard Gi=t 3 9% A7 giadr | a1 Fgrrst argsit o—
TSI o T ST Al AT o5 ST | 3707 (5dma & o1 aedmey @is | i Seaaa gi=t
AT T o [T | ATT FAGHUES ATAT AT FIGHTE ST THT F o 3] T e amn R | ar
0T &1 A |, AT T 3T, TS TGSt AT o 9H77 7 [Orestt ¥ g A, . | Seawa gt ¥
a1 = e |




255

260

265

270

275

Tl I g

**Tna’**

JeT ITeH HIGHTE ¥ AT |

ST ST ATt T =TT 4 A7t it =AM ||

a1 Fiad (R AT 7T ST Gl ¥ AT il 41 |

I ¥ TS U AT it AT [ ||

ATET AT 15 add T Teh F1q THET L AT it T |
BTST of ATE U 9 U T it 7 77| |

=TT Fiad Td AT ¥ HlgHTE T XA |

TS FOAT H FATS H9T AT Hhist HIBHT |

FATET |qiaq AT &9 o | TSN 7= ST L il HIT |
AT FTATAT U Fa T FoRTLT shist qieor ||

(52 T e A ] 2 o g e g v s |
AT el ST Ua 9 < (AR st qieo ||

**Tn'a'**

EARIRIERIERIE RIS EEIE eI

T 2T STTE 3ae ¥ FoRTeer shrst qieor ||

AT, T AA T TSATST HISTA 2hlof 107 |

T § FA AT T ATt Tt st o1 17 ||

fae 3 38 T gt § el 97ard |

& & SRt ST dae 3 qer st | ||
ATET-3TYET el Ia AT I Teh @I ist TG |

ANATST FATS ST TSI T it AT ||

o, T T ATE SR TG A A T AT st a1 |

& T 9T ITA 1T | O hlof a1 |

AT HTH 2 AT AT < L T2 st Tiao ||

TS a9 Uk HIH-FHISEAT 2T AT 02031 I [AeHe Hist A1 |
[eTe | aT< 2ot AT T § 2Tes Il 6ot I [AeHe Hist Aror° |
=Y Y HT AT ¥ AT AT A Tie ||

7 This episode was in fact the first I recorded from Parbi and his wife, who did not initially realise that I would want to record
the rarely performed susiya ro parvaro that precedes it. As a result, they had not yet got into the swing of performing in
studio conditions, which explains the various confusions that occur in the course of the episode.

8 For aya.

9 The reason for this (slightly garbled) repetition was that Parbii had broken off his arthav at the end of the previous line to

provide the Hindi gloss ‘yanf siiraj’ (‘i.e. the sun’) on its final word.
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285

290

300

305

310

TR T 29 AT 707 &7t ¥ AT i 7Y |
T ¥ FASTS I AT it ot {9 ||

of 7t FFe AT Ao Arg qEET ¥ 9t i |
EIMEEIMECEREUKIERIC Rl

w3k [T **

ZIST 10 T <9 T AT 7 I T AT st arq |
ST, AST ATl T AT ATqHS it (07 |

T ISt AdT U FSAT U HHL AT HTaT shist FHeoH! ||
FIA TF T AT 7 TF FIg ¥ 30 |

TIAT H TATS HET T AT it FIBHT ||

HA AT AT I he< =Sl U q& G st =1 |

T S, TR A1 R0 ST O @it it stadd ||
TS 3T T of SATAA ST I @ G it 91 |

AT AT FTA T It I 28 st A | ||

T I U SIeaTdT 8 Bl I AT qd § 7 it o |
AT TEATST ST A Gl st oot ||

sk T|'|—c|'>x<>x<11

ST JATHT @1 HEL FIAT < AT ISt I |

|TET, FTT Fiad U & 9T I 99 I it TreT ||

¢ TT 19 I 30T T he A1aT ¥ [ | st sream |

FSAT F AqeTS AT T T AL whiet FiaoT ||

= T T AT AL H T A A 2 |
HRERIERIK LA IEIE R

g TAT 9T 9T e TIT ¥ STEaT |

FSAT o AqesTd AT I G L it FiaeT ||

[7r M, =< M O 71aT UF | T AT 9IS STERT T TSaS it o |
[Fae g 3€ &I | /AT U | SATHRE] HA O FHT AT 60 Fres A ||
AT &A1 STHAT 07 el AT ¥ BT S qY |

ST AT A gl it arie Tt ||

<A TS A FIET T G2t § ot A4 |

TR TG 7 U S=aTal Ueh G ol (86 T shist qresent ||

FTaT EaT STH U Qar T HHT o AT it 4 |

#IT ¥ GHTIS T HHT AT A= hist Haf ||

aq [F| AT AARAT Tk HEL AT | TATHAT 6T |

#IT ¥ GRS FHHT AT ot FHal ||

10 presumably a slip of the tongue for kai do.

Ghori ro parvaro
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II' parbii here became confused, giving his Hindi ‘explanation’ of the scene in which the mare Kesar Kalami is produced

before this song, and then omitting its arthav equivalent altogether.
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320

325

330

335

340

qUeu I qLaTS!

w3 [T **

3q AT TET FLAT | AT I Aol S |

TToft, aToft T | 7 § U AT A At ||

T AT SATHET Teh TTE 3 AT it St a7 ||
TSI ATET AT H< GITAT AT Rl S |

Tt FEOTTTRT & |RTT AT ot Tt ||

ST, AT | XIS ST HIdT hist qraTs |

T AT T A G IS shlst HiTaT ||

TSI ATET Hidd HHT =qIST T HSATDT ATA hist A |
0T ST T ATAT HE< HIAT ¥ H16h hiet aTeT ||
ST ETAT U 0T € ST 12 3hist /1T ||

g TAT T 9T T4 =1ST T st A |

TS Fel S Teh q1e0 T HiaT it 77T ||

(a1 9iad q1ev #§ A e gRAm geae St 19 |
T T T H IR 3T I it HIAT||

**Tna’**

G I I AT TSATST HISTeA hist 11 |

AT T ST U 97207 ¥ HIGT shist 91T ||
AT, AT a9 Fiadi TL&T I o ST |
S TN HeA T ATAT it FIBHT ||

AT, AT AA I TSATST HISTA hlof 107 |

T § FA AT TS [ | Tt SArat st o7 ||
g ST 9T 9T AT Tl § Fiepl #hist aand |
fae T S Me 9Tevr § FS I A IS TR ||
2T 9T ITA T STTSTH F@Teb! #ist 21D |

AT e JeT T e T 5 AT A 9T ||
T 9Te ITe 37T Fiadl ¢ T ahlst 919 |

J2T T UF 9T I ardi st e ||

FTaT Hiad T FT Al AU qTe51 LT qrenia |
AT TR T (6T ¥ T 7] < it STt ||
i< ATET T THA WSS AT it T |

12 For jinai.
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355

360
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375

380

Taea] e e =l gEae St ArsTst ||
ATET-3TIET e (AT U T T it Ta |

! ATET Fiaq A st =oft 4@ I st a1d |

T Higd g AT AT =T A 1|

AT TS 3T 2 ST U AT hist HIorT ||

o1reft erfesart § FigHTE FaqTed =7 TR A a1 |
ST ITg BT Al 5151 AR it ST ||

& I ATET Fiad AT | I hiof a1 |

AT HTH 2 ATAT T ST 3T FhisT ST ||

0T T ST 1Y T e T AT €5a6 it T |
o T & [t | SR 20 JTE st /AT ||

A, 15T TR TRt = ST it i @ fiet e |
AL 9T S U (O @1 o F(aTSi 3O @iel st arrori 3 ||
=TT Fiad =& a7 ° g FZTL ATl T FHE |
TSI A TEAT T ZIAIT < st Ah<d ||

**Tna’**

3T 3 =TT AT AT =Tl 7 | T A O |

e Frasil Uk a0 Hrof st ga 1 ||

T T T 10 T I AT 7 H A1 it a1 |

2 A T T TEE T A |

|TET Hqiad |@RAT| UF @iAT a0 TBdrst Histe #ist 107 |
e TS 9719 < 519 < it ST ||

ATET- T2l Al STHT 979 I G T |

T FATST gaTs ST ATasit oIl it dTTT ||

[ Sre=Ta | T, Tt W e o =it i =l g G = |
& 21 AT AT |/ < i a1 |

FST AT H Ueh (TSI @1 aTdi st Area ||

T I AT {07 1207 I U [ = Stidier it Fear |
F(ET 2aT ° T 7 ATel I Hiol FEM |

TSt 7 TEAT U AT Gt < st AT ||

AT 3 T AT AT HA F H0hT it 9 |

e CaTSfl 3 ATt g e ||

FTaT Hiad U F Al AT A< AThIE |

At FORTRY ST & w8 A/Tar it HreHt ||

TSI ATET qAd HHL Gt AT it S |

T FAST T FLT Ueh (RS @1 T st a7 H ||

[T steaTaT| =5 T 919 9T 9 At ¥ A A |

TS FeT ST Ueh SwaTdl Uah TTe0T T 5[ st J1T ||

Patan ro parvaro
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TAT T GRS T TSI I ISt a1 st At ||

LA 3 HE Arferar—

FTET GaT STHEAT of of ST W O it e |

AT O AT TS 3 st A1 7 ||

T I 3ATe forat ATt 91 T @ it IeaT |

3Te ot ATSie U @4t i cast ||
REIRIERIERIBEE R R UIFAERIEY

TS O ASHET Ueh ST @19 & 719 it 10T ||

RN TG I & FO GRAT H [ oW | T A O |
FHEN ST U ST 2ot = st 7 27 ||

*F [T **

ARTE YT aTS, ATt T Searar Hoft U q1ev § STl 31 |
AT T AT Teh STeardr Uah (WS I RISt AT shist A 1hes ||
TS STHT T AT A | ST il 21D |

T, ZT S STHAT 3T AL | ST it 215 B |

T {9 ZaTsit A1 RSt Rromer 4 st =t ||

FAT AT e AT Teh =HET T IO it Y |

T NAT TS aTSiT SeaTdl Uah Yiqe T HET it a1 57 ||
TSTH- AT e 07 FHST I it a1 |

SFRTAT BT TEheAT SaATSIt <f STal shiet Gg H ||

ST FOTAT & AT ST=aTaT UM TSTId it ET |

TR A 1S FUTAT UF FHA St AT ||

HTE & STHeAT STeaTaT o797 TS I qae@ st i |
TFAST BT 0T BTt H HSI o #or st sfarar| |

qre, qIS TSI T SeAT HIOT AT T it 6] 9 |

T SeaTAT TSI HY U ATHAT T [T H T STt hit o ||
T T & AT T [ABHT STt =0T it S |

ST ¥ FIET U 97 91 Uk J1% JLET st a0 H ||
T qT SAFRTdT A1dTeh! T aTS ST AT gedes st 7 |
< ST BISMET Ta AT 1 FTET it AT ||

I & AT 9T AT ST qTe07 | it O |

SFRTAT U TACAT AN U HIE LT ot < 1 ||

|TET, FTT TG FaTE FAqTS HIden! TTH I st aT |
AATST FFITST THE < G241 &1 7 ||

TUHT 3 TRILAT 92 aTel 9K |

T GTEE & A€ Saf Afesdi T a0 St st a9ar ||

T ST HAT ANTIHAT T4 X &A1 T T AT shiet a4 ||

13 Parbii repeated this line to help himself recover after briefly losing the momentum of his narration.
4 For garanato.

15 For nai.



TE< I JLaTe]

w3 [T **

T N AT TG qTebT AR qAThIg |
At TR [ = | U =g At € | ATl it HIeHT ||
w0 AT FEAT FHIA GLATT 2 FHTdeh] TAH U it A1 |
TATST HEATST @ I TAT shist A1 T ||
FTaT Hiad TH FT &l qTa1 a9 arhig |
T ORI S |RTe HTaT hist HTeT ||
ST, AET | &SI BT ST Hidl qaTe |
425 @WW’&@UW%WH
TSI HHT HATST L HISATDT AT il AMH |
0T STIT 3T BT ¥ AT Fo1ed it TTeT ||
T T 35 T AWM HH AT ot ASHM |
TET R oSt HH AT IS FrepHt ||
;0 Fgih OTg OTe Ha¥ Al | #hist 21 |
BTSN g1 H € KT Wieh Fof 7 =5 ||
g TAT 9T 9T < =Sl ¥ S |
FSqT 7 aqesTd AT I Aiq 16 st qiFe’ ||
TS Zel fgegud Tl a Tbale! Jiste 4 |
435 ng{raﬁlﬁmﬁiﬁasﬁﬁw\\
AT, AT AA T TS| HISTA shist 107 |
T § F AT TSI et it 107 77 ||
AT, TANAT 39 =T T whil ST |
S TN HeA T ATAT it FIBHT ||
a0 TG T WH T ATHT T 37 ] /IR T S AT |
ctsTT, TSI AT | ERT 9T @l T 30 S TRrET ||
g TAT 9T 9T A0 gl § Hiepl 93amq |
fadt T et U T § B W T Hist G’ ||

**Tna’**

AT T8 ITA 39T [ERT. ¥ T35 it H1e |

45 AT AH-TH FL AT T SAeaTal || TR o it aod |
SIS, TSI 2 AT U AT AT (ATH st A7 7 ||
T O AT TH-TH FH¥ TG HO7 hiof G |

16 For sari. Parbii has a tendency in some words to denasalise final nasal vowels, and in compensation to nasalise the
preceding long vowel if this is not already nasal: compare varasava (1. 460), kama (1. 645, 1307), and his regular pdacii
for standard Rajasthani pdcii. In the present case he uses both sati (e.g. 11. 256, 281, 1476) and sati (cf. 1. 567).
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STTSTT 2 VAT T 37T ahist 10T A ||

T O U, TR AfAT § 2fodl Famori-ares! Sl Hist a1
TS, G013 Ul § U ST qTSil e shiof quiorT ||

ST TST H U A FAT0T I ST hist a1 |

TS TSt H Tah SThT qTq Swa1dT =hist |1 ||

“2TadT AT 979 97 Tq¢ 977 7 it 97 |

f=TaT aTat ° TRIS gy Fst Afer ||

g ITNTT G & 1 =T 77 it a1 |

AT TSI T 2 TSI HIET shiot qreat ||

T I |1 ALATUN @ B TR0 ahist aY |

Jiaesa TS 37 ATl ATt st ST ||

TRIT 9 HT JIT UF ATew AqE 7 AW I Faoft ot =15 |
fesTaTeft v a7 et ¥ AT Hief @ ||

T AT STt FETEr ST AT it Ae |

T ILOMAT & SAeaTaT TSTST < JIF0 st Sl ||

T ST U | TSI shelH (R e AT I it 774 |

AT TS T ITNTTSH o @ <@ A1 STt O <@ 1 91 |
It T T Tg1e fohfear-amer st i |

T =TT A1 et shiet T ATesit A0 hist 7res ||

17" For varasavd.



RIS T7 =419 A qLaTe]

w3k [T **

a1 Fiad 2 Al AT A dAThig |
At FHORTRY &7 T AT st HlaHT ||
FTET T FHLT AT qATBT T o qTh1g |
470 Wﬁﬁﬁ@%?ﬂ?ﬁéﬁﬁ”
TR Gt HIST &1 =ST 9T hisf =0T |
FT o T AT qLET it aa H ||
¢ TT 919 9T 979 HST ¥ e |
T T AT g 7 Hra st e ||
475 W,Wé%mwwwm\
S TN HA T ATAT it FIBHT ||
AT, AT AA T TS T HISTA shlst 107 |
T § FA AT TSI ATET Tl shist 107 | |
g ST 9T 9T A7 gl | Hies! 92aq |
w0 FATAS TLATAT @ | FIS T T FHist TS| |
ZIST TG T FLATHT AT g T TLATSIT whiol G |
TEHY AT qTSM aTe st arae ||
[EHT] ST [F] T 91 91 Fi@ ¥ A T |
|t fore deT a1 g A wiS Jiaer ||
435 T AT I UF Flg ¥ TLAM |
JeT U [|9TaTE | S99eT I AT st Jned ||
FTaT Higd T A 4 =Tl qTea] AT qrehie |
3T, 3T 9&T FSTSit < EATeer st e ||

**Tr'a’**

i< ATET AT AT TSTST AT it T |
w0 TG FFHE ARSI EAA SIS AT ||
T TR Hiad et HIXT O st =7 |
T T Hel AL ST Hrst X 5 ||
ATST- STl AT Fiad del GZT TSI U G st TEH |
ANATST FATS ST FATaSIT oIl it AT ||
w5 ST, ToT ATET FAd AT TSI A L FIeT it o |
% & =& qiad AT A/ A i a1 |

AT A & AT T STE T ISt SIS ||
ST ST HH-FISAT 26 IIAT (0T I [T it A7 |
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BT T B RTHT T SATAT AT ST 7 vl ST | |
ST TS AL TATS ATS HeAH hIwAT A7 it A1 |
FIIUT T AT AT {ST T TR AT st 37 7 ||
R 77 A1 oy Tmstt 8 g g Aferar—
1T Fiad TS AT =TT AT STTET 2hist T519 |
31 AATH ATA [hefT 21 hist Trsralt ||

T Gl 72 1 ST AT A st a1 |

AT AT 1T fRAr T ||

T FTRT AT a5 et H g I 2 AT it a7 ||
RIS AT aTET 3T AT st ST ||

TS | g gt O Fof} =J At o |

RIS adqTe ST T =19 st =J 92T ||

SITar AR st {79 § =7 st g |

e fohaer FFe T FET S B 59|
ATEST-AYET &7 qTg T GT I |
AT EATE ST ATaslt {0 it &S ||

ol ATET Fiad TSl A 7 I ATehT it a7 |
& I Fiad AT A/ < it a1 |

|7 | &St orar § gESh arat st A ||
SIFRTT < T o<l I T o it 977 |

AT AT T i A |

K I **

TR T FaTe FaqTa d1a07 Jeft i |

TS HeTH ST I ¥ 7T |

o ST ATENT I it adTY |

ST TATSTT =T < St it ST H ||
TR T qaTe AT JTE07 GAT it 1 |
TS HeTH ST AT ¥ it 71 |

TS HeTH AT IO ¥ A |

T ferTsTr Sty =+ a7 9 st <1 H ||

TR AT & AT ATET 7 AT |

T W TS T FTQ ST ATET it A7 4 ||

**Tna’**

ASATOAT ST T FATE AT AT TATST it o |
AT ¥ STTET |07 3 Gedt st qrsirory | |

FTET SISO ST HlsTes FATAT T T HO{ st ¥ |
G AT SISO AT ISt SiTTes 77 ||

18 For biiroji.



535

540

545

550

555

560

565

570

GIAT AT 7 27 o7 7 797 |

T 47 It FaT it JiaT ||

GrAT AT a7 TR =T O YA geal it ST |
H1eg, |1 ATST AT HIG F ISt 1L T ||
AT, ST AT 57 Hlos Fi T [HURT |
ST THETHT o gl st arrear ||

AT T AT FX o 1T T qrenig |

T IAT S[ATH Tk TOTHT ST hlst ATST0T | |
TS HeTH o I AT AT U T ot 9 |

T S[ATe FTRISIT T LT it ATl ||
TIATHT AT HT AT =St < IS it o |
FAFT AT FIRTS T TLaT arerT ||
i T T g1 @l § [ lst 1D |

Hror 7 HRTET of FT < a1 A qrat ||

& ASOET 37 T2 AT ¥ IS /i |

AT T9S St TeIT T ST st anTe T ||
LIERIERIENRIERIPE LA AR RIS
T AQTAT TTaT HIET st T T ||

AT ASTIC ASTTOTaT ST I & ¥ A |
BRI ESIRUERT ]

ZIST AR T 1! 0T RT3 gt & |
AL Tt TSIt ¥ °T 4 It Arsfora ||

HIcH! 3 HY | § =07 fa=am—

Tt TS0 =47 AT ferg=ht @teror 7 qiErsT |

K I **

STt @ STT9, AHTGT 18 BT U TIEL it BT |

ferett, fereeft @ o =g 71 Hraw o At q== 7 |

qiSAT HTebT AT U AT THST ¥ i A |

AT AR ATIOIAT T T AT 0 |

o a1 Fory A goft 1 St g o FE AIE.. NS, 3 |
HTeT ¥ =0T A H fo=m—

T3 G a5 HelH § @ SATT07 19 I His 4 9 ||
[% 7| ATt T AT AT THST T IS A |

T Hiq ILATST AT ZTe hist @I ||

ST ATS e | 37| AT FHT qrasit A gRAT TaaE st an |
SIST, ZIST Bl U gAT 7aa@ it I # ||

T Mt SO ST SR aRtt=r st A7 |

SISl STl =FF T < St it ST < ||

Zot A0 gl anT | JI-a1 it =17 |

Gogaji ra vyav ro parvaro
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580

585

590

595

600

605
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qTS AT gie AN | THT it The! ||

SIST gledl FoaTeT dTurdl =Tet J#9T § 3T |
ST, TMHT & HaL HIbI ATET Flst 71T |
EGELtIEIEE I ﬁﬁ;@aﬂﬁfﬁﬂ
LT, ALHAT AT ATS et H AT it S |
Fept, et AT FROTemeT aTeT st 9T 4 ||
ASATOTT 7 ST STET AT | il HA |
AT AT TSI 3T JTT it =t H ||
ST TSI AT St 7 AT e A0 F it 419 |
TS s [T AT anT ¥ 9 |

e aegFt & e O Rgst ARt ||
EERiEEHREIRINE I REIS KIS

el T g gt T ||

**Tﬂ'a'**

o7 2TET & FHIET =70 U ¥l | A |

T Haer | STl T gl T 9 et are T ||
ST TS AT &1L A7 § st 1 |

TS e ¥ RN H &8 < =5er il ast ||

T STET TR T AT AW A ATE T A |
HIST AT AT T W0 T HS AR ||

TS e H T Ta<i-a1aT O |

T & ¥ A |

EIERIEREISE R

ST A7 3T 919 A =g 9] =T ||

**Tr'a’**

T o BN T Ueh HT AT A< g |
AT AT AT ATSRIX 7 Hia< FHist T ||

ST e dT | ATSRIT o ST Fhiof qredt ||
ST T [ STt T 07 ASRR T st T |
St U ITET ATCRIT 7 gl Folst aIrg AT | |
AR 1T FX o qTeT Rl qAThig |

3, % I IET AT AT I A A1 |

FHALT I TH AT FS ISt HIqL it T ||
ATS AT TS herd [T AT 2 it 77 |

AT AT TS, et & AT STt ||




Gogaji ra vyav ro parvaro 87

**Tna’**

610 ST ATSRIT AL Teh AT I ST ETAT it HeA |
ST, ST "iaT gersit ¥ e st aiao ||
ATET-3TIET ST IST AT U & T |
TS GATE ST ATSRIT {11 ISt aTtora ||
& 3T FET TS AT A/ < Fi it a1 |
615 AT FHTH TF AT 7 HiaT Hst TG ||
TSI AT FHTH-FTT 21 ST (ohoa I [{edes 9o
HY ¥ HT AT FATAT 712 AT < il A ||
e erd R gha anm ¥ |7 |
ot gt & e 4 gt st ||
620 Wﬁﬂ?ﬁﬁw|
FeT AT T F397 I 337 &1 |
T ¥ FATI ATSIY ATST st < (44T ||
[a=it| <& AW (&2t | AT O St 3ie |
< | AT AT el ATET st <=ar ||
s ATET, ATET AT |31 TF T | TTT aai I Tk qreft qi= 1 |
ATST H AT AT T et Fle! AT st <3l ||
S ATENR 90 ATST aF, S TSI 9T ATSIE SIET S | T aTs s I aTET g0 o€ 907 Had
gl

w3k [T **

AT Tt HIAT T Hics a<iiar [HURTT |
SlERIcEIRECREIEEIEl

60 GISAT AT UM AT, AT TSATST HISTA 2hlof 107 |
o § FA (AT AT THT hist TaheT ||
fae 3 38 T gt § el 97ard |
T I ST ST ATt 3 T[T Fhiot ST ||
AT Arad Toi & T < e |

635 Wﬁmﬁﬁmﬁﬁﬁﬁ”
T T ITG AT A AT T A HS |
T ST ATETSI AT AT hiof T ||
FTET Hiad ol T 1A < 91 it G |
JTasT TR ATE A AT daT |

610 BIEbT 3T AT ErATe |
STST SATST & T AT H0T 98 it TETAT ||
& T AT T AT | I hIof A1 |
AT HTH & SATAT T ST 1T it ST ||

19" This line seems slightly garbled, presumably because Parbii was disconcerted by stumbling over the word sagald.
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650

655

660

665

670

675
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T O FTH-FHISIT 276 ST hev i I e st 1 |
HY ¥ | T 20 9T 9T ¥ SATAT AT ST 37 Fhlot STy ||
TS HeTH ATTL ATSIT T2 AT ¥ st /i |

et gt & e 4 FagEt st ||

T O &S HefH 7L T qTASIST I ARTO Hay ¥ s ||
FATad AT & T AT TF § HIeb! it A1 |

CIEIRE RIS ARERINCRIE AT i e

HATST AT ¥ Aieg 70 A e |

2 ATES, 3R R % I q3 FdT =Tdl =8 q1 307 A ¥ I3 F g, T07 ATSN # T Aieg U A1
et ||

& a1 AeArad Tl AT /T T A A7 |

FAL FH F T TGS TRIAT| |

AT T IS 91 al Fg1¥ Tach 37T ||

g 7 aTast Tl I I 91X |

AATST FFATST T TERT ST < 9t A7t ||

.. g =g [ afeat 7 e s daar ||

T ST HAT ANTIHAT qi9 T T@ICAT TohT 3 ST 9 ||
o7 2! TR TaT 3¢ o7 o 7 st 31 |
TS T T 3¢ 12T TT shiot attear ||

=TT AT TSI T 97+ it 97 |

fETaT ot o TRIST greaf Ao ||

TS FET 1T THEETI ShiaT 3797 & 37 &1 |

T2 3¢ NS o &S herH F &/ O Fpdt of ||

TS AW o, AT A0, < TR o T [T Zra, qF & a1 |79 @TT 31T F aTeT foremar 2 ||
AT 0T & ST = A Y|

U el =2 &1 U &% &l 1 shist 6e |

qIAT a€ ATET gEHST I TR =Fa0 € 471 < ||

SIS =] dretrera 2roft g&t 331 9 gie awan |

AT ATESIT Teh TRT =407 ¥ 471 < ||

qTE A U Biel wgiehal qict aiaar areT Ha< ST af ZisTl TR =FaT07 | 920 | U 72 S0 av
TS A Ffead HAL I T AT ||

ST AT AT Teh STRT AT 2hist oI |

AT O T AF I AT FEH | i 904 |

Hiat, =Hrat St = Hie st 7 ||

ST /AT H =it 75 g2 U Fie |

et e Frat RISt < 97 < ||

20 For kamd.
2L For digja.

22 This sentence contains elements of Hindi influence, and is slightly garbled as a result.



680

685

690

700

705

710

715

Qi AT e aLaradr AN =Joi S |
TOT TS HAH 7 ATET <l Siof A1 AW | |
GA T FST T AT 017 4 et A1 |
AT TOM o EE A 1 AT ||

Gogaji ra vyav ro parvaro

AT AT TG FHIESOT HIAT ATET ST | &7 7 ST TSt I FesT gat, ST qTasil FesT Jide o |

S SATIT AT o TS Herd TLomavit Tt ||
T o [T ST T qTest AR arhig |
e Test o ST TR =@rr ||

**Tﬂ'a'**

T o [T AT qTesT AT arhig |

Rt o T U dwE S st A |

TEITHOT STt AT T o Tt O qrenig |

ATt & ST Ua AT U §5 6 ¥ A st 7T ||
Tt ferRTHoT =T U SATeT qroft I FHI |

oTrefT, ofveft orebt # fazror o woft st +t fes ||
ST =T AT o ST =l st oA |

AT AT A W | ATHT it A1 (765 ||
TETHoT ST AT 371 M1 0 99 T |

TS Fel Sa Teh ¥ ¥ S it HT ||

AT, AT A O TAlg T /ST 107 |

T § T T fareor waRt it wae ||

fae 3 38 T gt § el et avand |

e & et ST Fvae # o e T 1 anreT ||
ATST- STl AT TR GTHT T G T |

ANIET FATS ST Fe=rHT {1y &t ||

of FerTHoT STt o TTrStt 79 37 st ard |

Fg TERTHT g AT =T | it a1 |

T, T TS T o ST AT st AT ||

TR et AT TbT HIGHTE FqTa FEIE hist T |
TSt GOHTAT T Biel =T "Il ||

3, % < ST O A1 G st A |

AT HTH o AT TF FFIL {¥GL T ¥ /A |

[T el | farmoT 3| FiE F—

T T T -FHIISTAT 2165 3T (0T T A7 |
BT ¥ B AT T AT 1T ST O ST |

TR AT TR &t T3St & T a<ATes et 49 |
A Test o ST Ua [TTeTeT ¥ AT O e 7| TSt € A A |
T 8 o T G A —

23 For gogoji.




90 The epic of Pabijr

qOT ¥ TATHOT 39T AT ST 9137 qregt fore s |
farar fawmest t S uE weret T AW O ||
|| TTeTeT AferaT Tg =T ATST-SI=T a1 |
A @ F1E qAqD it Hiesst ||
70 HUTT ST TSTST U ¥ AATAT AT =T shist L1 |
T3S F0T ST Ueh [ohedT 21 it roralt ||
[ ferreor &% | s it ferrwor 7 =it 99 |
o T faTwor €18 JIaT arer AR =y ||
ar TRTSI F2 7 | o= —
725 ﬁﬁmﬁﬁﬂmﬁ%‘
HOTT foRaT & AT T 9 |
H AT HL A0 =T S A U |
ST 7 ST 79 F SOy A |
FATT § FeT TNTTST =TT «F gt airear ||
70 TERTHOT Z9@AT g A1 40 AR S 6 U |
o 7T H AT hist SITor AT ||
EEAEREUISUIEISERIEECIEIE K el
ERIREREIRIMIEIRISERSIE L]
e ¥ = w9 # o= ||
75 O [T 35T greft =ieT o a9 |
ST 9T it 919 |
TH HIST < AT (&Aoo &g ¥ ||
T farreor geft =, Tt o, Frrmor St i U St O st g |
AT FATSAT T TSI & 57 < ST ||
no TGl ABIST 24 ¥ FThT Tt § FeAT U FAHSD |
Mo afe goal 1 FHihT ST ||
TR T & AT ATET 3T A |
Al T THU AT STl gpal H F |

AT HISI Ueh Tl I |9 <4l <7 ||

LERIIC] k%25

us  IOTE TR o [T A1aes, T2T26 G 54T, SIram Famon € 7 H ||
TS, AT AT A9TAT o 9 |
T ST =701 < 20t ST | |

LERIIC] k%27

FHTAT & ATae <3, ST gHT BT, S TRmsit O S ||

24 Parbi does not aspirate the ¢ in forms of baito ‘seated’, but does so in the extended form baithoro.
25 This song is a hymn to Ganesa, the god of good fortune.
26 A Hindi loanword, used by Parbii in every occurrence of this formula.

27 This song is a hymn to Vemata, the goddess of predestination.
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770
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ST T = Tae i E e —
FIASI TGN FT hd—
& TS &1 AT FRT o @, a1 <aT awet 1 219 31 S =@ 3 S # ||

LERIIC] %28

TSI o AT AT, a7 GHT ZT, T TSt O S H ||

ForoT Tt = e i 2 T e —

ST gt = TEe fie O —

TTHT %4 & TS, GIT g & A1 |

ST e = TrwEr diy, 7 o =<5t 9o § e ||

v T HT FE Fa—

T ATH TIATS FgTT o &1, T FHde 30 HAaT JIST 9% AT 72 = AT S =A@ o S H ||

LERIIC] k31

THES o ATae T, a7 gHT T, S TSt O S A ||
o1 I JTEe fi TS —

SSHTA ST, T &0 At 7=t ||

ESHSH &S F—

TN AH TR &, Al ¥ 3 AT e A 4ron O ST H ||

*% T k%32

SSHIASH o ATaes [T, TT Gt g2, ST TSt O S H ||

FTOT Tt =T i TS —

& &1 2, a1 9l " gt O 94 |

FLSAT o T2 O |4, (9 33 o ey | qa |

qr TETeasit s h—

ATITSIT &1 AT TR o AT, LAl ¥ ATGAT 9T STEATL 3T S TR o S H |

LERIIC] %33

FETeSi o Frae 3, a1 gHt g, S TSt O 51 # ||
ST e JrEe i TS —

bl W& FHIAU, T A= U LT |

ST THTT IS TSI THTE HTHTET 94 ||

TOIY | @ O H AL, TSl 7T FT HEAT I HaT 7 |

28 This song is a hymn to the god Krsna.

29 n Parbi’s very rapid pronunciation of this formula, the form kinai frequently sounds more like kanai.

30 For karata.
31
the parvaros and sayls of Pabuji. This particular parco recounts the story of Ramdev’s disciple Harji Bhati.
This song is a hymn to the monkey-god Hanuman.

This song is a hymn to the god Siva.

91

This song is a hymn to the local Rajasthani god Ramdev: it is one of his parcos, which are narrative songs equivalent to
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TS /e TS 3, TS, IL9d He 88 00 & T4 ||

AT FHEATT S F—

TSI &1 AT TR o AT, 30T T O THATS AT ST T oL ¥ 5 31 S1d 94T 3O S

i
**W**:M

festt 7 3o =maw, 9T gt g, s st O S 7 ||

ST I JTEe Fi TS —

STRTHTAT STTFET SHET SREHE WTEY S WhsE T |

HET 9T qredt Fog ||

T STRTHTAT Fis Fi—

ATITSIT &1 AT T o AT, & A1 Fgiq © adl Sal, af &g 5 37 (e TSt <F S H ||
>x<>x<T|'|—c|'>x<>x<35

SR | 3T =g, S5 gt BT, S =& O S H ||
fSror e JrEe Fi T e —

AT AT AT T AT HiS Hd—

T AT FZTT o AT, Tl T < AT T T AT TSI < ST H ||

BRI %36

AIHATSIT o =T faam, a7 gt fogam, s == O S # ||

ST Tt =mae fi TS —

AT FrEATSAT ATT-FUAT T AT ||

AT F9T | 27 UST fogan o #rq-fudi O e Tt {r ||

q FTA FTEASAT FHE H—

TSI &T ATH FgRT o AT, FIdT /-9 < HES @i 72 3 31 Se, A7 O S H ||

*% T k%37

LA « ATEe [T, a1 GHET 223, ST TR O S H ||

ST T &THT | et T F&T ot 34 |

STt AT AT AT I SISl it o ||

e, st < ST 2ol aer

=AY ALAT I ST H 7 37 It e ||

TS SISO ST e - A |

T QAT AT F1ET st T 1T ||

TR gt g i 0 @ 7 F it =90E |

STTHT 30T ATAT FHLcAT 2 ST it ST ||

ARSI = gaal, F18T, S M, ST T TSt i 07 HlgHUE qufisrar o S ||

34 This song is a hymn to Bhairil, the village protector-deity of Rajasthan.

35 This song is a hymn to the goddess. For a translation of the greater part of it, see p. 63 above.
36 This song is a hymn to the bhomiyo, the deified rescuer of stolen cattle. For its contents see p. 57 above.

37 This song is a hymn to Sarvan Kavariyo (Sravana Kumara).
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810

815

820

825

830

835

k3k Tna' k%38

i o TR & T 0 7 T =09 |
STt AT AT AT I SIS it o ||
RIS YT TSt ST H TG ISt 2l |
FAT TETU AT TS T Al ST H ||
AT, el 3 ST § Hst AT |
AT ALAT I ST H T 7 6 e ||
ST T T | &7t 37 <& it 2 |
STt AT AT AT I SIS it A ||
TS ST AT redep-Hges T s I |
Tt FRTAT FHOTETE ATERT A1 77| |

T T H 2Tt et e |

T ST = 77 3797 &eft # fiest ueand |
e &1 ST ST Fiehe 9¥ Fre O I IRIET ||

BRI %39

TIT AT ST T ETHT ST 0T T ST ahist i |
AT AT < ABTHD FLaAl it ATl ||

T et AT SATAT =g ieh! U HIT oist T4 |
T T o QT 377 el H ST STFAT st A1 |
HAT T e g TRET T AR hrst AT | |

FT o, FT A [ATHOT ST =OM SR hisf qrehia |
AT [IET TSIET T e it T ||

FTT F@TT TR AT T A 2 it T |
ST A0 TBIST I TFET M0 ||

STl ATS Hefd I FHa o 3dY |

AT ST TR ATET st A 9 ||

=a<l qUST o oIt 1 Hiaw Hirst Taa ||

FAAT TERTHOT STt = 360+ GE BT |

AR A9 femror o geat st 91e 1|

2T TR T 3707 et Jadl ¥ ot 717 |

TS § TRTE TBIET T HIE0 it efiast ||
[EREUEIGEACIIC RIS Rl

Gogaji ra vyav ro parvaro
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38 Before resuming the narrative, Parbii here sings three short wedding-songs. The first deals with the anointment of the
bridegroom with turmeric; in the second and third the womenfolk praise him and rejoice at the coming wedding.

39 Before resuming the narrative, Parbi here sings two further wedding-songs. The first is about the arrival of the bridegroom
at his bride’s village, the second a comic song in which the women of the bride’s family mock the bridegroom and the
members of his wedding-procession.
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845

850

855

860

865
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ATET AS T FA § gFebar STear+ ||

**Tn'a'**

3o T T gt amT wa AT Few |

T FORY STNTISTT et shist 107 77 ||

T T T TATTSH FORIaT =@dy ¥ st /i |
TSI 2T ® W21 alet &ea ¥ aist ST ||

=AYl FTAT A FAH IAT LS Teq B T |
|, 7T foT greft st Fear ||

SHA HIHT0 TSTS ST < IS it o |
SiH@S [SEarAT =9It 1 |iad Hisf argT ||
ECH SATH] ST T 2@l U T 1 el =17 |
AT T feieroft T et T 9rae it aear ||
AT LTI HSTAT AT T ZAFEA |

AT < 93T TS T JET I ATEl it Aast ||
(< AR ST GrAT I TS A il =3 |

Fia AN TSTS AT T T Fa it I3 |

AT ST STHAT | HATHOT FHET <1 AT AT ||
TS STHSIT ATS HeAH ST HaLT ¥ hist HiF |
BT ST ST 31T aTesit AT ||

ST, EISMT AT el | TR T | S21 g9aal e |
FL GTET A9 g T kb G 0l HTS 4T ||
SR NI Gt &y ST 2 T[Sl 971 |

At <t U [Rgud TSI TSI a9 I e G q9iE |
AT AT <@ 1 FET Fa T qiFoof ||

FIHT FHHES gl ST & &t § GesT AT |
SU[AT SN T oo fag et Arfer ||

TG AT LS AT HHET ¥ =T |

w5 Frgt /e are At arag ||
fRTaTar 91 I FET AIST U st [HoET |
ZIHa (QTATAT HE< =St HIAT st HIBHT ||
T AT T o HHT AT I ol A1 |

FEL AATS TG L ATATE |

=Y FATOT ¢ ST FTed & ||

T ST T AT FZTL 00 ¥ 22 |
HT-HT L AT A U T U 0 qirs 4T ||
MEIEIEECERIEE R RIEEERIEY

ST W2 A1 g Ay O T T A At ||

40 The final syllable is swallowed.



875

880

885

890

895

900

qied] O qLaTe]

*% T k4l

=TT iad = 97 A @1 s TaT |
Hiat fawaT < FHTemey amesT st AR A ||
TR & o 38w I Hst w41 |
HSTT 3 TTSET I HIa it Tas ||
GEAT, GEAT 7 [T AT A< T 9T |

[T X UH... | 5T < Teh A1 TEMTSH [T | FTet & o7 Hist arforr ||

[ATRTT &<t | T A1 o dqTest a9 arni< |

[77] =t fawaT &1 TSIt 3 U STeaTar g < whist 91 < ||

X TS HAT T AAT L I AT |

et T3 Jet Teat T ST s anTst ||

TS ASHOAT ST e en-Hgre A |

Tt FaTaT FHTETE aTeRT it 29 17 ||

GIRAT AT gl AT TBdrSr AT hist 4 |
T T AT A | HiET st e ||

T T ATET ¥ 7T AT AT L T |

faet T et qrFE ® Fle W A aneT ||
AT TRITST < AT 1T T AIATST 97 |
HITT 3 A@TaT AT a1 st Al ||

(2] v F=maT |rar 3t ot 1 Aewes St a7 |
o 3T FRTAT SIS <1 HIE0T it S ||

& &1, N IR GTHT AT 79 T it a7q |
T fafear et o T § dEw |qmEeT ||

**Tna’**

ERRIUECIRIERIREIC IR

et fafear T i T § i St amEeT ||
fHe 3t ATaT Tt T2 ATt GE 4 il S |
Tt ¥ Strer fafear daw Awrer Fis wmee ||

& T T T AT A/ < it ard |

HST SIS AT AT < it ST ||

HTAT T =@l FSal § &I+ qgoit geaes Aaad #hist T |

HiHT 2 G i greft St giear||

4l Before resuming the narrative, Parbi here sings a short song in which the women of the bride’s party bid her farewell.

42 For mama.
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TSHA HIHT0 TSTE ST < IS it o |

Si@s [EEaT =T I ga< shist T ||

T ATHT ATl T e HTHT T ATOTST ATAT STHI ¥ AT AT T @il U A1 s A< |
ST JATHT SATAT T e AT I AT JIAT AT L hlot Saqr |

ST T Z@oft T =TT I = |

AT FTaT fHaoft ST AT T Jia St arger ||

[FT3 AT AT | == aniet 7SI | =TS 2 T Jia T it 93 |

garstt, Earstl FATHT Hid AT ||

AT EaTStt I AT =T AT 7@ aielt 4 —g JeT arsit @ 3T GaTH9T 98T Jidl grar af arEsit <
ATl TS &l HaT | SarSit T @, T {03, o2y [, ZaTSit @ i TgT Faror qidl 31
S T HI A | T T STHSIT el I 8, FThT 3901 % ||

T FZT ATAT T TN ASTAT JTAT T it g9 |

3T AT ATSTS FgA ATEN ot Aas! ||

AL LA (37| TSTAT T 217 T 9 |

T A AT U SATSTE T ATl e & st A1 ||

ST T T o 2T &7 9 O st a1 |

TSI A el ST &t ||

AT T ATt I SIS g H EL 2, AL 2 | i S A1 ATEL JAST 2, g 51 Teg L1 8, Fs
& I {21 8, T I 8, 07 VAT [SH1ae T8 337 & ofidi &g 1 <6l 2 ||

TR T & & &7 | 4 979 |

ST ST A ST G ||

AT T2 ST TTLSH AGT O AT AT =7 ||

T GEHT TG adqr |1d qH( ¥ Gam i |

gy et 92w At amas ||

TG AT HU STHRIOAT-ATBT 3 |

T FETS, o AT H TR0 AT o ||

g deT o U FifedT ag 7 arehl ST | of ATl T =qIst it it ||

HTAT TgTET ¥ FOT {1 T T it A7 |

TSI T STAS § TS TS &f A Hlg H0A ||

**Tna’**

TS e ST JeT HFhd AT(sd 6 |

2T HeTH e 7 H AT et AT ||

FTET FTLT 79T FATTT ¥ FATS STEhT shiet 4 |
LT FHTATAT ATT AUET € ST it FAL ||
FTET T & o o AT A qrenie |

Tl HASTAT AT T2 st & 1 ||

ITET AT Ales a<i T R |

ST, ST TsaT § T AwRTAT FILNTE | el il aredt ||

43 Hindi influence is strong in this non-metrical passage.



940

945

950

955

960

965

970

975

Sadyda ro parvaro

STT Sat STET 3797 HTUNTL ¥ H shiet a1 |

GTAT T ASHT I ARN FZTL G I whiot A1 |

TS ITST Gt AT 35 st &7 |
FLE! HE < o A AT a9 il w9 17 ||

3N -2 HILR st aRT T TET At 7Y |
= & T IS st O HEL AT Dt FloHT ||
ST el A0 AT ISl w4 |

T ATSH UF AL TS ¥ A A Al ||

3T -=M0G STIT AT, [T AT A7 1T i AT |
for=r & forg &1 rasit O 9 A1aT s FTaHT ||
o, IS AL@l &A1 qTHT A g |

AT IR U FL@T AT grAf st 3 |

o STal T a7 Herd 1 S T st ST ||
EGIEIEIRE A RCIETIERIFRIEIE ]
ST, ST e AT | O S 1 it SIerT ||
JeT TS HeTH STTeb! ALHT it /A |

ST JTET e Tl Fhtot Sora ||

AT FTATAT AUTGT | ST HIUT st e ||

w3k [T **

T AT TS HelH HIb T [T |

AT FTATAT U FIET T ST it AL ||

IS aTE HerH Toh 17 Z@ T =g hist A7 |
TG TS AT | @A it Aioiet ||

ST § | TS FefH AT T 7] 3 Flst o |

g & w1 AT e F T HA 70 At {7 |
AT AT HefH FLET GATTerAT gt it 2 |

T ET ST T ¥ St S 2 ||

SATST-STET 2T TS HeTH AT AT I [SBT it &7 |
ANTTET AT ATS HeAH ST TS hist AT ||
AT TS AUTET [T =TT AT 74 |

AT TSI At FgeT At < 516 O st S ||
HOT U 307 SIS 9 S Ut U (S 97 |
TR, T gordl U d1a < TIat it i ||
2T AT HelH 37T AT ¥ ahist 919 |

qUTET ¥ fa=Te AT HeTH FLET et it @Ml ||

~EToh aTS FeTH STUT =@l WIS =T ot 17 |
AT+t 2t AT o ATy gt & aig £ s ||
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1000

1005
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**Tna’**

FTAAT ATadl I qUET | STl it 1S |

AT F@Tt U FOTET AT it 919 17 ||

TESIT FAUET ATL STTH H =0 il A1G |

1T AT AR ST st o 17| |

ot ArSTOT a@ror ATt «f oo |

T, ATE Fer Tt ot 71 e Frt g |
HIT SISO ST 27T A1eT 4 Y|

AT <7 FOTTAT T STUTGIST AT shiet qrear ||
T, T ANMSAT AT [ 3| FTET 92 ISt HHI |

HoTt, QoI AT g O Tes 0 i 7qiE A |
ST TETLT aTaST Ueh AT U ST 37 (a7 <+ ITET it =i |
TS, IS TR AT I axit Hidt st ast ||

AU AR L AT HST e ST A |

HET T AT FHTHT FHHEST st a1 ¥ ||

AT, T ATS A = HUIT SATET it oA |

A T HO A g O Tdes G 6 &7 7 ||
EISEIEERIRKI I ERICIEIC Rt

[qre| afet g dre U ARt T G99 S JrhaT ||
T3S, TSI T T TS ST 4 il i |

Tl § TSt ATY T STeaTdT Uk BN it ST ||
AT 3T ATS HierH AT 79 H st 9 |

AT THTE T ¥ it Hid 1 ||

AT ST FATUN AT qEeh! AT hist @i |

TGN A1 AT FET FHHT FHHES Hist a7 ¥ ||

T o ITET FGTL STT AUIET § FOI shiof SATY |

TTgT Y SATET STor Aurat ¥ et &y ||

**Tna’**

ST AT AT FerH FHohd ATEfasd 6 |

JeT AT A H SHHT it AT ||

T T o T o HN 1T S AThig |
AT AT AT GeaTd o HIqL st Taes ||

TS HeTH FIAT T (0T G Tl <1 hist 51 |
AT 3@t 7 ¥ O WA |

T T G AT € Teamd 1 H it a1 |

44 Presumably a slip of the tongue for nai.
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1020
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1030

1035

1040

1045

1050
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BT T HAALHT TeaT L STRT0T hist Aoy ||

ST ITHT "les i rET R |

ST T | qeaT o g il Tt ||

ST F! T 307 qear ¥ S 9 |
AT {AT T o ATl i qrenie |

HAT TEAT T A qTBT S TR |
AT 39 g qd—

% 3 T IR 9 O 9 |

AL HTH Teh A5 HefH FgIL HIITE hist Ao ||
AT TEAT 0T FIaT =X < AL T it Sieh |
#Oft BEHTAT SISl ATHT AT ||

AT Y HO 949 H A= |

AT T it O gl H AA |

TS Gel IF d1% ¥ ¥ st Tab ||

TEAT | dTS ¥ I AL T AWM o IU =€ T Fearil ¥ HArana
HoT =€ Mt qeardt 7 st O ||

G TeaTl ST Ueh SIwa1dT aTs hedd ¥ 9 ||
ATEST- AT 92T ATE, Fed U LA |

SIREECE Rk cakispil

& N ATE FAT U AT A9 T ot a1 |

AT FHTH Teh HIOH TI¥ H hist HiorT ||

w3k [T **

ST Fal TEAT 307 AT8, e H ¥ =L i T |

ST &S Hef® o T it Tt ||

& 3 TS oA AT A O it arq |

AT HTH 2 Tk HIUE FgTL H ahist Ao ||

AT AT HTH-F1ST 26 ST [RL0AT I ALHES Fhist AT |
=Y ¥ HT AT U FATAT AT Hq< it TED ||
AT & Teard 7 i Fdlt 297 S5 |

STST AU E I I it A1T |

of AN qear< 218 8TH U A |

FTE fore et FegHve O ST st Hset ||

qd T F@ Al & ATesil, W o Fgid Feft har a1 # =37 4 nre | forg 2ar ||
T TeaT & AT 07 [T] FRE I AT 6t 51 |

¥ Al AT hal STl & ST 92 fer@ar Sia ||

-2 (oSt Teardt giadi F @R St ao |

= & fora <ist |t 4 SISt st Arort ||

3y-31e (o Fiaar « T Hiof qoH |

99



100 The epic of Pabijr

= o forg T a1E e o oFi =g iend ||
T FHGS AL 19, H A Farl ary |
FATEGOT T, AT T I T 79T St hiet a9 ¥ ||
T 9 o107 g2l § U fiet s T |
05 SIS ATl FOTET Fgie Uah HOTT HIET st A1 4 ||
e, ATl TF a5 Ferd o T AUE] B0 T ISt a1 |
I eeh FTE qAqD it e ||
CERIRICIEE IRk ke
o0 ATET T 5 e ATl TEl U F¥a7 T 71T ||
T /T, HOTT AT U g T T st 71 ¥ ||
ATt |7 AT Hes qT AAasil U Fari 1 9 |
HIET 1 ST |i€ T F30 ¥ T /T ||
|1t aTa | =i g AT A qv A1 /Y S, Arad FeR @iy |
1065 ngmﬂmaHulﬂrﬁ q(ﬁ\lvlé?l'i'ﬂ
ST TEAT I FHE TET 9T AT |
TR A ST TG L HIss! ||
for=r & o <t |t ¥ & | st Atordt ||

w3k [T **

070 FSITAT FATHT AR o 7T &H I il A1 |
FINTE T T FIGHTL I AT ot ST |
TS A <IN FEI 307 Fleg I hist UAT |
[ | ST AT ST g Hi&T st qrEars ||
HIAT ATS oA T STALN hieg T st 43 |
1075 Wﬁwqaﬁ@ﬁeﬁaﬁﬁtﬁmﬁﬂ
qOT < SATST ESIMET SATST STAT, STAT AT ST T 31t 3 ot FAT |
TS SATST HAT Z1AT H HISATD! ATED hist ST |
TR THHAT LAY < A 6 Araet ||
oso  GH, TH THHIAT T HIBT o Fidal ||
SATHT ST Ueh TG 21T H it A |
AT, AT A T TSATST HISTA 2hlof 107 |
T § FA AT IATET Mol shist 107 I ||
ogs T ST =g T et # el fel 97ar |
o 3 ST ST [T FeAT it qrieAr ||
T S=RTAT [T T ASHT AT TSAT < o A1 Ueh eedqe AT it 7 |

4 For padaro.



1090

1095

1100

1105

1110

1115

1120

AT TS 37 o AT TeqT 37 st aferar ||
T AT T =T 7 AT Tqd st M7 |
T TS0 T AT TedT T st Ao ||

**Tna’**

G S ATET AT TSATS T HISTA shiet 14 |
AT A T TBATS T AISTA Fhiof 107 |

T § FA AT IATHT Tepeit shist 107 I ||

& ST 7| Ue AT g I gt | diel 9 |
& & S et ST S /i W A I ||

AT, AT FSATAT ATST AT AU H (ST g |

T STeaTaT fHaer o T Ua St S1or raret < ST shist afe AT ||
=g Tt Aot aet qroft O v |

ST =TT T TTSAT 07 7 31T |

TS 3T I¥ATST SRS € aeft 70T it gracht ||
AT STl ST0T 7 3 3707 ISrars =rof} {1 |

T At ARVET F2T3, 1 Teh ardi it a1 ||
= A1 & AT =g T qroft I v |

Fft =TTt Ferss O At e ||

T o FETL S A T S AT I I |

& T SATST F @IS FTeh ATET st AT |

A et 7 St ¥ = At ||

TTBIST ©i=4T T gTet 3707 ST § a7 |

ad s Gt + ST e 7= q¥ UEHAr Wi 7 GiHt A ||
T AR 3 G2 arefi—

T ATE S @&l At bl AT ¥ ATET 7 |

TE I ¥ Wi ATt ||

& T SATST STAT ATSHh 1T HTHIS |

e sTa | ¥ ATy qien 4 ||

AL AT FLAT G M <aTdl O T A7 3 1K |
=TT = ot ST | ot At qroft & Ao o R A O A |
< GTaT FgA Fleol ardi T aTe =1 |

TE ST ¥ Wit At ||

% &, % T AT AT TSI T A 7 0 |
AT TSI 4 AT o P S grac! ||

OT < SATST TSI H0T T ¥ M 07 1 |

46 The final syllable is swallowed.

Sadyda ro parvaro

101



1125

1130

1135

1140
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1150
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I T TLATST SHTETE < el 7 3T st et ||

AT TR i FEAT TS Hr oA At 71 |

Fis (AT U SEE TFT o 3 |

A TS T qTLSI T TFAL I A S H a1 st o F:77 ||
T < AT T TSAT L0 QAT T & il FATHOT HIAT it 21 |
W 21 o v |

Troft T F Tt 7 & SR Arst Alaeb ||

A TF =LAT A &l SSAfs AT SAE |

T A AT =T F S MiesaAi-Aeriory Fs T |

Fg SATET HIT g TR =T A it a1 |
ERIBRERPERIEEEISRIER]

AT, FTE I FT) UF qTFL LT & 5 BRI A a1 |
ATFEE FZATN g = TR0 it aY |

STRT TSI ¥ T ST FoRTT shist qieorT ||

w3k [T **

GIEAT <aTdl e 3R die Fist 97aTq |

T el e g ¥ [t it e 4 ||
SATET-3TYET ST ST a7 U @ it TaT |
ANATET FATS TF TSI <ATHT ST ST shiet A1oAT ||
ATST- Y2l Al qTsit U &I TEH |
ARATST aTs IATH ST {12l it ATt ||
T It AT AT ST AT e [F | A His |
A A< ATETSI A Gl it AT ||

(T iad ATt 3707 A5 I H1es hist TH |
T, AT TS I SATIT SATST S it qior T ||
Al AR 3G T FferaT—

Fe AT AT & T A st a1 |

T, AT T T 2 TF ST 3T, ot AT ||
AN ESIT T 7T ST Sid | it 21 |
FTE TBHAT TSl 1T it dHfeT ||

TEAT AT A T =rastt st 9 e |

F= AT =Tasit ATAT it eforT ||

ol AT Fiad i aTgsil H 7 I 1 |
FRIE a1 & Teh {IAT HT A< shiot (0T ||
e 9Tl ST TS A1 (2 § =0 &g =7 |
T T FE TTESM FgIET 3 A=A Tl ST ||

47 For bold.
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1170
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1180

1185

1190
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T 3 AT Fiad A HRTE I FqTHT A L s 9T |

S FHIAT T FRIE A0 it JiorT ||

T I & TLOTAT gEHTSAT TS FAT0T |

TS e U T FRTE (e A it Jfer ||
ERGESERIRECRIkIs il

T, AT 7| T o ATQT FiadT AT A A0S |

ATt FORTRY e JTaT shist AT ||

& |TaTSH, TS T AT FEL ORI 1 A0, 39 g I =218 77 ||
T O & Tl ST 7 | ST it a1 |

=T ST 79 g 10 =T A il A1 |

/AT AT SO AGT T STET st S0 ||

T I SAUTIS AT his ATST SATET 7 s A ||

I E1S FIATT SAT9T TV AT STTaT 7 Fls e ||

A AT AT HHEL Y |

wrg Rt /e ure At arag ||

2 TR, g MATST 72 9l A1 aras, (07 a1 [ 37| SRSt AT FH A F A HE FH ||
Tt T Tl ST U 220+ Fefl gy H st 67 |

T 1S WA {79 ST &St = ATy ||

(a1 Fiad < T AT 79 § Aied! a1 |

o ATST 91 T I |

T o AT qTbT AR qThig |

q T IR g ¥ 2 IS A= ||

AT T [ ] Y e 2 o e gy e |
.. T=T BIET 441 AT it | 3o ||

IR S T 95 2@ 3, & Uil T qiad g, 91 Wi a7 T SHiF § e 3F, 9 94T 918
FehTes | O TITT ¥ T i STST ST1af 7 i i S ||
SEIEEIEERIREC R ol

Fof0T ¥ IO Fg ¥ g Y et At ||

T O JATAT aael Tt AT o =T STR707 A1 |

T AT A U A |

ST T AT ST A 2T HAL, AT S AT AG (1 S ||

T =& qiad < Aol A< qrenig |

T AT AT dF 7 L et TqaD S ||

k[T **

T AN ATET Fiad qTBT AN AThig |
Y FATAT A ATS 7 SATUr Hqw it TAS ||
i< ATET AT AT TSTST e I |

N . o o o
AGeY[ [dAHd =AlQlSl] HEH anls] Hivig] H

48 The final word is inaudible, but the formula is so common that its identity is not in doubt.



104 The epic of Pabiujt

T ATl Jiad geal FI < o1 |
T@ T HA AL SRTeT st 7 57 ||
AT, AT AA T TS T HISTA shlot 107 |
oo SATAT ST ST ATQSIT A gl =hist AT ||
AT AT HAT 29 TF oA AT 7 |
[=] =TSt T 1 qOr <o arg < (Haw it a1 e ||
e It I TS ATE TF F07 I hlof 717 |
HE 3 T ATHH S SHat gl 1 ||
pos WAl S8 U BT ST HIAIST AT |
HITQAT 3 AT e ATGTS( o 1% st Aisha! ||
T 39 AT ¥ QAT AT 2wt T @ A1 |
TH o FRTAT U TSl 1 T HIGT st HlaHT ||
(T Fiad U HT Al ATST TH FUIT hisT I |
i FTAU HT AT TF 39 € Ha< it 9 ||
A ATE & TSI AT HOT IS ATE |
AT =TT ATl T =T T AT Ueh 107 it A1 SMb ||
& I ATET Fiad AT | L it a1 |
T, HALT HH T ATAT TIE HqL ist 14 ||
1215 aﬁmm—mﬁﬁaﬁiwﬁﬁﬁ?{wﬁmﬁﬁw\
T ¥ HT AT 39 7 AT AT S TS ||
T o A qTBT AL Il qThIG |
AT AT ST T st 1w ||
TS < FTAT AT HLO(T TAT I Teh TBEL 3147 AA |
im0 GH TBHE LT I AT Fist ArEst ||
GISAT 39 AT AT THATST HISTA shiet 1 |
T & ST STy ATt F Ferr Ao ||
SATET-3TIET e aTeit U @ TaT |
T AT gTE et Ao st Ao ||
25 Hal, Sl dad AT 1T I1g ¥ AT |
St TSt & Ardt Jred ||
R RIERIERIRECREIE ol
FHALT HTH 2 T FATS HIdL it Ta ||
TS Sa Uk FHIH-FHIS 2165 0T I it [hear |
230 HT L HT T U AT FgIE T Hiq< il 9 ||
qAIET, TSN Ia dTS Teh 97 =97 I FH=T 97 |
AT T, T T T A A ATS 1S [ ||
ST <A dTS Teh =FT I T it a1 |
= AT O U AT A U 1Sl o G v ||
35 WISl A Ueh SIST AT ZTAT it A |

49 A slip of the tongue, which Parbii immediately corrected by repeating the couplet.



1240

1245

1250

1255

1260

1265

Sadyda ro parvaro

ST T T TR T 4 S O st S ||

K I **

qAIS IS ATS T T =F#IT T AT hlot a1 |

T T TF ad Arel hist 4o ||

o1 & arE U e, e gra At A |

ST T a1 I ST I it STreT ||

et fore =7 [aTE ¥ | 912 39 U 3707 SIS 1T Jeh! AT il %ic |
ST FHSTAT FHS 1 FHIAT it T 54 ||

qUT TS AT ST T T A FSy wtery ||

TohT TI1 ST 3707 ST 4 siacst st 1% |

ST FHSTAT AT Ia AT st g H ||

ST 1 T QT =0T HYER U g6 7T Sief Higl Uz |
=TT AT Ua et € aret st g o ||

ST =0T Fa U ®iS 50 919 T 1S a1 |

=TT AT Ua Fret qre I st qad ||

TR 77 ST ST STTorH 3 AT it e |

FIE A AT 7 FTA it A1 =TT ||

=T 9] ¢ gTAA <ATHT qT =T T |

ToReaT &fTeT & gv Iamet gr it AT ||

aTet oo geae <ot ann § =i |

[Tt | gEsT FHSEAT FHo T FHET st B 4 ||
IS 3@ qE AN eraT—

TIHA FATHT S SATST AT RIeHT hlt A0 |

TES! FHGTAT FHHS I HEAT ot B 57 ||

% &1 <ETET AT A/ U A A7 |

T AT 3T SIS /TS & SHOT it AT ||

T O TRt &St = 72 Torn grefi =4 |

2 At Awar fHEoft ¥ H it 9 |

T ATAT T g 1 A1 7 G ST, T2 1 AT AT At A1 ST A 7 g ||
FLH SATHT o ST AT {Haoft 5! =2 Fist 917 |
THRH < AT T AT ATAT SO st 71 7 ||

kk e Kk

qie ZIAA SATHT T TBIST HHdT it T |
Taea] e U FarEl gEAd fst Asts ||
GISAT aTHl U T Todrst /ST st 107 |
ST wrar fsiaoft ¥ e qieon ||

50 For chodyo.

51 For rai.
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106 The epic of Pabijr

270 ST Sl GLH JATHT AIAT L 5T it a1Y |
Al IFTHT 7 H SHHT it gA ||
ET AT gt A ||
LA JATH 31 31T [ o1 | AT=1 gt Shreht shist A7 |
HES! FHGTIT FHD T HET 6 7 o ||
1275 % &T ST U AT A/ I st 41 |
T FAT <ATET o T § FHT it AT ||
& T ELHA <ATHT ATSAT STHT q1e T @I it TEaT |
AT T Tt o At § gLt Ao T arsil hist greAr ||
AT T A% ASAT [Fg... | ST 979 I @19 &l I3a |
g0 TS ¥ AT H A2 A ag O ATS R i ||
HIAT T U 230 HepTAl ST U1 Farl g @l ot wiH 1 ||
T AT 9 ¥ ST A < 2 A1 7 g1 ¥ 8¢ S| 1 ZLHA 2 HIdT i i —
T FATHT FTE AT | o1 | &R ST AGT & hiot i |
fo0T ¥ O 2ol of U g ¥ B s "= ||
1285 W@'&mmaﬁﬁaﬁ%ﬂwﬁﬁmﬁwﬁﬁ%ﬁa\
2B TGSt ATET TG ¥ Tcfes st i ||
A2 HIAT ¥ g T FiSs{ ¥ 2T S | AT 29 qF Ao —
ST g AT AT FHET ¥ AT 17 |
g RrEgT 7 are 2 A A ||
1290 ﬁﬁméﬂﬁmwﬁﬂﬁﬁaﬁﬂ
TS LA FATHT STHT 9T T AR e 2 |
GIERENIEREESEISAEECel]

**Tna’**

X LA FATHT STRL T 3T 1l e |

TH 1<l ARG, T I HIaT it [Heare ||
o5 TET%h GUHA SATHI e el H st WX |

ST 919 < HISSAT STAT T it 51T ||

AT, AT AA O Tesals ! HISTA shist 107 |

T § A AT TF <ATHT Tt hist 107 ||

T 1T 38 901 U g¥Ae <arsl 3707 gt | diel aand |
oo o I TG!S TSI 3 HST AT ||

2T ST TS A G il T& |

AT goTE Ueh bR YTl it Ao ||

Tol TET IS [ T, | TZH 7 {5t st a1 |

% 31 LA AT AT 79 1 a7 |
o5 AT 0 o SATAT T STE IF FhisT ST ||

52 Parbi repeated this line because he had been disconcerted by sudden loud noises produced by his baby son Ramcandar.

53 Parbii here omitted a line-final 7.



1310

1315

1320

1325
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ST ST FTH-FISAT 2Tb AT ot I fohear |

HT X A HTHT S TSI T ST &Y it 1A ||

FIH-FIST 2Teh St (oheu i I FAeses st a7 |

HY Y HT T 3 7 ATAT AT ST 4 hist ST ||

TOT AV FNTET TSI AT RIeET st e | ||

ISl FTH ATHT I (6§ A7| A7 | g |

AT 0 G UF G RITa ist dwie |5 ||

A SIS A TS o, % LA I AR TG HI § T <, TOT 317 ATE ATy 3T 31 o FgIe
TS €, UF FA-TS AT WSl ToMl & | 07 &F € AMSAT F A A1, FZT qeaw, AT 3T
TE e off, SO /A A8 FALE 0, AR G O [F] FE FAE, S T S0rie 9t 7Y Araf |
TEAST 97 (3T 92T 31F @HIST, IR Fiasil Fgiel AT | o 9 Seof =t 77 91 9¥ 7 &t
AT | -0 A € AT 9 FRTY A A AT He AT A A A F, AT T 52 A
AT I IR TUE I ISAT | ELHA (G FiL 6 § 9 A9 et 77, | [+ | TR S AA §
AT, 3T A UF IACT aTd & | A il o=, Frar, 5=t 52 St oy < | a1 it @rar-diar
=, T F GrEr-d1 U FiE, @ AN g0 I T S A 9 AR, A a5 5 & el o @rest A7
ZT ST TG A TS, ST AT Ui F AR A S5 S(HT 5 | TSI (3| @ Jear & A1 =qY
SIS, 7@ AN af &1 AT AT 0 T grer 20 o ST 37T, 3% &1 |17 #g1< qis odl e, af
I G T AR TS AT SH AT | FTHAA HAT (A= 7 |, ATS 3T TV LS IS(T AT SAST-Fat
ATTT &4 | TET $ TS AT, I GTEr | HS FIAT, S IAST H1H AT TBTS | T HIT SO0 5
=@ A ||

**Tna’**
BISISEUIRIERIEEE R R ERIEY
S T AT Al g T WA 4 i i A |
ST TSI AT T ST I it I |

@t 1 "t Aot 1 fsmer St His 39 ||
ST AT AT SOl T 377 &2t § T2 hlol D |
HE ¥ qTET ¥ T @TAT U @I S0 shist @i ||
ST afSAT AT gt H -9 e 1 |

FEY T UTET ¥ T GHET U G H UM it @i ||
CISTT /AT TZT0 o1 6§ =it R |

T AT AGT < TqB T st A7 7 ||

ATt AT T U F3T F g | qL T, Hiot 07 |
T A AWM ST 7 A91ET it 9 g ||

sk e Ak

SISt AT T o F2T hgT heb gl 2Tl il e |

54 For kamd.

55 Parbi at this point commented, o atai arthav mé kiya karai, gavai ni ‘now at this point they always say it in arthav, they
don’t sing.” What follows is told in free prose containing no metrical lines, and is intended as a joke.

56 At this point Parbii requested a pause in the recording, hence the repetition that follows.
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TR | AT ST 3T S97aT ist 9@ | ||

ISt T AT 91 A/ H s T |

1 o e gy ¥ e o e i
IATH T ST, ST T H0fT Teh hlg o it Tl |
FAST HIATS FATHT Tk I =hist HIA ||

STT St IATHT SO T HIGT I st 31 |

FIET HIET T T IS 77A 77|

FOST HIAT SATET ST 397 FLST 3T it G |
AT || Hare U i # Ao Fst sfrar ||
SATHT ELAA STE, ST 307 @It < st @adis |
e Ua TTaTel Fd0a 90 His &a 1 ||

SATET ELA ST ST 30T ATAT AT < ol Gohl |
AT AT ST aTHT Hist = et ||

T Hhel FETa aTHl AT hist d1¢ 77 ||

STT Sl SATHT ZLHA 3707 43 < hist Gl |

T HATS ATHT Toh 93 T it arET ||

ZLHA FATHT T AT, ST ST JLa < st 91 |
% AT Ueh AT AT (AT it a7 ||

FHT T T LI Tah FAT STRAT I ST il 99 |
S[OTT ST 3 U <ATH! (1 STRAT 3 il ST |
TSt LU ek % I it 71 7 ||

STET STRT @ fesdr i T &Te |

STET Ueh Tb TT SINTIST Uah qIEET shist d19a! ||
AT LA TATHT T AT ATATATSAT ARG |
qraT 9% AT U T M s T ¥ |

ks e ek

ST ZLHA Tt of [l | Faefarsan st TR |

ST, ST U SvaTal Uah T L R it TieT ||

HTT ST U @ 7T AT 7 3 it 747 |

TS STRIT U &t T FHioft shist dweb! ||

ST Sl gLH SATHT SI0T STRAT 3T FhioT ST |

T ST STRAT § U LA <aTHl 3ESA1 ist =1t &f ||

ST, EISTT U, HEeo! 1 T G T % 1 AT ahist UAT |
F2, T UATH 7 U T 7 a1 Fet s ||

OIS T STTEE AT Gl STRAT ¥, 3 T Seardl Ueh ol T sl gHUS |
[STRTE ... | T ¥ sT@Ts Ueh STHe el st S ||

FLHA FATHT AT AAATATSAT shlT AT |

T Gl ST TE T HiaT Hst e ||
ST SATHT T A= TH-TH HL TE = ol SIS |
T SIS, ST e U T TE Flst A1 7 ||
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ol LA FATHT I TSt q@ I Fhist AT |

T T @ At {hear STRT &R =2 i a1 |

AT TS 2T o ATt /ST Fiof qreat ||

T 1T et T R STit ¥ =2 shist a1 |

e o Stree o=t | et st =graar ||

% 3 LA IATHT Tah T T < it a1q |

ST TSI 3T 2 TSI HIET it e ||

T 1T I T STEIT ¥ 52 it a7 |

[E7H & 3| STRMER T <@ o Te A1 S 3 s a1 |
At fEraTe Ua aTet o 7w 9w Ay s ||

& Q1 SASAT TF AT A | 6l a7 |

& SATAT TF AT ¥ SIS st o ||

T, % T T ST AT Tah I 7 3 it a1q |

o7 ¥ TAOT Tah ARTaT 0T shist AT ||

T A AT AT T U 91 7 Fist a7 |

=T ¥ ST UF AT ¥ SIS et T ||

0T U HA ARM T Teh ST £ S97aT it 9 4 ||

HOT ST [T | F0 & ARt o T g =g 10 i o |
T AT T HIAT H T Searal Al ggat it e 4 ||
TR ARMEAT STNEE I JT-H-ATh! il i |

T AT U U I [ 7| 3@ st arqorr ||

T I U HIL AR T g =g 1 o |

FET ARIAT Fg I Teh w11 HELTET g2 al st & < ||
[Zvae <arHl| = TR G A0 T q-HT-aTeb! it €I |
AT AT Fgie T Ui I FFAE hist arqorl ||

ISIT, ETST U HEabl I AT (0T gLHA T it 21 |

AT T GIST T GG ot ST 1 ||

ksk e ek

TSI 3 TSt ST ST LA T 3707 HET I hiet 21 |
AT, FAT HE ZAAT Teh T TG it 717 T ||
A, HA TSI oI FHaT T st A |

[=T| T =% T HELTET FAT H A 2T ||
T =l ¥ Aheb! U ART-ATe! st 41T |

LA <ATHT T &1 O UF qF st qi=t ||

T TSI O HA | S fam—

=T HE 7 T H =S 0= |

LA SIST U =l ST § Fg STT st 1 s ||
AT TSt TTSMT 58 3707 HEQT AT st g1 |
AT T LT Teh & TG it 77 T ||
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TH % &, % I JATEHT AT A7 O FIof a1 |

TR0 ¥ SRIOR o W9TaT ST st araT ||

[aTer | T X ST RS S ST U e H (R AT JIE0r st i |

s e el g 1 T A A it |

TEST T AT ¥ g¥ AT ST ¥ ATEd § 934 Fwoer i ||

3 el U L TATHT HI At 7 ot ST |

= AT o U S AgT U el hist A H ||

ST TATHT T 3T 5T 3l & QaTHl Jiei ¥ 2% TCATH | S0 a1 7 o= A<t A1 hea ||

T dIF [ 27| FET o 7 H wAolt WiehT et AT |

T3 SATETET TF g ¥ 28 ISt #i= ||

< N IESIT TG AT it ATHIE |

oI SATHHT T g 00 Hi=w ||

Al TES i el —

g 91 o ST g FaE! 7 |

=T AT ST I S ||

g AT H I 33 TE WO O [0 | T-T1ast ST A1 o A1 o S| &t TSl (07 W-97as ! § His
OT 2?7 A AT A W-qES] §— g S &, a5 AIET-HE FHF 2, I H o A Al (e
TqHeAT, ST a1 Tz ¥ A1 Sd < T RI-91as 1t A1 W0 # 9% A, S J9g ¥ 919 o A4t &
ST HHE T FT Tk | et TESit =0t =gl o7 | T TSl @ qiedl, @ 97 O STged § =
T, STy & YO0 AT, ALY FIO w2, 707 AT F o U S @O 355 | L 9@ [ | A oA
AR AT T ATH o ST I Il HT HIQT L, AT AAET IS TATL 58 STTUAT | qT ZTHAS
T ofl T, ATt 31 A1 TSl Fg agd =l &1 (@ | 0= TSt <@ fo=md w{n & [q] "’rg ¥
T T FoIT Y | AT =TT U A1 AT 3% A | S Y AT H SAAT AV AGT W AT, AT AT,
T 3107 AT U & T G1adT | 39 & 727 U g8 I fort af T9a-g 0 g S, St 9 g8 At
A1t | Y TSI g8 A7 F T ITAT, St A2 AT U THRT- A9 qal § @il A9, S0 |7 ST /T
TG TS T SATOT SISt S T T @A T SAT07 < GIoT S T &t /i 730 alet | T8 3R
F e TSI AT 22 (O A1 9 o ST o U o1 T @t o WY, O § g2 oOf o | A sfer =
ATOT <K, Tt < ST &, 371 37 AT T <o, AT of T AT F 2 g4 AT 7 ad al A7 gt A
AT | T FAT AOSAAT AT 72 o T8 T 1% 72 o T7- a7 |0 51 | a1 a1 &l a1 9 &7 |
TR &S s e, g gUHA detl 2 AT AT T =Y ST, 58 Teft of o |7 T =L ST S0 3@ Sres |
EHERIREISIRE R I CE IR RIS TS B RS TR 2 E R I EAS TG KL RS MRS RS
o1 AT o f9eaT @ 39 a1 of gy St ||

**Tna’**

AT FTHA <ATHT FTHIT ST I STHT st 9T |
STT& e HTaT (Havi 159 [ =2 | Sror st ot ||

57 Hindi influence is strong in this non-metrical passage.

58 This final short passage (starting at the beginning of this sentence) was added by Parbii as an afterthought when he had
already begun to play the introduction to the next sung passage on his fiddle. He now added an aside in Hindi: arthav mé
kahte hat ‘they say (this) in arthav (only)’, i.e. this too is a non-metrical passage which cannot be sung.

59 For rai.
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ST Sl gL IaTHT J1AT T °T s a1 |

ZISTT STe| <7 STEOft Ua =rear Sieft « fofeam st = |
T TEATET HaTd Tesit <ol it s ||

. AEH STHET AT U e a6t S |
Heat ghTd U g30 1 T arehe it ot ||
AqZS TREE A s Ty it 5 |

HeaT (ST U gLHA O U dThe hist go1oi ||
STRTEE AT g3 (6% aTegl shisf S |

ATIAT ELHA SATHT AT FTHD FHlot SHTST ||

T LT TS 3T STRAT I Fhlof ST |

T AT (H@TeT g3He St it og [T ||

AT AL T TS HIAIST I AT |

e AT =Teror & STRft ¥ FTeed = st Sadd ||
=it STl I 22T BT I T8 Fist BT |
HIT T ahTAT |1 I AT hisf =1 H ||

7 3, 37 3 wrera ot Soft Sror TR ¥ TSt At |
T ST = AT shiot T ||

Aot STRIET AT TF HIch! FHED oAl STAT AT it I |
AT T T T T ST At A |

T AL IO 0T TR T 90 it IO |

ST 3@ 7 UF FHea @i=al Hist =2ef ||

qT STAL gLHA O 9T 3@ qE el —

T fohor ¥ A0 5 U @At A st g9ret ||
ST FETT AT AR 317 THAT STRM FEIL <A< it 9 |
SR STTaT AT JE T st J17 27 ||

STTSIT ATasT FT< AT @Il 2hiol @ |

T U AT e e =om st aferr ||

STRT 07 STTSI aTasT 2T G § & it d17 |
TR AT o T |2 =om it afifera ||

TR AT a9 919 ¥ it Z¥ETY |

A<t ATl ATt T fereg T SIwit it < < ||

**Tna’**

& I ZTHA I T AT |/ < it a7 |
o1 ¥ AU T Ava @i=ar it 53ret ||
| FETT 3 AT Uk g Tt O st g7 |
Ue 3T IS AT A FAST st o ||

60 Presumably a slip of the tongue for ro or rai.
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140 FTAT FTT o Tl Uk BT TA7 < it ST |
TS HIS 2 FLAA A I it A 7 ||
Hrar fanft g7 2 o 47 ST 9 |
AT FAeHt U STeaTar Ueh g0 ¥ Teb faegHt SITot AT shist 9 5 ||
ZLHA SATHT Hgl FEaTe! arel o qrar fHavt T Hrst e |
es gt AT 2T FOTT HHT ot aferaT ||
% T IATHT AT A O it AT |
foh0T ¥ RO o STAAT Ua A9 st araT ||
T FET T dTedl Tl Ueh #ATiT U AT 2hit e |
TE T2 U BT HrwT et /riear ||
0 ST IO T ¢ TSI gEHST T TR =47 |
St 2 AT g T Tes st HitS T ||
< T ATAT AT T it SATE |
ST SATHHT g1 ¥ 8% s |qi=<7 ||
ST A2 G AT STRO(-aTeb] sl 2 |
1475 @ﬁ?ﬁ@?{m@ﬁﬁﬁmn
LA AT /e TT 1Y 397 52 § AT A1 347 U 414 |
T AT ] 7 HT 7ol F ||
HTAT FT AL Teh AT I L TAT ot (941 |
ST TSI aeAT ST o FhisT 0T |
g0 TGl €Al AT AT o e ¥ it STl ||
T ETHE L o Toh oTIST AeAT § 20 =00 IS ST |
e FLHT 2 ST del Tk @I it @i ||
HTAT ¥ U FIAT (0T STRAT & HOIT 3707 LA -ATBT Zhiot H1H |
HT THST I Teh STRTEL AT shit ¥ A7 ||
ugs X HTAT FETLT AT hist AT |
T SATEHTET STREE &g st =Y ||

**Tna’**

AT LA FATHT AT STVAT 7 SITHT hlst 97T |
St ATAT A §EHA U G it qqeliaT ||
T, T T ATAT T o A T ot ATH I |

1490 WW@@#WWH
FISAT ELAA ATHT 3T AT TBATST HisTe it 1 |
T Gl ST 319 a1 4 qESA Aot wifesat||
o ST <aTHt 38 7T S0 gl § fil il 97and |
[EERIETICASIREACRNIRUEIE RIDE]

uos ST FATHT IE e | Folt| euft st =1 |
fae 1 ST U T ST A @i ||
Tof, Tt AT Fiad e qTeeit 7 U st a1 |
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g AT qTAd ST ST T =L o it a7 |

|, i T | goft T UF ST A i qrar ||
T AT AT 0T STAAT ¥ B2 it a7 |

e o ST Ua guet § e st =graar ||
TS T 3 T FUI Gt | S g |

HY T Fiad o qTesit W o HOST et e ||
AT TSI 21 O ST o 9 |

oY T ELAA | T qQ st T ||

% 3 ZLAA IATHT T A < it a7 |

foh0T ¥ SRRIOR STaT Ua STt it 28 R ||

T I F IO AT hefH (ohi+aT #hiof & |
2 WG g T sl &t ||

2L FTAT S Fg g0 T e it Fqite T ||
ELH IATHT o STal g SATET ISt AT |

HI AT 7T H G ||

ZLHA SATHT TG dal | FX 3 2 T 7 Fisf AT |
A dpl H T TS AT T Hist qidai ||

T Il TG AT T § T STFHT Fhiof A9 |
AT AT H T ATt Tl |19 ist qidaf ||
< T T I T AT GLHA o il ATHI |

T[T SATHHT ¥ g s "= ||

=T TH-TH/ L <ATHT =T qTLSH A ot T H |
srestt A Foar afet o fosmor st fis 37 7|
G LA IATHT AT, T TBATS T HSTA it 1 |
T GET T TG 7 Har st e ||

SIST e 9T ¥ g1 1T A 9T |

AT AT ST AGT A HIal o Te ||

T ¥ AT TTET {4 5714 7€ i T e |
ST /T ST U g F Hia =it arasy ||

ks e Ak

FISAT ELA AT AT TBalS! Jisted O |

ey v gy A e |

AT, AT AA L Toars | JISTA shist 207 |

T § T AT TATET Temedl shist 107 I ||

T &1 AT < T 3] /T ¥ A/ |

COTSTT AT | SETE AT =TT STl #hist TR ||
FEHSH TATST AT FLHA AT AT STHTOAT il 304 |
AT TLASA T ATAT SO st gt ||

61 For bhagavai.
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[Z7t <aTHT... | ATaT T SITSI AT @TET hist a3 |

EEISICIEEIRESRIETES GIEIn il

AT STHRTOTIT ATAT ZLHASI T TSI Halt O, T FLHAS (A= FHLAT AN o6 TS U T Fg g1 51T% |
v FET ART—

STHRIOAT ST L AT ATST TH HO(T S |

EEIERIERECEIECE]

AT STHRIUET FaT AWM, 3 AT ISt T g7 a1 & carsit Uk qrgeit I qiad & Sii—o T T
TST 2 HATHA 3 GTAAT, Tg &l ATHT o ST a1 [T | FA-=AT ATT T TE0T ZT3 T ST |
T ZATSHT 3T AT TorT qT STHTOrT STar ARM ST STaT ARM, a1 AW, ST ST &t ¥ 3 o 7
T AT &ist 7 % 0 Earsit a5l depardl g AL, ZTA U AqATL het g, ST Al 7 Thed 3R
Hich! | T & T U2 § IATE & af SFHIA 18 A1 1S | ST ATed Tl 2 SaTSi L TR0 ATH 7 o ||
of AN STAAT #2126 I A1 |

ks e kg

ST EEHE SATHT AT STR(VAT =TT sl BT |

AT G FaT ST G+ Hial hist e ||

AT, T AA I <ATHT TBATST TSI 2hiof 107 |

T § HA AT FATHT Teoett st 207 7 ||

T &I ATET ¥ T IFTHT It 71T L HiT |

HISIT A8 § ST HHET 92 e O <0 qmreT ||

g T, 38 AT LA <aTHl 307 g¥at | el 9eand |
foe I ST ST FHg AT @ W0 T HS TR ||
ST, SR HHE gl U Flel =0T &hist 30 |
FBT, FIBT ST U GLHA I TTUT AT 2hist SET ||
LI L A0 /A H ol [a=ae—

SIS HTAT T AR @l @3 |

TG ST 7 o qregt 7 A1 =i |

AT ST, T3 379 THL H ot 2 |

Tl S, AT al 3% Adhel T A1 T ||

[T | ST ST W HqHET g |

TR STTE a1 $T(@dl 3 ATt I [AgHT STt #=iet st aadr ||

k3k TTTET Kk

Al LA FATHT ST0T qHGE T st Lo |
T, Sl T 9 7 ger ot 7 ||

2 For barai. Hindi influence is strong here.

63 As is his frequent habit in such non-metrical passages, Parbii here splits the word for ‘because’ into two halves, separated
by an audible pause and with a rising inflection on the first half. The effect is to turn the conjunction into a question and
its answer: ‘...do not speak our name before Dhébo — why? (for the reason) that Dhébo is very strong...".

64 Parbii here and in several subsequent occurrences treats fira ‘shore’, normally masculine, as a feminine noun.
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T <ATHT i F0T A H for=me—

STt T o qTel AT & SO it e |

o TS T e qTET FHAS 4 A iy Af ||

T T4 /Y ST 19T TH H ot 24 |

T ST, sal ad U Afesat 17 [=mor STt st 39T ||
o H AT g7 T M@t I it 919 |

o2 H a2 U el I el or STt st a9dr ||
TS LA ATH STAT-FGT T it & |
Excncacibairickuikanikic karidl
T T A o o FHaE G v 9t fie v |
T T ATAT I T A FIA, AT w0l ot ||

AT LA FATHT T I AT AT O H it 47 |

2 ST 9% qTatS AT U S AT it grierd’ ||
Fet gL IATHT TRI-TA TS AT O9T | Fhlot =7 |

IOl =T AR ZEAA AT T ¥ it 974 ||

FHET ART ZLAA *dTHT [T FHz € aar Hist 7 |
FHAT Feeh ZLHA IATHT FHIAT hlst A ||

LA 2aTHT 39 fhe-fhe orgy T st Hig |

e Hd SaTHT Uah i 10 A4 ist arrear ||
FTT AT I T3 AT T FHTHTAIT 0T shist 71T |
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T SeaTaT ||, ST ATEE O UF AT | G 9@ O [ et 6 UF [ B | #@ew e o & ||

STt ATt {28 Ua ATt 1 6l T |
o, et 28 U i it U ||

LA AT [T 3707 FieAT-aATeh! hist A |

e[OTt TITS e el 3F it AT H ||

TS AGT T SAET ZTHS FATHT AT st 1 |
ST, AT T 36 & U TR ST it arddi ||
AT TE0T T STSAT FgTE ST L 5T o &t A1 |
e T ==t o SR i st =graar ||

& N SR J=1 A O S a1 |

Fg SN g =T IS aY |

Fg ST = g AT Hist a1 |

ST guil I 2 STAT S| st qror ||

AT AT T SATSAT ST STAAT ¥+ A I a7 |
oY T ST Ua |uet § e st =gredr ||
STRTE. T AT A7 Uil 3183, it 391 |
HIST ¥ GTaret el A U AIST IIT shiof AT ||
AT 3T LA <ATHT AT 79 H HOf shist O |

FIeT T @A I ATET it e |

FoociT, Fodl Uit F ZAT Ueh =16 | 914 |

= GH FATHl AT 6 a1 0% |
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**Tna’**

XA <ATHT ST T Uil A2 H it =1 |

AT TG H LOTT Teh shist 9917 Fhiot At [ ||

FY, L AGT T A =01 A H Fst [ =7 |

ST AT ST 1S &1 Fgie =M it STaar |

Jeocil, Fodl GO o Teh AT ATaL | =1 |

=TS A& H TH.. STEL JT 6t a1 9% ||

Fe Sret | A= =on ua | et fRe-fRe &3 "o it A= |

T AN, T AT TSI FIE T i AL |

£[OTt FTTE |iedT 3T SITSft st 311 H ||

2 Al ATl Tl 78 AT 5 il U |

o qT TSIt |/ | HTAT hlot ST 7 | |

T TSI AT HOIT 7 SO Weh STeaTaT HUil 2hisT ST FUfT shist 7 |
AT, HaT FHIAT TESIt T FTeaT shist Teard o ||

ZI, ST U SEAS <aTe! ol HAHT | il = |

STEOT AT LT FATHT FieT < st A H ||

SIS TSl Fg1Y, FgIY HEAT U2 shist 219 |

=T HT GIET T TSI 1T it A9 ||

AT, FET T SATHT 3707 31T L AT g1 it | e |

T AT FY AT U gLHA <aTHl STTL hist °19 ||

Al gL <aTHT 3@, .7 FE F—

& I ¥ TS 2 TSI FEIRT T T =T Flst 371 |

T Wl of STl U AT (HE& T st A |

T Hel FSal UF [TEAL.TE.. | T st 98 7|

qT FST T AN @ AT, § TSI 7T el a7 ATG AT 8 S hIeAT, ATEL Al & FAT I S, Fai ¥
ST 3 S T AThal g Al AT /I FISIE L o | T gLHAS @ AT, ATS Al 5o A9+ @ & o |
AT ETAASI AT S AT 2 T | e S, g W A aw
T AT &SI ATST FFIL AT it 97 |

2= 0 9w &g 9 e 8 S "iE ||

N ZLHASH IE FHilS h—

HOT ¥ g 0 At wen g2 foay w2 /e feeroft & gor st e |
ESUkSIECIERINIREIE R

ST g o e |

AT Z& A T H ¥ HIAT AT & ||

T ST 3107 &t | | 7 U ga o Jral gl /7 A, el g@ diar a7 4, dieil ga dar a9 O,
|l g2 a1 307 SR 992 € A1 ard ||

TSI T 2 Fhlal | | AT shiof aTq |

T HISAT HIST E8 & AgT 0 Tdes T Hist @7g 7 ||

TES TR FieT 3 38 FOI HioT g | a1 gLAesi a@q Fls v—

o T T ST T T Gret st it 10 st 719 |
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640 ETSTT & 3707 &t F MeaT F T S Fl< |

1645

BT & QT W ST A1 ¥ A0 g2 0| oAt s o w=2rdd |y et & o8 W a1 7[R
o7 i A 22 1o, 1w &g st {1 =i et fog o ||

AT GEHASI AT Fdel (AT AT FITSAT AT FAT-FaT HTOM HTAT, TV FLHAS | ST | ST <@ar
AW, &1 3T |1 Fis Geah? df hal AW, T FAT AT TS FaAl-Fal Ffis Toh? are, TEsil 37
qr |iE RO F¥ | g, F Hw F?[TV] 9 ArS T HRI0 QU S 2, qO A g, S A
T oA ST, ST H O AT AT | 1A, TES{ [T | T ATIE S q{E <1, A =007 AT
< T A | AT, TE AL, =M A, AIST-Agd AT, T TepT 0, Z AT, TF FHAL G, A A
U7 ST ST SATI0T TR | TG0 20 LT (ST, ST HITOT oA ST | HWT0 A1 it «f fera
Al I AT T1E, agd HIET Hpl TE, TepT | G2 =1, FFL H i o, A1 92 A1 ot, & § 1=
AT | ST HTesT IUTT AT AT, AT TES( i HY, K HETON qre 96 § G, T I Grg—IATIH I,
SIS, ST AN AT @19 I HT GeIg AT, qT 1, [3 F| o Far @R, o7 g1 gr gf gf T av a8 /v
GIFRTY &, ST, T a1 & =0 AT GG 580 ATs o | 1 37T &t = & =  Hiwror o foram | ar
U FaTHT {707 T AT a1 BaHd, Bawd A9 v, a1 A Sei-aaf [&a=1 H¥ & A7 a1 qrg-Fg e
S | ATE-FRICHT 8, T ST 3797 HiE |IHT ST Hel WIS 5 F4 <@ ? ql Al deT I AT el AR, 31T
qTE 3T IS TIE & 7 HIE FICAT S | 31 A1g =1 &, FATeT 2, 3107 gt 613 i < & ggd, i ooy
T AT A g, S AT 30T Soef AL I HeA ST | [ a1 A=t af Tt gLhet... | gZaesil
= Y, 9T A T o4 S...ZE U HAT, a1 g2 | o8 (0T & gH gt 9T & | A qer O
FART ET S SSAT, o o TST A AT & HISAT 7 AT AW | T Teh LT I@ AT, TESI AT
[T| T AT F, AT F&A, AT TR UF G A G, AT S ALK | AA, 9IS AL F | AT T qvet
&, ST |iedT 7 g g g g A qiA wgieh U1 &1 qf s SAl e F A= o1 | 5 S @&t # 39
qT el T g3 Il | FLHASIT s HOAT, & AT T AT T @ I A, FAT TS A L, AT
T FITF G, TBT S SAT A I AT < =SS A TSV TSAT | STt aitedr gat, Stadt qire v
T Z& T Hiw g1 (&, 97 a7 91 TeaT & FlE A ST AT 7 Fl e ||

**Tr'a’**

g U AL @RI AT TBATT HiSTA st 1 |
STTa 9T I 913 ¥ ey First qie ||

AT, AT AA T TS T JISTA shiet 14 |

SATET ST ST HRIALT o gl hrst arre AT ||
FRIaT JTAT o Tt A ATE(5 st A |

T ATHT | ST T THAT ST @61 it 74 |
&[0Tt 9T STt Uk FieT < it A0 H ||

65 At this point Parbii broke off to give his usual Hindi ‘explanation’; he then introduced the following section by saying
arthav hai age ‘what follows is arthav (only)’, i.e. it is non-metrical (and hence cannot be sung). The passage shows the
usual Hindi influence.

66 Parbi here, as often in non-metrical narration, splits the absolutive karanai into two halves separated by an audible pause;
compare his similar treatment of the word kyitkai ‘because’ (n. 63 above). Historically the absolutive affixes -nai and
-ara derive from conjunctions meaning ‘and’ following unextended absolutive forms (Smith 1976, p. 43), just as kyitkai
derives from kyii ‘why’ and kai ‘that’; in each case the forms apparently retain a residual separability. See further the
following note.

67 Here Parbii adds nai at the end of an absolutive phrase in which the object follows the verb — an extreme illustration of
the ‘separability’ of such forms described in the preceding note.
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ZIST FRIALT JTAT 707 A7 I T st UAT |

Fg A ST T 2 B A HS Y|

1 goft T AT STHHT IS qro ||

AL AT FLAT HHIAL ATAT 3G Frei—

HOT &1 G T ST T T T AT his a7 |
FEHIAT TAT =T el FFATAT T 10 =T e ||

HOT A1 TG 0 STSIT AT 77T ST ¥ 8 F o 717 |
o Fat ST Us @uei | 1 it =grEdr ||

HOTT G T AT 30 T STAAT 2 BT e U T |
EXH SATHT STHIT T T A ST Fiei L it A0 H ||
ST SATHT @ AU hiof AT |

B, 2 AT 7 AT AGT O Tqes 40 Hist @i 7 ||
O AT 3 <amet Stradr are FwigHe 72 [ |

AT AT FST T T Z&T I AT =T, T Aot Hi Teh G&T I el it =77 7 ||
AT TSIl STFHT, ST St aT |

I H JAST A ZLHA | St IA |

TS TERTEET it e & ||

TR Staar qreeit @« 92 [ av i g&T 3 qrar =91 &t o ||

AT 2T T | F5 AT, AT ATT0 TATIAT A &, T TATAT 37 Fls A1 8 7 Hls aa g ||

ST 41 =0T e T A |

THE FATAT STFIT ¥ /A ||

AT & | HT AT HBT 78 IR &1 TS, TIHA <ATHI T | FTY THe STHIA @lE STHA ¥ /A e
faar, w19 AT qeHfaer feTe | 1 A qentEer AT g6 At e 799 § geft oA ||

w3k M ok

LA AT Ga, @ SAA-HE T it 4 |

oe § fHav gfeat 7 e s it <9 ||

TS ELA SATET Uk ST U STA-GT 3T Fhiof ¢ |
o2 H [ U Aol I el or STt st a9dr ||
T O T (&7 3707 STHT | Shist =7 |

T T T HIE qLIT S a9 A ||

oe § fHa¥ geu qarHl T M@ I it 77 |
oe H T us arg O FHT qSl At Het ||

T 3T AR ol TEH i 12 9% 3 [ el s 9 |
THE T IATHT 1L it A ||

§ §H IATH 35 T, 35 7T o797 &l § Hiepl 9and |
fae 1 ST ST AT | T ufT it =7 af ||

£Oft ST ZIAT ST st T |
EreekrekeiciEr ek oikic eac il

68 Parbii now gave his Hindi ‘explanation’ of this section, then added the following short passage, prefacing it with the
remark yah arthav mé hai ‘this is in arthav (only)’.



1690

1695

1700

1705

1710

1715

1720

EEIRUEICIEE R UIE S RIS I

T TSI a9 AT U el O st =76 # ||
BllESIRECETC KT

ST 0T fa T ST | it =7 |

& T AT STNEY g @TET-| T AET I st Jadi |

Y g % T At AT ||

AT SHIET 70T HIHIA< ¥ 071 S O TF Sal Hist 1 |
ITET F T AT AT st M ||

TSI, TSl TToS{T Tl ST shist 319 HIF |

< SARRTAT AT 377 FRIALT T ot 7 SFHT § 2w st e 4T ||

**Tna’**

TAA FATHT T T g | HEAT il 77 |

Tg At TACAT AN ATE {ET At 39 7 ||

¥ T ZTH TATHT T H HEAT A1 |

g A U, TAEAT AN HIE L& Hist a7 1 ||
AT EEAA <ATHT U Hlch! FHESD AT ol A |
TSI, ST &g 0 AT F2T {ST it AT |
T A1 SATAAT T T TGl sl A H ||

ST AT SLHA aaTHT 379 FHETAT < it 1T |
e I-TTES! AL st e o ||
TAT-ATES! &A1 o9 H st 9 |

& ST=aTAT qUT 9Tt it AWM Ueh LA ¥ Tah I 4 it SAWTeh! ||

I AN FgTet {7 g9e O 9 i |

T S g 0 ASAT A gl st e av||

HOT AT TG 0 AT TF T q@ 1 HISt a1 |
CIST g0 20 SASAT =07 He H st e |

ST, TSt AE A T ATt HiSe g < et =TT ||

**Tna’**

LA JATH! GHET ART AT FHET T IRAT A |
TACT AR T HIE L& IS a9 H ||

g T ZLH ATH! O 7 H i T |

BH BT T AT TR IS 4 |

GIEAT <aTHT gLH A, T TBATST HiST hist 104 |
ooy § Hef AT ATt T it U ||

AT, T AA O TBATST TISTA SUST Fhlof 307 |

oo § HA AT FATHT Temett st 107 77|

T T AT AT At /1T L J |

T T H IS T STeaTdT i H O 17 st aTeT ||

Sadyda ro parvaro
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120 The epic of Pabijt

a8 Tt T <ATH! =l A T TeociT ATl it 107 |
1725 WWWWWWWW%@W|
g RISt o AT aet qre it A ||
e 3T, Gt At TPt T AT A0 A A< |
AU U ST W FeT ISt e ||
XA I Ol T A AT S ot qThie |
1730 éﬁqﬁawﬁ@ﬁwﬁaﬁ?raﬁﬁﬂ
gy e A wTey it ara ||
AT STAw I 7147 S0 TS A ST A1 |
HITQAT 3 a&Td Teh L0 JIET il 9 7 ||
AT T T AQTAT 39Tt feheo i 77 fohea |
35 ARTAT U & TG it 779 7| |
ZIT, T ATALE A0 ST07 AT | Al hiof S |
2T, 92T U gL SaTHT 3107 Sahd arafad A |
SET /AT U AT O ATl S =Aone | |
o 3 AT FLHA AT 7 I st a1 |
F 3 T qE-gE a0 |
g | " & |
HIAT FTE B0T ¥ U IRT AgT H @I @O [5G | T gl | J0 =it st a7 |
HTAT F2T 9 & &I | < it a1 |
1745 %Tﬁ?w%ﬁﬁwéaw&mH
2T T oret ¥ 707 e I 9 S O |
T 5 TS 5 BT ¥ T AT AT S ||
AT T I AT AR5 it A |
ZLHA ¥ /AT § AT TRt aresit To1et shiet <t ||

**Tna’**

mso  ATQ ATGT TiEd TEA TSIST ST st I |
TEAT (AT =AarS @A St qreret ||
T TR Hiad gedt HiXt I st =1 |
T@ T HA ATQISIT BT ST shist A 57 ||
ST FaT =&l Fiad 97 gLHA L 5T it a7 |
s ST LA = gl shlet AT AT ||
LA SATHT [FSI T | T &7 ATl ST ATehig |
RIRE GIE R IE CINIERETE R
=< Fiad @ < a1 gt At 3@ O a7 |
HIET T ST ARM A+ AT TS Hia< st 9 ||
1760 wﬁ,mﬁwsﬁﬁaﬁmﬁmﬁﬁﬁﬁm
el LA SATHT ST FHS AT gIAT st 3 |




1765

1770

1775

1780

1785

1790

1795

Sadya ro parvaro

T 2T ST ST TTESil <F GEoit it atfesar ||

ST FAl FaTET 07 a1 T st 11 |
TS AT H Afeoat 1 foragwor st et 39 1 ||

k3k TTTET Kk
[T 23| XA FATEHT ST Sl 312 919 1 it e |
A § AT SATHT HHT st g7 ||
AT IATHT ST T ¥ %hist XET |
T Sl A | Uk <aTdl SH0T st gH ||

Tof, T FATHT I TSI A L HST it a1 |
& 31 LA <ATE AT 7 I st A1 |

5 e sty g 21 st st |

A7 3T T LA SATHT « HUIT 79 H At O |
e T 7 AL it A1s1 AT ||

T I ¥ AT F21 it AT |

[erg; ] =t R w2 =gy srardl st 9w ||

k3k 1TTET Kk

ZLHA FATHT o &F AT | < it a1 |

TS UATOr Ueh |1 U &ITST it aTehedT ||

T, 7ei%h LA <ATHl Uk HIV(l SeaTdl U Aol FHSD H it a1 |
T, ATBT TBHTS Uah SThT T1e I ST 1T 3hist ST ||

& ST SISl T a7 30T HT | st Ha1eb |

T TSN, SATST, SATETS Tah SI=aTdT A1eT U U wgish et Hidal ||
SATE ELH gl FgiL I § =N Flsf Fl |

LEREREIRIPE IR A IS IRl

FTaT F1ad L o ATBT AT qrhig |

ZIST ZTA <ATHT I TTET it 3T |

STERT 9=Tat e Tt O st Ot 9 ||

& T IATHT FLHA AT A X it a1 |

T O 16T 2T U {0 T, e 7 FXA T st A1 |

T ST W@ X U AT H SAeaTal qiedi AR et <7 < ||

T S7aTqT At STl GTe STeaTal Ueh SV e ATei-aTa] Ug |
el feel U STeRTan §YS U SIeT it Ut ||

121

A TSI o AT AR, T TGRS T HieT 11 G900 &, 37 ST e U AT &, 3T 307 q et | v
2T E TH I T AT o TS RIS U Al geHestt g AT Ag) R 9 % agT ¥ WaE

R, O T 9T /TS [T o, 911e S dw 9T ST @7 | 95 earsit 7 aet 1 99 o1,

EMERERIEERECECEEiRIR ucikeiel
A7 9T & SrEet Are Al 7 H ot O |
Tt & AT SHOfT e aea |



122 The epic of Pabijt

ST AT S 3 =T 317 st A « 7 ||

ZAT, ST T S STHET ST STH T Gal it o1 |

STH @ T Ueh Hof O A1 Tl it =1 & ||
1800 HTWW%@WﬁWl

qTe st TEHEAT U [Eeanm & ||

FTET |igq o AT=0 97e I GT st 9T |

ZIST ST ZLHA JATHT o T §2 F st 74 |

e QTR GXTal g0 o qresit 3 ST it &1 3| |
1805 WW%WW%W‘

T QTERT T U 2fedi 1 =aor s it 39 ||

(a1 Fiad Uk AT ST A FHig L T |

T AT ATBT A qThIE |

AT, 3T RO W |RTAT /AT shist H1Ht ||

w3k [T **

o AT T HT o o BT AT AT |
ATt FORTRY ==t & w9 A/Tar S FeHt ||
FATET Had AW FZiL T § = ot i |
STST FLT SATAAT AGT < B L st 7€ 7 ||
FTET Hiad T F qT5T AT qThig |

s ST FOTTEY & Tt /AT it FTesHl ||
TS, AT | ISt ATET FAd g1 IS Al TaTe |
ST T BT U T IS it Hai ||
S O ST ¥ TF RSS! ATA ot I |
T AT ¥ SfOrETeT qa¥ st arsioT ||

1820 @,W@ﬁ%ﬁﬁﬁﬁmm‘
T I TR A BT ITST it /e ||
TG T AATL 2 FT o O qTeBT A AT |
T AT AT U g ¥ Ardied it a4 H ||
T S7aTqT ITg T ATAT |, ATAT T &t & T TSIl shief e |

125 el T ATAT Tk FISIT Teh ATST66 hist |12 17 ||
TEIORTTE & |TAT ° AT |1 HaZd ¥ Hisf a7 |
AT AT § FHE A7 S ATreb ||
33 [T a1 91 AR FE i Fea |
TET W oSt HH AT IS FrepHt ||

1830 Wéﬂﬁﬁ@%%ﬂ'{ﬁﬁmﬁﬁm|
|7l FTl FaTd TTe U O I st aRreT ||
g TAT 9T 9T [F8Y 99| 8T =St L it 9aM |
TSl 7 AqeTS AT I GIT L it FiaeT ||
ST sfferg AT g B ok 2 |

1835 @W%aﬁ%wﬁqﬁmaﬁﬁﬁﬁﬂ




1840

1845

1850

1855

1860

1865

1870

AT, AT FF At GLat I ot THE |
T ST T A < W1 Tt F T ||

AT, T A T TSATST HISTA 2hlof 107 |

o § F AT TG 37T Teped T shist 107 ||

FTET, TSl ATET Fiad AT =T 7 &, & HT Fist 27 |
RERIERERIcREEEEIc k]

AR, AT =TET Fiad T2 A0 A7 § 6 Tl |

STST F4T ST AT AGT O Tdes 0 Hist &g 7 ||

AT, AT AA £ TBATST ST /ST it 14 |

T O el ST, Uk HiaT @8 gl S ergy ¥ #Hat st qra<y ||

[T **

GIAT I19 I AT, AT TBAlS! FioTe st 40 |

T 2T ST U AgT « HiaT Hist 912 ||

AT, AT AA O TSATST HISTA hlof 107 |

T § F AT TS et hist 107 77 ||

o STt = 77 et § fiet ueand |

ST AT | ST JHaT 92 &S O 20 st TreT ||
T FHETLAT 7gieh =V, UM hlst AT |

FT 9T I Teh AT AR hlst S0 ||

ST, SR gl THETAT sl 3 |

AT, AT U THEL T IO AR S0 RSt SET ||
ST 919 9T 3707 FHE < st 1Y |

F¢ TSI =0T it o= |

fohoT ¥ FTAOT Ue TR st AT AT ||

(T Fiad T Al A0 qHE I HUM it o= |
IR HHTL AR STl AgT < TAt, Gt st A A ||
FTET Had HHL =ATST o qUT § Teh S[wrdT qvit I it 3A7e |
Fiaar |, qiadi 7 qUe UFH qHaT 1T 7 i ATZaT ||
T I U HTSesT AUMET Tah TSt a7 3 it T2&T |
AT AT AT T Fergwor STt st 79 7 ||

TR T AT T A 07 FHEL T ISt 42 |
EArSit 3@ Fig F—

TTe AT o 0 ok W 3707 FHEL < st 52 |

e =g AT ey U AT /T AT i 3 H |

v TSI aE Fis F—

EAT STHAT A 9 07 1T qHET < it =e |

TAT-ThIE AT STTE 707 0Tt 27 4T, 347 st AT ||
T AT ATET Fiad AT T AT I AW IS SN |
FL-T AAHR Uk THET | T HIST it S A7 ||

g TAT, 3¢ TAT T AT hel< =Sl € ST |

Sadya ro parvaro
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1875

1880

1885

1890

1895

1900

1905

124 The epic of Pabijr

- AR THET § HIST il ST ||
ERRIEEARIRIE ISR oY

T AADHTL T IO § ST hlot Sies T ||
THEL AN SA=aTal REAT FHET I 9hm it 7|
Tt <t A ATt ¥ O ¥ A 9T |

R a7 971 U FHET ART qHE O 9T it q1T |

o o LA N i Y
FIAT oot Weh TTeS(1 11 *hit HdD ||

*k JMT **

T I U FHET T [T q6E O 9T st q17 |
FHIAT Fiteh Uk TSI AT ist A9 ||
REIRIERIEE NI RIS Ecd

foRe-foe M T |t 3 99T st dif=ar ||

LA ATHT 0 SATST oI FTeAt ATaT {Hauft I it T |
I SET o <A1 SFT H it e |

ST STTET AT TEH AT st (HhT &1 ||

T I TEA SATSTS T el Jrar (9avit I st e |
AT AT T ATs Fq1X ATHD Hist SRTST ||

3EHA AT Faol AT STFAT H it TS |
HAHA AT AT U 2 H | et | e it e 7|
TS T STHET 70T SIS T ¢ TTEAT Fhlst &l |

TS I AT AT G2T HA Hst B4 ||

[T | =it =T JiEd o 77 FiS T 7 ;ST AR hist = |
ATET GoTal ST &g O Tdes G it &7 7 ||

(a1 Hiead FATS! AT 7 &S T [@7 | U g § e 9|
oT-dTe AY TS T FieA 1 47 it arseT ||

T Il ¥ TT 1Y /A | A1 st a1 |

= B g H AT A AT S w0l ||
EEIREIERIRISICIRIESIC LISkt oY

ST oI Teh TE0T 3 shist IO A ||

& T, o T SATSIST AT TA07 7 FZT hiof A1 |

T AT ST H U Tach! T U GTST hist aredl ||
iAT, @fear U g T SAE TF q Tadigt /st 1 |
T SSAT TEAT ST g ¥ HiaT Fiet qre 7 ||

ST g § U T 7 Al S ot ||

69 Presumably a slip of the tongue for ro or rai.



1910

1915

1920

1925

1930

1935

1940

1945

**Tna’**

AT TSI 0T AT A0 H =il it i< |

oI S § UF A@ach 1Sl et |37 =t ||

& 2, % 2 G T SASAT AT HA T 60 a7 |

T TOSAT o F2...AGT | 4TSt st =i ||

SIS &G T SATSAT A0 ATETAT 0 T U0 it a1 |
S UATY [3| T areTadt 7 ot it Ao ||

TTSTT AT FTeh! ST I S Fgie ST |

e SHeaT thel I &1 &l 7 T 92 st qideT ||

TOT TI-TAT H AT ATbAT T a7 0T STeit st 2 1 ||
AT AT T ATBAT T 0T &TST T It Veror |

T &TST T BATS T ST UM ¥l & TS 9Y 7 FlE 7 ||
.. BT, EAT U STHAT &1, ZIST AT STHeAT Qe « el st =i |
ATt T AT 7 & ST AT it =7 |

waest T AT A1ST 2aT STt qre! g H AT |

At T AT 7 [T AT g% s =7 &1 ||

T Il ¥ TT 1Y /A | 6T it 919 |

= g g1 § U "7 U AT IS B |

[aT| =ieT giad T T A1 79 § Hichl it a1 |

I ST U g 4 s G 00 Hie ||

T Ol ST, FieT 5 U 01 99a< < [Tt | o st dix |
T T AT FOT 7 § ot o= |

AT et T ATET =ET qiad U 707 GHET 9T it 91T |
ST, TSI IATL G < TAes st Hire T ||

T omet T ST 9T 9T T TSI it 91G |

ST, TSI IATE UF AGT U b hist qireAT ||

HHEL AN 9T qT AT FHET T AT st 17|

ST T AT U g T Wb G 00 HiE ||

**Tr'a’**

RIS e o AgT | g1 AW I e |
FIEAT ¥ GHTS AT T WBISTT ATE st Ao | |

(T A TSt Ag T § AEWD [E] ST o 20 |
HET I AT U AT AT shiet = ||

o A, AN T T A1aT Tah G ATE I it 3Aie |
=TT T ASTE TSI WA 35 AT shiot AT 7 ||
TTSTT TE0T U AT Toha 07 ist 0 |

AT T ATTE AT A S AT st 1 7 ||
IS 3G G AN eraT—

T AT < ZhIEl ST A § Hleh! it ard |

Sadya ro parvaro
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126 The epic of Pabujt

3Te forat Arst 91e T Fist 2= |

TGO AR Afes T 77 frg =T STt st <3 o ||

STe TorT TSt 91e IT U 919 I T4t ist eae’ ||

REIRIEERIERIEEER R UIEIEFERIEY
50 ATST I ASTS TTSAT A 35 TS it S a7 ||

o YT T qT FOT 307 L2t H STFHT ol A1 |

T AT T SIS Sarsit 7 g9 & ||

@l T 919 9T Ueh 2T SAHeT 9% e il i |

T AT I ASTE SATSIt T & AT it St o ||
1955 @‘cﬁﬁ@ﬂ%%@ﬁ?ﬁsﬁﬂﬁﬁ@maﬁﬁm|

T Tl T AT T 6 HieT it /=T ||

FIeT, ST U & STHeAT 30T HHET 9¥ Tt st 21 |

T ATST O ASTE U AT 5 Fasi] TTST st e ™ ||

TS, e T STHAT ATL Tah FHET I TLTE lst 1T |
60 STTOT {TS FTE0T ATEAT shist IAtedT ||

FAT STHAT & EI+T 70T | ST ST 21 |

AT Ueh SaTSit U RILSIIOMET Sarsit Rt =rfe ||

SATST #1914, U 9T I RIS T 1T it el ||
965 TGS GaT AT AT FHST T ISt A1 |

TG AT TS@TS ZaTSil w1 Gqe T whist 91 57 ||

AT, AT E&T STHAT 3797 A0 < a4 hist Dl |

Sterdt SISt ISt § 07 7 THT hisl THaT ||

=S AT 5 7T TG ITA T ATST T st THaT |
1970 %wwﬁ%vqwawﬁﬁ%ﬁ“

ZT T T HE HTAT 707 € ¥ TSl FHAL ot a9 |

ATAT FATRTAT T Traor 3 oft ot @y ||

GiRIIE] k%71

T, T 39 U it 1T THAr |

THAT, THAT &It Teh FieT 1 41, A7 shit qrear ||
1975 W,W%WWWW‘

THAT ETed T ATt < e AT hist HBHT ||

AT, AT AA I TSATST HISTA hlof 107 |

T § FA AT TSI et #hist 107 7 ||

fae 3 38 T gt ¥ ol 97ad |

70 Presumably a slip of the tongue for adaryo.

71 A section of song and the arthav following it are here omitted from the transcription. After completing them Parbd
realised that he had forgotten to include the crucial scene in which the princess Phulvanti sees Pabiiji and falls in love
with him; he then repeated them both in fofo, including the missing scene. It is the second, complete version which is
transcribed here.



1980

1985

1990

1995

2000

2005

2010

2015

Sadya ro parvaro

et T H=T F qresit garet Hist 5t ||

& @ =& qiad AT /T A st a1 |

T TS I AT T T ATENM g2 st I |

T, AT ST T &0 T A s R ||

T, TTE I GISTHA HIST < AT ATGIVT Z& it A |
rfier et 1 <1 =T T A FEET ||

IGT ITg T STwaTaT =0T Gl | FhisT ST 79 |

TET T, TET I A=GTAT Gebel STRT qTsil U GTel #hist 3T ||
FET, FET FAAAT (BT U ST AL it AT |

T T BT T T EIT AT hist e ||

2 STaTAT Bl ¥ 9ISl 3 e gl 7 st ST |

| BTET 37 W | AT STOTIAT ATEST | I it T i ||

< Rt ST JICAT T Flst T |

HOT AT AT [TF | % T TS AT & H T it H1 |

T e SRAT STFAT 7 AT st e ||

T AT A (ordT 72 T 07 HreAT T ot 1o |

TTeT | TEATST HIT Teh HIIT shiot T ihAT ||

ATSHT A T & AT H T IS H |

FARNT ST U [ 7| ST T AT st Sty ||

TS ST, I AT T UH 9 ALh SAT61 el <4 |

S, RS TH TS U ATOTON Wi & erer oy AT |

=< 3T I A FEL S <4 |

 STaTAT ATSSit F2TT Hlchl AIST U &1 Fgid it TEaTY |
StEaT thef 7 < ITET 31 T 9 it qideT ||

IS SIST € T ST 0 7T At 72T |

HEHT ST U TSl a1 Fie it HHaT ||

=< It FeAdwc! (BT AT U STTeh! AR ot 9 |

T Tt e we (| afesat 1 forgwor s s 13 1|
ST T AT STT (=T 07T it St 1F |

FTaT Hiad T AT (0T Gl TR H TH A HlT I |
A FT AT TS I T GAT it a7 H ||

T O ST, ST A<l I GIS AT |et U TFH Gl AT hist T |
TERT AT H HHL AIAT o AWTAT st qaraet ||

(T Fiaq 919 < o6l G 2l S U Aief U gHAT Taad anT |
e <f ool G Tah AT H a1 G it JIAT ||

& ST=aTAT ST ITe IT 377 A=A it /i, T ai=t 97 |
a1 T Tl § o 1 UF AIei U AT Taad anT |
HiadT < ool § Uah JTaY AT st Aiterr ||

72 Most unusually the intervocalic -k- is clearly pronounced in this word.
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128 The epic of Pabijt

1T Fiad <1l (07 AT =T8T § T SIS it 215 |
2020 [ FFAT| STHA F AT TF HIST T UF AT Taeq@ hist anwT # ||
FTET Tiad FT qTBT AR qThie |
ST FATAT T GTae I ST T SAToTH 92 S Tk JIST o it g af ||

**Tna’**

T AT, T AT ATGT AT AT A q01E |
ST FATAl HIST F SATATOT ST I it ST ||
205 FTa ATGT HAd SFHA TSTST HRAT it TN |
TG [AeATa ARSI T@Hd st qisTet ||
T ATl Fiad geal JIL < o1 |
T@ T HA FHIAL SRTGT st 7 57 ||
ATET- Y2l AT 07 =T I LT A1 |
00  ARITST TATE ST ATaSil {STT shist AT ||
ol FATET Fiad i qIET 7T U it 1 |
Fg, Fig HFd 2 T =TT HIS AT |
T, AT TSI 3T 2 SATAT FGIL 37g shiot JforT ||
gTae 7 Jiet &t Hfedi | e aara Rl i 9] T4 |
2035 ST AT FLHATAT AT Be T ATHT it AT ||
& I ATET Fiad AT | I hiof a1 |
FHALT HIH I ST TG STH < it ST ||
FTH-HLSAT Q1T T 2T IAT [hevdT I [T st 7 |
T, o1 AT TSI ST 4 shist ST ||
2040 WW@@W@WWWW|
TG [AeTATa ST U TEHA il Arsre! ||
gt eTae T |IeT U gedl | < 971 |
ATST- Y2l Al STRT ITg I G Flst TZEH |
2045 ATATST FATS U ST TIST TSI 3 Il it 10T ||
JeT &Tae T |IET 3 Teh S(TSTH [T 1 it 216 |
T fOATe eTae 3T |t U 7 S0 st o o ||
F AT U HrST O A= U qrest, qret 3R Fst arhig |
AT SATST AT [ AT | ST Ao shist AT # ||
2050 T AT FIST I ATSTIOMET Fed TATET Flst (S9N |
AT FTATAT GIST BleaT AWM L st Hia+ ||
1S, TS T 1L, aATE erardt Uoh 0 fe@oft T g1 el =17 |
@A, TG [AerHT HIS! UF GEHA st A1l ||
T Ua At A0 Als a<irEr [HURT |
2055 ST TAATAT o gAT Fhiot AT ||

73 Here and in the next line, soda would be more normal.



2060

2065

2070

2075

2080

2085

2090

2095

Sadya ro parvaro

TAATHT AT T qATBT A< qThig |

TAZT S[AT U TUTEHT FOTHT 2hioT ATSToTT ||

X TSATOTAT AT T AT T I AT |

et fog Sre Tt T SAr it anTst ||

TS HUCAT A1 ereefes-Tged 1 i W1 |

HIST T Ueh q1g 1 F&TaT et Afsat 7 Saor STl st 39 7 ||
AT ASTIC ATSTTOTT ST 3 3707 T < 3hist st 1 |

HIST 3T /T @ 1L a4 [t @i |

T Fdt |t ¥ [F | =2 4 st drsifor ||

AT SISO ST SIS A9 &R < frg=ht @reror I #HT st ST |
AT H AT U AT T el /T STt it <9 7 ||

T ¥, TOT ¥ AT <ot o T U AT < s @i |

[2] 31 =ori A ua wrfeat 0 fergwor =it it <aar ||
STl @ ST aHTe! & 3T et T Ta9Y s g |

Ferelt & ST e =g T A o7 A ST |

T T /G AT THST ¥ i A |

AT FLATSIT AW T i @iferT ||

SIS STl =FF T < St it ST < ||

FSI SISO (A |iet 0. A=t ... AT &It 2ol AT, AT FHLHAT Fist 371 |
HIT M7 e SAearar Afesdi T forewor STt st <aar ||
I ATSIOTT U (¥ a7 37 it TeaTH |

e Fret ot A afet T e St st @aqr|
FSI TS0 & T T o TG il B |

e TSI [T a7 I | I 2hiot Ty ||

AT T AIAU Ueh AT Ueh SAea1al 31T Hal g7 hisf A |
EERUEREIRICRIREEEEIS RIS ECRd]

ST, ST Teh JTA0T U Hadl grai it 31 |
SlERIEEIRECREIEIEnll

STT Sat AT ST a7 I STTSTH 3 il i |

SRTAT TSI Y ATHAT T TTSHOT ST hist 3 ||

AT ATt 3@ qE et —

|ATET T STT HTAV o TTEET, qTET ISt = |

AT TS AT T AT STt it 2 ¥ ||

2 Tort e & T @ T B | it Sadr |

2 AT e STeft T AT |

AT AT T @ <@ A St O <@t A 9o |

T ATGOT T ATA AfesdT 37 oI T St st 3 ¥ ||
AN g ieh HTA0T U ST STIT FATeaT § 31 |

o A [HSTrot AT Afesat 17 FragHor St st 39 1 ||

129
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< I q1 91 < =0 7 | (3= |

& 3 ISt O AT U AT 79 3 it arq |

FOT it FET AT ¥ T O Al U T ot A |

T, S AT e AT Teh TR0 | U st 9o ||

T O FgT¥ A1 AT =TT FHY =Sl ¥ FAl T T st |G |

TR ETAT ¥ T U o1 T A st & ||

AL AT ¥ S ST G AT 01 1A |

Teh ZTT ATHT 7 Teh (0T HAXT ¥ FAAL 2hlol TI107 17 ||
**Tna'**

FLHA FATHT HT AT ATBT LT AT |

AT TET T HFaL T T A it q1TT ||

g AT SATHT ZLH AvaTdT AT Ll I¥ STHAT |

T el ST ¥ T HIaT it q1avy ||

AT, AT A T TS T HISTA shiet 107 |

T § FA AT IATEHT Mol shist 107 I ||

T &1 AT € T gL aTdl i 71T L 77 |

ST AT | FFeT § e W0 T 9T ||

SATET-3TIET el ATS hefd I Ueh 3| Horr st a7 ™ |
AR TATE TEHA TATHT AT GoTel Fhrst AT ||
T, ToT FATHT AT T ATS FetH 4@ O Hs a7 |

& 31 <ATHT gLA AT 7 I st 1 |

AT HTH I ST TG STH < it ST ||

TS HeAH FHIH-FHISIT 2T6h AT vt I FHEHes FHst A7 |
=Y ¥ HT T ¥ AT A1 ST < st ST ||
MEIEIEEEERIEE LRI EIE RIS

T TSI o SATIT FHhISIT AD 2 hist qiteAT ||

7+ Presumably a slip of the tongue for laga.

75 The final syllable is not pronounced.



T U qedisl

**Tna'**
(T Fiad U T Al qTe6T AT drhig |
AT FTATAT GFaIT T e [ ahist AT ||
It ATS heTH IV AT =0T st oA |
a5 HOTT AT AT 4 Tdes S0 Hist & 7 ||
HIST, WIS ATET qiad Teh HH< =qTST AT it 0T |
At FORTRY &< |TaT shist FTeH! ||
L A AT Hiad 0 JIET S, 0 LT RS AT |
el At ATt |ret ¥ B Qi st e 7 ||
w0 g TT 9T IT hE¥ HIST T il ST |
FSAT AABTE &l T HIT AL Hist qiFer ||
T ST IHAT, AT 9 Teh Fiaar TLai T i JHET |
THAT, THAT BTt Teh < AT st HIBHT ||
TN, THE 39 T et I st SH7ar |
s THAT ZTet Weh FieAT I AT, °47 it qirear||
A, AT A LT AT AT ABATS T AT olst 0 |
e, 99 | A (AT ITaSit Tepal SATaT shist 107 7| |
T I ATET ¥ T T AT AT L 30l i |
o &, o T FTest arestt Jiad ArErSi A gt et are T’ ||
2140 Wwﬁmwﬁ@ﬁwﬁaﬁﬂmﬁﬂﬁgﬁaﬁﬁ%ﬂw
I, AT TSI O H=T H AT &S hist 5T ||
T T TSI FIST T e AL At Hi |
SAATIIOT < HAT § ST TSt it =T ||
T I 3, TT ST AT § ST 2ot STFAT shit AT |
215 g TAT SAATI 979 HIST ¥ lst 3THaTY |
AT TSI A gl it arre Tt ||
T qT & ShIal ST U gl § STFIT shiof 714 |
| o ST U ATE {ET Aot a9 H ||
T 07 ATH T AT o SeaTd1 AR 0 |2 st =77 |
250 ETOT Tl Weh ATt it € Fhist 718 T ||
& T 9T 91 < Al Fgie ATl it 97 |
T Tl STHT O Gl T AR et |qE 6 ||
At IS SATT STHIA | =g+ Fg ST HISAT A A1 g, Fg FHal TS ATL e AL I § gt 1S
A g g, T F2 31T TS TSI A @ ol A1 T | 1 ST 1 /i w0 AT ¥ 2, L F U qite A

76 Parbii at this point commented, atai arthav rai médynai kai hai ‘at this point they say it in arthav (only)’. A non-metrical
passage follows.
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TS HAH T G O FHATS! &, T ATE TS AT I <9 F Fis 1o a9 | qT & T Fa7or &t
ST AT It 3@ [T, qTesit (& ar o1ed o (AT &, 97 {37 3 Ot o9 T2 g8 § a1 (A
R A s @ 7 ol A @i | St R SR w22 € ¥ I v s Fae goft Qi g8t |
ST AT HYL HL oA AT S AF 93 [ ||

**Tna’**

AT ATET Fiad T =JO T@FL Il 714 |
uss  HET o RAT FATRISt U St et st 107 ||
g ST ATET |iad (07 gt | =0 T T2 |
U faF T IRMGT ST TS o gt hist qTiear ||
T AT ST AT =071 | 0T, Fqoft 7 #St st A7 |
AT ATTL FepT hrot F2arT & ||
260 @ AT T 3 Teh ARTdT AT hist TH |
TEad U GroAT U JATI07 ST it STt | |
IS T 914 I U, TF 77 < Ha2T st Ham |
FTaT Hiad U ST HHT =TS T AT Hiof H0 |
- AARI Uk Fiedt 11 6T Srest it 2 o7 ||
265 ZAT T FATETST SATSIT SITATOr shist |1 |
T AT FIST T Tl T T A1t o ||
GIAT 914 I AT Tals ! HiSTe shist 14 |
TS Zel 19 Ueh 7% LT ol a7 ||
3T U 16 U AT HlEgel T4 |
a0 TTAd T FHTAT U T TSt AT AT it At (et ||
TS T AT &A1Y =0T | § it T |
ST T IT & 1@ I st i< |
AT TSI ST ATET ¥ AU ot AT |
FTad JISIOET Teh ATEY TSI AT st G ||
275 AT - | T |ATHTOT T TSt =0 it 14 |
TSt ¥ ATH < Ueh SIeaTaT AT qTesit st are &t ||
T AT [T T 979 9T 918 8T it o |
TS Fel A Teh ¥« HIGT it q1a<T ||
[SeT| =5 TT &t STHT 3707 g2t | =l Fiel 9wand |
2180 %ﬁwﬁmmﬁ%ﬁ?ﬁﬁqﬁ?ﬁﬂ
FAT AT o ATST Ueh AT I HiAT Fglel st 417 |
ZIST TSt 3T T Teh =0T hist 9= |
GIOTT =T ST T "t ¥ it 914 1 ||
qr St 3@ 42 AferarT—
2185 Wﬁ%wﬁmﬁ%ﬁﬁaﬁ|
TSI T T AT HTeT i 38 ¥ ||

71" For naind mé ghani.
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R @A FE @ § 7 &5 giedl g | 9 T o o 52 qf T @+ A1al, arent &
SATTET F@TY e IS T341 20! TS @ F s H1 ||

FET AT o AT 9T U TREH |

& T &St 3707 AT < @Ol st T |

AT T HETSSI & ST il HA o ||

AT HETESI 3@ FIAT & ATl & qf T 2 @M & ST, AT =2l Al 3 ||

FET STHAT T T I ATE T § =07 it O |

o & fGF T et U <@t O "qiad A AL st A ||

AT Teh ARSI =0T ek T S0 st 1T |

T &I A ATl ARSI =0T it @i |

ST ST H Earsit 72 shisf arterr ||

CINESIESERIEIERIEIEISE ]

A T ST A AT A1 {7 ||

EAT AT F& ATE A | A ot 7 |

T [T X St AT =it AT |

At Tl ARTSSIT A =hist ATAT ||

Ot TX HeahTl ATl 0T ST HIHSAT il T |

&0t T eIl Ueh ATl 1T st Hided ||

[T T E AWAT a7 T § Frot i |

T o a7 HNTESIT o AT Aq¥ ATAT SAAT97 JieT st <a 77 ||

AT ESSIT A STOT A0 <1 JIAT qF ST H 1078 § =€ [ 7 e feeft # samw @ | & =
THAT-SAAT TSI ST T8 GrAar & I AT ST e A0 | G TR0 qiesit H=r aedl, qf
ST, 3T AT AT ¥ |iad < # g | 1 A7% AT 3T TAT FT Hlal? sief TS AT98 qiad
Fastl et | § 1 Al Gt S T § AT § ASTE o I, AT TAT T At ||

ISt AT AT AT SIft 7 Sraar |

=H a1 T e fem = A |

STOTT S Ao, ST AT, FeIL diad ¥ g1 ¥ ATl 9 g, 307 ared Hicd {0 ¥ =98 S 910
379 HIOTT T T, A1 ATl ST < AT I TS AT | AL ARTSSHT o AT FEHT07 =ik it 353
e =g fr ||

k3k TTTET *sk

g AT 2T SAHAT HUI gLUMNI HST T2 A |

TS Fel 19 Avardr TTasil ¥ it et | |

GiAT T STHEAT Teh T Todle! TS st 4 |

&S 2l ST oot | TS el ST AT e i 5 A |
R T ATt SO AT it T4 |

78 Parbii prefaced the following non-metrical passage with the remark atai arthavd mé kai hai “at this point they say it in
arthayv (only)’.

79 For mogaraji rai nama i.



2220
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T AT G dastl gell st ane Tl ||

3, &St ATET FiEd 07 a1 =N it orFqane |

T T ESATST T FZTE T 5L 1 009 it o ||

TGl HIaT & AT AT =0l ¥l § st ST |

T 1 SRMeh! & ARTSSIT A =0l Fhisf /AT | |

T I FgT¥ @] AT SA=aTal Ueh Fiedi o @Ol st 371 |
T a7 T FMMeb! ARTSSIT o @Ot | shisl L0 & ||




2225

2230

2235

2240

2245

2250

2255

i U TSt ()

¢ TT 19 9T 979 HTST ¢ H0TT shiof STEaTy |

T T AT qFT  HiaT it ] ||

g TT 19 a7 AT et | ol st 02ard |

o &, o T IS ST 1S 6w« gAr it AT A ||
ST ITe ITA 37T AT hefH < G it I |

T HaT heA¥ o gl TSt hist arie AT ||

ST, SIS TSTS aTs, A | 7 Fist Haas |

FT GTST < STAT FTHIS( AGT < TAB G2 0ist A< 4T ||
=TT T AT AT AT i o a1 |

HOTT, HOTT =0T et g O e Hist 7 U ||

AT FAT ATS TF BT ITST AIATST ot AT |

HITTAT AT TS 7 ATE ST A habl ||

TS e i aarar Sl et 11 fAeAe st Ao |
o FETAT T T < FHL =TS ot H1HT ||

ISt TS FHerd gH STHAT FgT it e |

T HOTT AT g 4 s S0 st 7ie 1 ||

T Ol AT 3707 STATSIT <1 =i =0f ST |

T3 T AT H AT AL Al A1 |

AT T SITST AT 0o TRt T HA 7L AT st HiaeT ||
TUTET ¥ &1 e U F3@l garedt 02l s 351 |
3 FSAT TS I T =47, 747 st AT ||

T AUTET ¥t & et et 0 Hist 907 |

T RIS o ST g T Tied 4 st At ||

w3k [T **

LEIRIERIERE R IF CIS RS

T T AT g 7 Hraw st e ||
TN, T 3 Fiaar TE&r T it FHEr |
AT BT T TS A AT A1t v ||

TS Zel qTg a1 AT DTSt HISTA hist 107 |
HiaT, T1aT o Fieg T HaT et qraT ||

T I ATET a9 T AT I ¥ 7 |

TSI AT | ST i | &S W0 20 it arreT ||
FI T TTATHT a1St Tl i U TLATST st @I |
EEURISIRIECIRICIEIE A

ZIet, ST U ST a1l U ST 4978 < it @166 |




2260
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T HTHT {9 ST Tat T T 92 st qi9aT ||
|TET |iad gl AT  avaral =7t 1 5 Fist o |
STt SvaTar HE ATAT FgT ist FlHT ||

o T 9T 9T T SITSTH FaTe! st 216 |

ATHT, ATHT {975 927 MET T G T2 Hit qiaer ||




qTeSit T AT A TS|

**Tna’**

HAt At A15 U SATel FLHT Hhist 9 |
AT, FAT GeAadl T e H 0T FTS ZHo ||
ESkEEmIRICRIREIS Rl

2265 ﬂwaﬁwv—cﬁﬁﬁwﬁwﬁﬁwﬂ
ATST 31 AT AT Faol BIehT st 707 |
HEST FHSTIT dTS AT FHS T FHTHT hlol B 55 ||
HTAT ¥ o TR ST U 3 FHIOTT shist o2a |
T SIS T AT AT st A1 et ||

2270 Wl@'&ﬁ?ﬁaﬁmﬁwgﬁw\
TR SISl I a% A1 st Far & ||
g U ATl Afesdi § FigHvS Hist T |
TS Fie T AT U Aferat 1 fergwor sht F1t Z=ar||
TS Bl o & AT HA < st a1 & |

s AT o AfesAi 1 forsmr St s F=7ar ||
AT ATE § I /A U HIf STaar |
=TT TSI I BT FRIE it AT ||
HIAT ¥ A1 § ¥ &0 A 0 St A qr |
TE Tl T U BT TR A Ao |

p30 ST LT ST A0 < TAB T i 91 |
TAT ST ARTAT AT ZAT Tqer@ hiot I H ||
w2 R stor g Faer@ anT ¥ it |/ |
¥ AT e U gfedt 1 T St et <@ ||

FETHoT STt of FT o qret R qrhig |
nys  TORHATET o ST ORI U FigHS ¥ S i 7T ||

Tl TeITHOT SATET TTOfT <7 ST hist S |

ofreft o1t § fareor o aroft st ft e ||

T2 of ferror = =oft qrest ST arEnie |

U [AHTST o ST (97| UF FigHe ¥ "ie Hist 77T ||
2290 mﬁﬁwaﬁvmwﬁﬁﬁﬂﬁ\

ofrefT ercbt | Terreor ot o st ot e ||

= ferrwor St o115 79 T @ e |

80 The final syllable is not pronounced.



2295

2300

2305

2310

2315

2320

138 The epic of Pabijr

e fo=mHor A, AT Todrs! Jise St 40 |

a2 § T T fareor wanr st wane ||

o Tt =g v gt § fret, fiet aeara |

o 31 ST ST FIgHE § Fre W A FHist TRET ||

ATST- Y2l Al STRT I U G Flst TZE |

AT AT STHr Tz o st ArterT ||

T 3T AT IT 7T FeTHOT AT it HiS |

A FATTSI A ST TGS gl it aIre AT ||

TS Fiad ol ATATST [Z3T U ATATST Teh. . STTATST AI@ I | ATaT T U & =0T Hes it a1 |
T, FAT TS I T AT AT TS st AT ||

Tt ST o =FiESt g O st ara |

g farwor STt 2 oy B A A A |

T, AT TS 3T 2 ST 3 hist Aol ||

FTET Fiad SIS qATS ATQTSI TG =T 7 s a1 |

ST FLHTAT Al BIST ATRT il TTT ||

% @ o7 ST o7 | < it T |

FAT I I AT T STE I lst ST ||

|ATET T FTH-FHTSAT 2165 T ot T Aeae st s |

AT & T Jiet ¥ =2 O aTesit it A O ||

ST oI AT Teh T qTe AT shlol TR |

TS |ad 1Sr 3707 fareor St & 9Ty, oy st 69y |

AT M Afes AT T FrgHor STt st <9 ¥ ||

¥ ATSI U frgHor STft =or st Ear |

T T I SAvardl At 1 T St st <9 1 ||

fareor STt s e T st ST |

FATEGOT TS T &T0fT HieT feregqor st 37 183 ||

T TSI @ AT, ATGTSI ¥ A1 AT TS s o 34 hlg oA e, F o FgI¥ AT 3, FL-THeft
%, TS ATEAT | 7 AT AT Fs F I I Fee | [EAXTHOT IFAT ATT AT ILHTST o, FgRT aS AT
SIS &, S a0 TGTE ST | 3 o FEHTBT HAeA qr 31T I < SATASI | AThT 37 T ATI
ATHTBT 5 AT 2t | A F&AHI S9qT < a1 i § de @ o5 [ | @ fgan ar =it
AT SATSIT T Fiad q@ (ST HTT AMATT o g FEITSA, AT AT FgIL AT d51 TAdT i,
=T, ST, TTAA AT qAS HB G AST—HIH—ATIL Hiad g, AL AT WSS 77 § I ¥ T
& AT ATIT HIET W 2, S0 ATEG AL ALHBT ATE, [I0| ST TTHTBT Tl A &1, aThl Fgi¥
Sl gid AT Fg ATl A1 T@T | FHAT ST o5 H ¥ g AT AL A7 L 978 {Ua¥ gr Strn &<, 3707 aed

81 The final syllable is not pronounced.
82 The final syllable is not pronounced.

83 Parbi introduced the following non-metrical passage by saying in Hindi, yahd par arthav mé kahte haf “at this point they
say it in arthav (only)’.

84 This word is inaudible, but the formula requires it.
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AT 3T AT AT HLN 5 TST | ST ATLSH 3@ @ AT, FTRTSIT ST AT AL L AW &l ar
WY, T AT ATHTDT A, T U qIq &, AT {2 T A1 T F2 AT 1 7 FLATBT AGAT, A1 Al g
TS OIS 7 S 1T | ATl TS gohd FEATAT | ATt T2 ST H, T ST H 687 U T 1010
=TS | FET S (7| 7 A av 7 owofisrar oS S g T #E w1 ||




FOT T qaTeS]

*Fk [T **

REIEIERIERIEEER R UIEIEFIERIEY
3ANTT o 374, U her< T SAT0m Shiot qifear ||
< T T AT AT T T FEI shiot T |
2325 ﬁm@mﬁ%ﬁm”
HIAT TS T T8 HHT AT ol 39 |
FET ST T U T 8L I FATAT st o 7| |
T STeaTqT AT qiad ST oIl da JTdt.. AT st 71 |
3 L Y AT A5 | AT 5 st 1 |
w0 ATl TRt QT TTS STeaTaT TTevT ¥ @ a3 AT AT TeT0 < shist 718 < ||
1< 8 Fiad q13 T USIST FAAT it I |
TET oA Ararsi g@ud it Arste! ||
ST S(Et =al qiad A0 a9 ¥ =T s a1 |
2335 qﬁ,qﬁwwaﬁwmwﬁaﬁﬁaﬁ|
% & =& qiad AT /T A i a1 |
T I & AT T STE T Alst SIToH7 ||
e e fagoT arestt ARt Fist At vt ||
2340 ﬁﬁﬁﬁmmmﬁm@ﬁﬁm|
3 TUATHr o ZAST st Tt ||
HOI ATST Hiad F8 g AFLST TI-ATh st 4 |
L ANRIRIEICIEINCIRIEIS IS ITE
et Sl o1TE ¥ STFgET TetoT ¥ anT | 8L € Fist ||
2345 mﬁaﬁmwaﬁ'&wﬁﬂ
T AT 9 TS RIRal st Fie 7 ||
AT AT ST FLO{ JAT T ST TBEL il A A |
G THHE Ueh G < ATl st aras! ||
ATET- T2l Al ST I I G it T3EH |
2350 W%ﬁaﬁéﬂﬁmﬂﬁﬁﬁﬁﬁﬂﬁjﬁﬂ
TS qTSAT ITe TTA STALN AT ATl 35 it 1A |
FO1 ¥ FROT TF T T el A aife ||
qOT aTS <8 o [T T ST AWT < st ST |

85 For ana vagela.

86 For cddo.
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e TEre et A e [ e € efioft £t et |
HE AU T TSI AT #hist A ot ||

IS, ST 9T 9T &1 /e H T st g |

T2 3T U 0T HHT I hist AT ||

**Tna’**

S TN Ueh AT L0l TIAT I BT TBHL ol A |

TS Fel ST AFGST TeT07 T st <7 | ||

T FATLIT TS TTST 07 7 I[O7 7 ol 1 |

At FAETAT Afes AT T et dor STl st 29 7| |

[FTTeft FrTTett| aTE Ferer we =g T et | won fiest 9wene |

oo 37 ST ST U FFGZT T2T07 L U e JT 9@ T it TRreT ||

2T SATST-TIET TG T I G il L& |

ANATST FATE ST <A dTS, T it AT ||

ot T I A TETOT HF T 6l AT |

% 3 39, Iq I 7 I it a7 |

AT TSI A o #ATE 1 vt Afera ||

UM, O T AT TSI T Fg1¥ AT U it A1 |

FTH-FISIAT 2Tb FFG TTT T oheot T =X F it a1 |

HY ¥ HT T ¥ AT A1 ST < st STTeiT ||

[=1T¥ AT & Fara |68 | FEE T HIS | AT qATE TH FHL A FATL A bl 7 |

FEY T HRIUE T T A1 e St aiaor ||

N TG TZT0T <@ 5, F—aael A15 FLI HH ST 2 A1 q1 =it J301 e | aga d9t e ||

FOT ¥ AR o AT 7 AT it @i’ ||

T ¥ g T AT Apae § T8 g FIeT it 2 |

e forgoT arestt aeT Fist | &y ||

2 g T FIT ST AT g o e ¥ Hiar Aig A A9, {07 ATEq 7 AEL AT A AL @ AT g,
ST SATTE FAT | FEE I FATAT €, ST ATST TN ¥l T & AT AT Fgot h8< aal, ST § Hhe
ST | § 39 FRIRT (=T I | Al o FTE ATES oo, AT TTESH L AT A1 | 39T AT qIeeit o
T S FAHATST U AT AT AT AATE <8 L T SRS =T &, ATHST | 307 AT T FA ATS,
SO [T Bt < T8 T S IS, TS ¥ T I /BT A, AT ATheT o FAATDl of ST 7o,
AT FETT ST T 8T A1 g1 AT A 7 FHIE 1A | 39 18 (=1 H{AN, 7 AFG T2 4
HIET TSI 8, W TTST T T T AT AT T 07 T 3ATS? AT e F T8 § ST Y 784 < %,
TS B Tl & I T TG ATt AGST AT, A1 G AU TLUISTAT SI1S | AT ARG T2 FHis F—
39 ATE [IT9| =T 341 A7 F 7 TG A q FOrAr |

TR OTEST SIST Y FEIL BT < At ||

87 Parbii here remarked, o atai arthava mé kaivai lakkhuu patan, “at this point Lakkhi Pathan says in arthav:’.
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& X |1 A ST 2 AT Al T T AT U FER TG, = Iroit H2an a1 w2, 12  ferdn ard g
STTE T gaT =gieh, FgIL G I ATl g | s H1 | qF a9 F AT TEar ||
EECRCLRERIEE LR I LRI

nss S ATE g ATHAT T T STt st 2 7 ||
ISl ST g T2 91 /e H 077 g |
TS o G U Afesat 1 Fergqor St st 39 1 ||

**Tna’**

1 9T AT FF AT A/ § =AU B T |
N7 el 39 e TTE! i o hist qiav ||
290 ST AATLOT TS TSAT 0T T 30T M |
ATt F&TAT U ATsaT 7 Za 0T STeit st 3 7| |
AT, AT AA T A LTSSt TSI Fhiof T 8 |
faet T e AT FIg | SIS I I s TRIET ||
ATET- Y2l Al STHRT I I G it TaH |
2395 ﬂwaﬁmaﬁmwmﬂﬁﬁﬂ
Tof, T T Ia At I TSI A L it a1 |
FST AT H g T AT 35 whiot Aol ||
T AT AT a7 «f T AT AT < 3hisl FHIE |
CIESIRIERCEEIERIREIs i canl]
200 ST AT U Gl O AT it AT |
3T 3T AT STHAT ATE /A | =0 s 0 |
e GaSit HIauT shist G o ||

**Tna’**

FT&T HFd HT AT qTBT A qrhig |
ATt FORTIRT < |TaT shist FTH! ||
2405 a@,a@ﬁﬁmﬁ@ﬂwﬁﬁaﬁﬁm\
T&T TETAT ET I BT ST shiet JiaT ||
IS HET /AT L FHISATD] ATA hisl A |
ATETT ST 3T AMAT F16s TN 2T S0l ITeT ||
RO S8 =S & AT |19 9 L it a1 |
a0 HIAT, HIAT AT § FHE ATWT07 ot dTab! ||
35 T 919 I U RN F AT ASHA |
ST HIATS ATt FEL AT S FHT ||
g TAT T 9T he< =Sl ¥ =T STEaT |
TSl 7 AqBTS AT T GIT L shiet FiaaT ||
ais  GIRAT ZIgAd TSI o JTT TBAlST HISTe st 40 |
TS T Ad TF AFRGST-ATBT Hist <8 o ||

88 The final syllable is not pronounced.
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AT, FTANAT 9T 91 9 qiadi T it FHa T |
THAT FTeT AT AT T ATAT Flst FIBHT ||
AT, TANAT 39 TF =T T Il THAT |

3T AT ALSTET U Earsit U Sl shist ST ||

K I **

(a1 Fiad 2 Al AT AN dAThig |

o STaT ARgST O ST T Hist ST ||

g AT |Gl qiad S =S sl AT |

TS el ST Uk AFGET I STEATST ahiot ST ||

ATET- Y2l Al AFg TTIT I T st TLaT |

AT ZATE T U Fpe< Yoral hrst arfory ||

Tof, T AT Fiad i AFGGT 7T < it A1 |

AT HIH I ST TG STH < it ST ||

TG TETOT I -FHILSIAT ZT6h ST (ohevat 37 Feses it AT |

=Y ¥ | AT T AT T A1 ST < st STretT ||

HE I FAT AFG TSI 2 ATE FA=AT it AT |

e g arestt Fei fameT st A a0 ||

TG TETOT AT AN T HA ST T O FAT ¢ F ATS | T2 ATl Feh TSl 6 ¥ a1 aer ot
T | T oG T TG TS F—

=1aT, ATST qiad F HIal =7 7 | Aol a7 |

I AIYATS | ¢ SATHST TR ITSAT HUI st U |

T GfesT Bl A e g ¥t e 30 st &4 ||

g ATETSIT AT AATS ¥ HiT | AF g T ATREST ql =0T ¢ | FT I 397 Ahel T | Arg-are
TSt € BT A &, 83 U a0 T AT | T @ Hls Tl & 7 hls... FE< g | A ATQrsit aa &, §
F T HiZ@( 7 T FgTE Arei T FEm |

T HET | 1w I rerdr O A ||

o HTET « ¥ FHT 397 T @ FEL AL 2 SR F AT HTET q1 R AR g AT Areeit Hrwan
T AT &, FE T AT AT F8¥ 39 H18 1 ||

Tl AT |iad AT 7 | ST il 0 |

WE T Y A T gl AT ||

TG T AT qEST G A1 A5 it Hal |

AT IS S ATGTS( A [€at | Fiet st At 3 ||

TSN T TS o1 U {E G A1 T il G |

ECEIHKICE R R IRIIEIE IR

H IGAT AT AbAT T [T H 0T STt it 3 ||

STTSt =1aT qiad T FHT qTebT a1 arhig |

ST [T AT U 97 JieT it o ||

AT 3T, 7 I U ATST A AT 7A H 0 Fiot T |
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e Fiasil 35 ST FHIst G o ||

TG T ATST AT § T HATD Flst a1 |

T AT AT 7 Afoai T feregar it Fis 27 A |

& TG TETOT ¥ ST ZoRH 1 SATAT gl 1 ¢ Sl STT i Fg AT HiH T AT, T07 ¥ el
T gHH A AT AT, T AT & T A1a1 FLar «f (v ||

v =TS = TS =0l 7 H it 04 |

AT 2T 3T TSI X ST < it STretT ||

T 19 9T ST AT TN |

ST ATESIT {STLT hiot AT ||

& @, % & AT qiad T 79 3 Hisf a1 |

Sl AT § ARG T2T0T ATl shiot Aol ||

S TLATE h T ATal AT, ST aTar hoft—

TR e AT T ATef T, AT < FHIEAT |

oF Tt T TG T ITIT < ot Al ||

ST AT AebT H BT 3T, ATHST I hist U< |

ST AR et F |

ST U ATAT STIL G T w0l 4477 ||

ST G T Gl hTS ATS g 7 IS 1A | ToRA A7 AV, ATRST T SRS FT 91 F TSt ¥ FT T HaL
AUITAT, ST FZTIL Gl his STl & 7 s Il | ST TS Il a@ s h—

ISl ATET |qiad U e =qet A7 [F7| =i |

FTST T ASTE ARG TSI 5 St AT ||

g TAT 9T 91 I "TST L it A |

AT I ASTE TG TSI 3 whist a1 ||

TG BT AT ST AR TET07 et 07 it /7T |

T TS A€ AT A1 (AT STt st <9 g ||

FAAT S AT ST T07 AR H TS ST 2D |

AT TS@Td 2alstt Ueh dios shist aeard ||

TIEAT TS@Ta garstt Uah.. Taes ¥ =T st a1 59 ||

T AT A AT FRET-ATest =om st q17 |

qTe 2arstt Riest Fomet st =t ||

TG TST0T G AT D7 O ool gf, FAra 16 T I Fepl gal, a1 g TeT07 g AT AT | Tohg
T ATA-AST ST s HILAT & FIS STHT ATl ATIL HATST 7 THEH.. TH U HeAl 3
S AT [ ] St FSTE, A ARG Terr.. F=T T WA S AT ¥ A AT AT 9 AT | v o
=St AT ATSH 9 L HFT AFG TTIT ATAT H2 [T | TV TS ATt 6, g AT he< g/ ST
HE 09 <91 A ST A7 2 | 7 EH A0 OfQ 3 01 S 7 FqT F T 2 & A9 A,
% TF-TF T THG ST ATAT AT (AT & | T < AT TG areAt, Tl 07 AT T S o= |
HIET o+ ST ATAT &1, IO 91T o 3 1S O & I\ AT 1 A0 Aohg TeT07 I e G I Far
He M 55 S, AT A ATAT H AT TG FET07 ST 1 | /AT 0 ATt 7 o7 Afq 35 47
T

89 Parbii introduced the following non-metrical passage with the comment o atai arthav mé kai hai ‘at this point they say it
in arthayv (only)’.
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TSt § A Ueh = qE HUSe < 4 |

3T IAL! T HiAE ||

TS 7 SHT AT SAEAT [T TR H, A q5% H IAL A9, Hal | T IAST Aradi A q9%
T o WIAT ARTET S AT, S TS AT AT ATAT o SIS | T HEL AT THaH Sl 9sl, AL
T ATT SdT qTET AT | Sdl ATE AT UHIH WIAT T AT 71, 2 ATt o Aqrev of foy | Arer
AT S ATA ST I ST ol &, ST 1T H g, TS o5 M | FH AT qoFg T Gl g qrehd At
T, STOT Sog TeTOT T SIS A TSt ¥ AT Sal Y& @R | &, TSt A9 ¥g Sttaar gref | ar
FTaT &, ST e, THT 2 AT S ASTS FST AhIal & ST RISl o T -=AT4 A1 & | 32 [[7]
=T AT FATAE F QT | 39 T STAT ST a7 o, TR SaT AT, JUM o1 FE¥ L FATAT
AT HET JIS-ATS TEAT T | TG TTT o AL G AL F ST o6 g TS0 qresit T |qTHT J=T
T AT AT H FH ! |

EIERIKECIRAE RFETEaR]

g 2 A 474 e T A

T § Ueh Aog TeT0 | AT hlst el ||

kI **

a1 Fiad 2 Al T T AT AN IS 515 |

ST, ST B2 Weh heT 7 it e ||

g TT 91 9T T =ST ¥ A |

TS FeT AT Hlg o HiaT il I17 ||

AT, AT A T TS T HISTA shlot 107 |

T § T AT TSI Tesat st 107 77 ||

T &I ATET ¥ TT AT AT L it 917 |

HISIT a8 § IS Fig H W0 I st IereT ||

AT AT U FlgHe ¥ [&F| Fiet T 7 ||

[ST e | a7 Aiad g =qISl o drar qei O 7T it 9 |
TSI SRTAT HHT AT il HIBHT |

T 9Te 9T 37T i < 2hisl I |

ATHT {975 2T &Y T G 72 6t qiaar ||

o QT qTe qT HOT GAT | SEAL Hhlof 779 |

T [ST| 8 T aareT U qresil it st ||

FTET AT & L 7 HIL %S it =TT |

AT, AT T ZAST ST I T st AT T ||

T WS, ATIT AT T = FSH deft ST 98 Wel 9 4 It o1 |
STOT O, 3T &SI U Hiaar 37 J7= Frst Jiiesar ||

90 Parbii here added the Hindi gloss yant bail (‘i.e. bullocks’).

91 Parbii now gave his Hindi ‘explanation’ of the preceding passage; at this point in the narrative he recited the lines of
arthav which follow, prefacing them with the remark jab dhébaji yahd arthav mé kahte hai ‘then at this point Dhébo says
in arthav:’.
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2515

2520

2525

TSt 3T AT 1 qears ()

kg e ek

TETeoT ST It S5t o =giehl Tl | Bt < e il 71 |

o et ararstt ¥ gepd) T hishuT et ST ||

|38 T °7| JeT 9T 9T SIS FaTeh! st @1 |

|THT {975 2T &Y T G 72 At qiger ||

|TET, FTT T U TH Sl AT95 gBal | st HL |

AT HITS T AT I G 34T ot <9 7 ||

TS 39T &1of T ST § st 4T |

adr 7d HAS SAA T T Gl oread 7 ||

TSIST-BI=A7-ATeBT gTet Weh AT TV =071 hit a7 |

ATHT SATE I Teh SITSTH I TSt shiot A1 7 ||

ST U <9 dTs &Il Uah T A9 1 A196 g1A7 il A |

AP, ATAS AT § Teh ST o st A1 ||

AT T AT I A0 U A1da gl st A |

T Sl GaT ° ST hisf A1hcs ||

39 ATS qTS(t T AT I FATAS o 49dT 291 = g2t T 96 a9 F LWl 525 | AT @@ <9
TS TSR, A TEwE 7 341 7 3=, [ron ¥ & =t & ||

v IOTES HS HA—

g 39 AT TSI ¥ AT I & ATAD Fgi & S aF 7§ Sad0 L | ieh | il ard, &g 5 qreeil
T H AT a2 |

K JIT **

O TS A =rees T, at g oA, st == o3 O 5 H ||

T A ... JHTAT arae! 4 fora-forg =met 3rve |

el T AFL A T I AT S T |

AT AT @ Fis F—

S ATATSI &1 AT TIESil € SATd I, AEHIT I AT I TG < ST, Tl Fg & a1 Gl ¥ 91 g7 ¥
AT FAT el TTESiT O 927 | v ||

92 The songs which follow are the same as those which occur before Gogo’s wedding (I1. 745-94), except that Parbi sings
shortened versions of most of them, and that the hymns to Hanuman and Ramdev are reversed in sequence. It is noticeable
that Parb repeatedly refers to ‘Gogo’s wedding-procession’, or to ‘the Cauhans’ wedding-procession’; clearly he is more
accustomed to singing these songs in that context.

93 For rathord.
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**Tna’**

FJATAT 7 AT 3T, T2T g g, s qrast O S H ||

STUT TAT ATAD ol T —

T AT ATl Te; T&T I i |

HT TSI QIT, FTBT ATBTI TS ||

HTHT & O ATl T, T IS € AL A, FHeddT AT e 1 T geTd, T AT 2o qraT ST ||

TS o ATae [T, ST GHT o83, ST qrestt 3 S # ||
STOT TegeAT AT hlet arol—

TSHT STA, T T AR AT T ||

AT ATATST T@ TS F—

ATITSI % & AT I TR S of o, AT ¥ S AT Jia<l 3 8497 91 §, ¥g S AT Srai Fa107 05 37 S
||

k[T **

AT Al o ATeep (AT, ST GHT fog 2T, AT ==1ori % T S 4 ||
TSIoT Tt Areres Hi TS —

TTHT % & TS, ST g & A1 |

s e =7 T diy, #°7 G ==t 9o § e ||

w3k T ok

TTHESH o =ATae T, a7 gH AT, S TSt O S 7 |
STOT TAT ATAD i T —

o ST 2o, a1 9T I e gt O 9 |

FIS {9 v T 7T, [ 3 A A« qa| |

ks e Ak

feresit = = e, a7 gt g, s arestt O S A ||

ST JRGAT ATAD ol T —

FTeBT HE FHIAU, T =76 U I |

ST TohT6T AT AT THTE ATHTEAT 4 ||

HESAT HTE F—

© STGFET &1 ATd% T act SfT, ST ITasit < a37d § ¥ $ aof gal ¥ a7 o1rg ||

94 For matajt.
95 For rathord.
9 For rathord.

97 For pabiiji.
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**Tna'**
St 7 o =wmae, a1 g o, s Trmst o8 & 5 # ||
STUT Tl ATAD ol T —
T SIS WA S WHT T |
HET I qredt Foog ||
SRTEET Fis F—

TN AT T A A, ATSH ¥ ST A Sadl T 3 @ Srar, ¥ S HdT (61 /IS Sy 317 Sre. aregeii
A H ||

3k [T **

SR | ST = A, a1 gt g, s =& @ O S 7 ||
TST0T et AT i Tl —

AT 72 F—

T ATH FZTT o AT, T AT < AT T 5 AT ST AAT0T 10 T 1 H ||

ks TTTET *sk

AIHATSI  =Tees o, a7 Gt (ST, [T 1| I Ua qresit € hist S H ||

STUT Tl ATAD ol T —

AL FTATS AT ATT- At I ARATR ||

LTSI FTS F—

ZT AT SEHT, I AT Fgid & & ST, df Fg T H1d-19ai O F1aS @ia w aaeil < S | 78 5
1 ST ||

k3K TTTET *sk

AT F AT [T, TT G 22T, ST =anon 0 I st e H ||
STAT FTaT Fiad U 91 &3] T <4l il 3 |

AT ALHTAT Ueh 9T I TSt hist ST < ||

v qTESI T T Aaqar a7, S ||

*% T k102

(a1 Fiad ST Ta dT Gt 10 34T it < |
ST 07 =TT TTESiT ot T SISl 2hist ST ||
(T AT ATt ¥ T ST < |1 st Ha1s |
FOT-F0T AT T ST 3. ey st wiao ||
=73 Hiad AT Goad ATl 140 H st 3 |

e - TR fe aregstt @ ua e it sifea ||

98 For pabiiji.
9 For rathord.
100 For rathord.
01 For rathord.

102 This song lists a number of deities and requests a generous gift from each.
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**Tna’**

=TT Fiad Ueh o & AT JFST U Hieb! it a1 |
FOT-07 AT 1] < =t Fot e ||

< < =R Higd TR ST T S GHA |

FT-F T ST T I € =t St S+ |

T AT STTAT 30T T 37 BT Fhist dl it o |
T AT ST STl 3 @I it Stiad ||

(T Fiad A7 st 307 ST Gl 3 @ g it 70 |
ATBT SIS 1 STTSTH AT HISTT st A1 (9 ||
FTET T o o TG ST 3 8T hil Gl |
ST, HST ATAT UF g A1 FAeHes st S[rfa ||
Fe FAq oAl T SOIF FH ZrAT st HA |
oz -fone g o o1 e =it st ||
ST ¥ G T G STRAT 37 i A9 |

0 & T arg O =Fg it st S A ||

forear, foRear SIRT = for =iastt st aqa |
Fd, Fie STRAET AT AT @ T F st a7 |

FET ol I ST ST it qraar ||

AN TR AT A GiAT 3@ His hd—

=& Hied AT Teh THAT ST L BT A it a7 |
oY T TR ==t # e st =g ||
FESAT G FlE F—

ST ST o 2 e & HAT It a1 |
G T AT T ARTS( U @IET st ATt 3 ||
A, A T ATl Fiad AT g7 I STal it 219 |
ATt & ST =rfesat 1 o or SIeft st 37 1 ||
ol FATET Fiad A sl H5T 7 I 1 |

& q 9T T TR AT 7 T st a1 |

T Ol 7T SATAT ST 31 Hist qradt ||

g ATET Fiad g AT ST T =T A st a1 |

FST Ut T TF STRIET AT it qrodr ||

v ATt @ Fig F—

T AT AT 0T STAAT ¥ B it a7 |

oY T TR =oet # e it =2rar ||

T O AT [ 37T | ST ST aAi 3 17 |

HT T AATE HHT ST T Gi=1 o FH07 9T ot e ||
RIS TSI <@ 79 | 3= w2 aifoar—

JTST AT diaq T, e q@ g 91 |

ST U 919 I Tt it caet ||
AEREIECIEELEIE L IREIERICIY

Pabiiji ra vyav ro parvaro (2)

149



2620

2625

2630

2635

2640

2645

150 The epic of Pabijr

(a1 Fiad Ad a7 SA1s Gi=l ¥ st aar |

FTAT T I TS, ATS TAT + STFA it iAol ||
ST T Fi=T o Y F 9 it I |

HTST < 1S T FgT At Hie 1 ||

TSI ST 37 ©i=T U =Sl g7 il A |

T AT G a1 T SIS < 828 7 it A 7 ||
AT STt Gi= 1 =St gt it 7 |

TS Zel A Uk A 7 HIal et arad ||

LERIIC] k103

gafeat, gefeai 3 s # =ioft F15t et |

AL ALAT U ST H G717 st e ||

ARTES RIS AT ST T A Frt 31 |

FZAT AT ATt a7 AT It S 7 |

iz I 9T I T IHH T A A |

ST 07 ATAT HAT I SITSI 2hioT A |

TSN ST § T At AT T St 7€ |

Sieat # foveTa |39 39 a9t /1A it Seardl. . et § [6aTd UF aad [, et | o

U ATE 29 ol A 104 |
TSN ST | STt FATTOT 0T Fhld 105 7 106

we (2] et # favara U arg a9e et At ||
(a1 Fiad T, AT a9 T =T T it JHar |
[@] =¥ 97T Het qrestt 7 | e AT it HoH! ||
LA AT &1 a1 .. AT I AT il o0 |
EET STHAT HaTa a7 I O I it T ||

< 9T 9T HOIT T 75T hist T91 |

e Hd qTesit 37T =T 3 st S o ||

FE-FE ST T T M ZLATS i 1|

ATET TR SIel T Ia AATHT hist AT ||

FETITST AT <@ q@ aiferar—

CECEEEIFRIE CERIEISKECICE

OT FEOTT AT STAT I TEdT HT A shit ATHRAT ||
T I AT F&T G007 &1t I AT Mat i #ie |
T S AT FHTeT TS HOT-A7 92 7 It Fifav||

103 Before resuming the narrative, Parbi here sings the wedding-song dealing with the anointment of the bridegroom with
turmeric (cf. n. 38 above).

104 Having become thoroughly entangled over this line, Parbi now repeats the entire couplet.
105 For kijai.
106 The final syllable is not pronounced.

107 For pabii r7.
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TTSIST ©i=AT T gTet SATSUI =0T shist a7 |
2650  GAT TSATST SITIAA I GiAT bl HeHT ||

Tt AT A, SAret el @ o At e |

HA o ST Gl 2 st 71 |

AT A gt TSt I 2 Fiet AH H ||

w3k [T *F*

255 o &l A dTS g AT A < =it a1 |
T FET T T ST T AT 607 98 FIot T |
ATT T T T TLO{STOT ST O FHL S Fle |
TS L AT FHTBT HIAT 9T 7 It Frieav||
TS A9 T TR U B, G T 197 ot A7 |
2660 Wﬁ{@‘%ﬁ%ﬁﬁ”ﬁ“
T T 15 T AT Teh WS, DT I AT il A1 |
TS a9 FHL FAT A1 WST I il A1 |
GOIT AT AT Teh ATAT <1 & hist ST ||
2665 ATS A T TEAT AT (20T T [HTH@ st 77 |
BT | ST AT TSI A ahist e ||
O O 6 A1 FST ST U T G hiot 774 |
AT, AT ALTET Tah g7 shiof [Ea U ||
T =TT A/ oISIl g1 TSI A hist A1 |
2670 @T@@TUWﬁW@W%‘%H
TS G0fT 72 FT oI < a1 Ak forame = & ||
T I FET TSI A o ST ST < 97 |
TS § weHTe] Grel Uah qiad Falel il A 1 ||
qTE 39 T F(QT qiad  BITSAT TSI & FHIeAT Hist 17 |
25 ATRISI Ueh [Hag "Il 1T =TT st e ||
T O ATGT Hidd o AT STei L |7 |
TS § FHTB! AT AT 7 ist Gie & ||
TS Zaer 3 =T SOl 7 H AehT S AT |
EAT STHAT [FaS FIST 1T HTE07 st 78T ||
2680 @'@W%Tﬁmﬁﬁﬂ‘
T STHAT ALAT T TSI H3AT it aras! ||
Al TS 39 carsit ST, o 58, FHA o o SHHT STH{OEAT Fgol GATA S H &iad i of & | av
EATSl o AT I AT TG 7 Fls I |
T Il G STHEAT 7 TSI ST < 2hist 97 |
At Hiep g F Ty T Rl st i # 16 ||

108 The final syllable is swallowed.
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25 ATE A HeTSHl Hicp g F TN TSI 35 AT 7 |
TqASH SR T AT T T hiot dfear||
T FASH [AATAT TG T AT SAEehl ST I I hlst (A=t ||
S 39 dT2 2@ S b —
TS qASHT HB G = o ATSIT ST ¥ A1 |
2600 ZLHSA SATHI 7 Tr@l [t #ist Fle 7 ||
RIESIEIRE
AT A ZLAA FATHT o T AT 35 AT S0 |
LA JATHT o ST A7 o T FHLAHIE ¥ &S Fhist AT ||
qT I AT ST s+l gad areil—
2695 Wwﬁaﬁ?ﬂmﬁmﬁ%ﬁaﬁm|
TE T FATHT g T I AT AT ||
TS < S8 =L 7 ST A0 < TAB T 91 |
ST T ZATHT g STERT T AT AT ||
A TS AT U ATE, AT [EAT AT, 1 AT 3@ At —
200 T ITA ETEBT FAAT  SATSIT ST € &7 |
T, ITET SaTaT TR T STST st Rl ||
ST FETATST TTEit <@ for=me AT, Y Fiferdr—
TS <9 /A o =IS! 8 U & G it 91 |
SIS feregom & U Hiel T e =i o ||
w05 ATS I T o HHT =TT I Fhisf 7TH |
AT &S FIATESt U AT 4 F#7 /IAT sl FTaH! ||

**Tn'a'**

T N I TS TF ST a7 7 AT I AT |
T ST U ST TTE U |IST U T JIT hisf A7 o ||
o AT SATHTET Teh qTeSMt Q1T T TI0T st aE o ||
REIEIFEEERERIEE LR R LI EIERALRIEY
ST TSAT § Ueh ATt A1 AT it 919 ||
EIFEEEECEIRIERIPEISRIC G RMIEIE RIC]
LR ENEECERICEIRINEIEEEIE e
2715 Wwﬁvﬁaﬁrmaﬁﬁﬁwmﬁﬁm|
T SFAT ¥ TSI AT &S T G 42 st giaar ||
| &t | =T %=t U SR are F SR woft Fst s |
T Al ST 3T e AT S{eaTal H1eT shisf @iferT ||
FE-FE ST AT M ILATSIT =0T S 1T |
2120 T ATHT AT AT AT o AT+ it AT (D ||
St HeTSil i g T el (=141 T I it fo= |

109 Parbi here gives both adjectives the wrong gender in what seems to be a sort of grammatical Spoonerism.
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Teh AT o U HaTel h{=ar STt ¥ o1t st v oY ||
T I ST Tl =T, =0 i (A=Y |
=T TSI of ~hTAl hicg ¥ THIST #ist AT |
s AT [R(AAT F Ueh gt &7d I T27 st 9 & ||
T ar U e F gt it g ||
G I I AT TSATST HISTA hiet 104 |
TS Fel 9 U SHLEIE T S il 7T ||
AT, AT A T TBATST HISTA 2hlot 107 |
w0 T H A AT IT9 I Tepel shist 107 ||
fae ST T 9T =g T exdt § A Hfenl q7and |
fae 37 SATTGT qTESIt ATENT =T shist TfhaT ||
< QTSI ATERT AT 7 I SATTIN HHL SAST T [T | STeoT qTe ATET <@l 319 o7 9T, 1T
secilEdleic i Real]
SENIEICEIReERIRINEITREIS IR
s TS| HIB G A T ST AT AW 1S 77 |
T =T TSt < 3Teeht it ST 77| |
AT STAL SarSit STTI =S T oA ST 37T ||
e T ThH T AT ATE T AT |
2740 Wﬁﬂmwiw|
T U AT U AT SO e O ot H = g |
EAT AT 7 AT 37T ATE < it JLAT |
TSt HIb g, 2 s F—
EAT AT 7 AT I ATERT T A T |
s TSI Y U IIAT FLHS HAT it AT07 7 ||
ZTSTT 37T ATEAT o Ueh E& HIVI HglL ot =7 |
T RITST U =T &, NSt & @ &1 U aoi 10 37 T =T hist el ||
Rrestr, RSt /R Ua 72 30 U A om st Fress ||
2750 WWWW%%W‘
ZIT 919 T 3797 ATE o Z& FHE st 412 |
RITST = ST T T T AT it o ||
GISIT U7 qT AT, AT TSATST ST hist T |
T SATAT AT Teh TIE e hist aiferar ||
wss  FOT of, OT f AT Tiad U 3T Feit I it 31amT |
TS STETAT STHT ATt o SV Tk Teft e hist arferr ||
TS HeAsit Aepg, AT TRl I Toh HI it o= |
T STal TGN Ueh I3 I ahist aifera ||
Al qASHT Fbg| T Fl5 H—

10 For bakard.
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oo TS TS BITST ¥ TTST H Tl STgep 0 i (8Tes |
BTST 0 9IS § T et Sige <0 hist (HATes |
T STAT L Sof16h Alet Ueh TLATAT AT it siteraT ||

**Tr'a’**

G U7 I AT TSATST HISTeA hisf 11 |
T § F AT I A et it 107 77 ||
2765 ﬁ?@ﬁﬂﬁ%@%,%aﬁ@mﬁ‘
fae ¥ ST HTE =TeT st AR ||
HASH HB G| Ao ST HIWEUT I TF G st (o= |
T STl ST <0 U [H| Tl A g o T Hrst o= o1 ||
o &, o T ATt U HieE Tt TR HeT st AT ||
w0 STAL EATSIT qTS el o7 ||
AT 3 FAT AT o =oft it 9 |
SIg, g T {1 A At 7 7
g I T T STHET ORI BT 9 EaT |
AT HRIET ¥ Zasit =St it a1t ||
2 T HTAT =0T AT A T |
AT g Eastl U gl SRt 7 are ||
e, ef T ST et 7 ST U AT qEIAT A1 |
AT TSTIAT @RI GRT-ATeh! #hist T |
w50 HATE &A1 9T Ueh Rl 19 st v ||
& AT TeAT ZTAD JIAT 07 ST T A 21 |
= T Tt T /AT st Fwriear ||
FHT 2o AT 3707 Rt 7 T it A |
AT I ©ISATST AT T B2 4 it ST H ||
s B VAT GAl STHAT 3T FLOTRIY HIST I it STHATY |
HIET 3T 9T < 518 3 st ST ||
TS TSI Sarsit ° a@ FATarSil 7 rd—
FTET |iad ool FTT AT 8T o il [SeraT |
T 3 G #2120 ahist ST H ||
2790 T AT Fis F—
T qT 3T T 77 =00 7 | Aleo! st a1 |
eroft Fargort 7S wrer +ff Frert ||
AT TSI EaTSit ¥ Tl § STeBT =it ||
EAT AT o IRl =0 T § SAATT |
2795 WWﬁ@WUW[ﬁ]WU@WﬁﬁWH
T ESATSI.. 3ATT FATHA o FLTE S5 ATT AT AT —
T 9T § AT 3707 SRt F it A7 |
AT FHp AXATHT |38 ST | A7 HTEdt T [ 1 €1 |




2800

2805

2810

2815

2820

2825

2830

Pabiujt ra vyav ro parvaro (2)

Hiere ¥ Feal g HTEUT AL 58 g § 7= |
8 TT 19 T e HiS! ¥ AT |

R et ¥ a2 ||

Y, AT T e e S A2 e |

e IR ERIRUCIG AR IR

T < Fepl H [ T UF. . H W O H |

Hiardt & Tt g =ivredt 33 &1 v ||

w3k M 5k

A, AT AR T Tbars T JISTA shist 14 |

T § F AT TSI et st 107 7 ||

AT, TANAT 39 Fiaar T3&i T it THar |

S TN HA T AT it FIBHT ||

AT eTae T7 °IST Ua =it e¥dl § Taeh! it 40d |

=T T T ATHST TSt 5 HIST it J1roT ||

FAT O T [ghRAT = § | v g =i 6 S w30 |
TS T AT erEe T |t A A7 ||

TSI, I Uah H1e5T ITg ITe (W Fiagett 797 |
TIETHAT AV AT Teh HaT I § HHIT Hlst g7 ||

& I gree I Gt A 7 T Fiof a1 |

FAT HAT 0T ST T2 & FHT it gHT ||

T AT ¥ FIOMAT 707 T =TS T I qLET | HIST it 774 |
AT FOTAT SATTOT HEL {IAT = T it o w7 ||

sk e Ak

& @ grde I Gt AT 7 T T it a1 |

T a1 & A | SITSH T AT ist ZHOT ||

T O OTAT HET HIST I S H it 71 |

AT OT HeAl hE¥ =IS! o 7oL it 3 o1 ||

T AT & U HIST ¥ Tah! st 3 |

T Il AT 9T =AIST st Sfe T ||

SIXOT STaor 37 {7 & S TG U2 shist 37 |

ST ST 0 e T AIST st AT ||

2 g o Zier |iSt, U 9ISt U SHT RIat St e |

2 gt for@ a7 UF SHY FREt Fist #ie |

2 ST of ST Ueh he? =St carsil giad 2l a7 =qIel o HlaHT ||
2 ST U o AT AT HATST SaTS(T o e AIS] ot FBHT ||
HA ST GTae T AT FgT hET AIST 3 3a! it 914 |

155

11 parbii introduced the following passage with the Hindi comment arthdv mé kahte hat ‘they say (this) in arthav (only)’,

as if it were non-metrical.



2835

2840

2845

2850

2855

2860

2865

156 The epic of Pabijr

BT T WISATST TS HE< AT it FHIBHT ||
ST 9Te T Tg1¥ A/ | I hlof A€ |
FET T FEL ATGII =T it S o ||

3k JMT ok

& T AL ATAT I 99 O it a1 |

T HIST g5 AN U ST it &1e ||

STt o ST e HTAT AT STAH st |0 |
AT & ST HIST I T AT 6 A1 A ||

T, THT TSAT TT HE 307 FIST 1T AT it 310 |
T AT Ueh qTe I Taqch! it arsied ||

AT, AT T &1 T =S T ¥ 07 st 7 |
e HHT HIAT @ G it At ||
ExsESIEIERIERIEEEE RIS TR
T # T E AT A 2 At 2|

HaT FaaT &T AT qTe AT ATAT I Fhist Jid |
Hat aaar a1 8w 3 U Hom it Jifesr ||
STl 9T 97T 1Y 0 H ST Z AT |

T § AT T HIST A T A 2T |

[T **

TSI ATET |qiad H< =qTST AT FHlst 07 |

F-T AAH AL T HAST it 51 o ||

g TAT T4 9T he< ISl < Fhisl ST |

FL-TT AARI Teh AT I HIST shiol SI6 T ||
AT, FTANAT 49 TF Giadi 1 il =THT |

TOT S IR Hed hET /AT iot HlH ||

IS T HTST 4TS =0T ST 3 TS hist &1 |

A Tt 3 T ATAT st wIoHT ||

THH FN UT T AT, S F qT HS g |

T (9T  oFiF T et st aH 1 ||

FHT HIAT 9T T J ¥ 3 QT 0T ot S |
Teh qIT, TXOT AT & T |t ¥ i it HiTe ||
T €Tae 3T AT =M U &2t | 3aeh! href 1 12 |
T SETAT /AT U T ¥ A ot i ||

k3k TTTET *k

REIRIERIERIEEER R UIEIE FERIEY
QT FIXT AvaTe, Uah JIT ¥ T L ot HiTe ||

2 The final syllable is not pronounced.



2870

2875

2880

2885

2890

2895

2900

Pabiiji ra vyav ro parvaro (2)

AT AT AT HHT =TSt Teh STt I =0 st ST |

FAT T FeATSr QT & T2 4 et H ||

FHET I FHART QTS T T it Hae ||

T I T STl Ueh & qI0T 507 it A7 |

TIXIT ATET AT T STeaTal e et ¥ € ¥ o1 st wiie ||
AT TETTST ITeolt 2aTSit o i F—

T STHAT ST i<t =OfT, Fofl it o |

T BT, BT AT T e it ¥ 9|

2 TSI 3T ST % 71 Al ST ATE HIAT, Fg 07 HT0L ATG 7
FAT STHAT ST ST 0T GSATSAT-ATD it 7 |

T Eal STHAT gSHA-ATD! & |

AT FHA GSTST F FATT GHT qT3 FT oA T 0 ||

AT o AT T WS AT GHT I il HA |

ATAL LT Teh ITST ¥ AT hist A1 4 ||

AT, ST 9T 9T 317 U (SIS | AT Sol, ATl Gt grei | il 7 |
AT T T 3T Joes! T B! ST ot A A |

T |1 < ST TTeeit U [I7| |t 1 07 it Fitear ||
HTY T 9T 30T AT o B3 hist o |

TS T T A Aot A5HA ||

[w] i, we At o arestt O 9T & /ST it o |
T WAt aara Afedi T oo St st a9 7 ||

AT AT ATE ST AT I STET hioT i |

AT T < ABTHD FLAl it ATt ||

T I Tett SATAT wgiehl T&H SO =T |

AT L1 AT & ST 797 37 ot ST 4 ||

AT TSI T3 -l ZT AT Hlst HA |

FAST fAeehor F T FESAT e Aot /||

rSTT, ETSTT TSIST AT |G =T shist 7977 |

U 72 [T T4 F ATt AR Ft aE ||

[ AT | aTeht 4 e e —

ST AT U 72 fAre e =1t ¥ A =90E |

AT ¥ AN Tah SIS |9 st A1 314 ||

ZIT, T U AT H O U e Al ¥ [F | T OISt A |
STNT TG U FIST X1 A9 it =ik | 113 ||

ks e Ak

IS ATGT Hiad HHAT &t AT, A TR0 | Hlo AT

113 The last word is unclear.
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2905

2910

2915

2920

2925

2930

2935

158 The epic of Pabijr

T I ALHTET ARSI 3T THEL st T2 17| |

HIHT, T AT QT a0 AL I JI ist AT |
e ATAT, ATAT I AT |IST I THaT Fhiot 07T ||

ST, ST =Q T TheT et o it e |

T |l a<ETAT Teh SIeardT Uk 1300 it /et 17 ||

HICHT =T AT AT AT T S A

AT ATAT =T Teh TS < TFIT it Tror ||

[F2 &, FT ... | &7 AT AT AT HIST < AT it Al |
ST T 9T T ST gTT it 3 |

ST T ATAT Ueh FIST T AT hiot A1 H ||

T AT oA F 1 Toh 9 STHe < TR ISt 52 |
T[S HIST I T JE0 hisl ATEaT ||

AT o AT SAHAT 3707 FAT ATAST WAATST STHAT 1T THT il He |
U Faet, et SaTsit 9 o107 |t T ST 3T U Fra07 st Arear ||
AT ST AT GSHA-ATH! ISt BTF |

T AT ST STHAT < ZelSTt THI it e |

T [HaS ZalrSil Ueh JIST I |97 shisl AT ||

T o [T ST T qTest AT =l Ht qrenie |

FOAT I o ATET T A0 ot 7 H ||

AT F@TIT Teh AT I AT A U it AT |

[afai U | qe@T aw@rot Jret T THET it 0T ||

Gl OTe 9T 377 &2t | ST FOI st 71 |

AT o SATAT U ATt T it qra’ ||

T A AT ST T qTest Akt =l st qrenie |

FFLI HOUST Ueh HIST < A Al H ||

ks e ek

T o [T ST T qTest AR arhig |

AL HOLT o Ueh HIST T U, {0 lst a1 4 ||
ZIoT TEITHT STt T =912 T9T |G shist 1 |
AT, AT U (ST ST qw it qror o ||
FAAT TEIRTHOT STt =T F60 o e it 3iY |

AT FETH9T U S % it aroraT ||

T T IT 37T efehclt Fal ¥ hist |iT |

T TR SIS M4 & oy Fiet S ||
ST TerRTHOT STt |1 AT ¥ /IS st s |
ATST A 0 FA H FABAT ISl ST ||

2T T I ST e[t Ja<l < it /i |

BT It O U A s g ||

14 For sodd.



2940

2945

2950

2955

2960

2965

2970

2975

Pabiji ra vyav ro parvaro (2)

I3 T 9T IT I, TR AT ASH |

T TR 115 OTeLSTt Temet SATaT st 2o 77 ||

e &1 BT TORE ST 9T 9T 3T =a< < shisf 77 |
FISIT ST & UIET AT =S st Hite AT ||

AL TSt ITeeit T (RT3 il h—

(a1 9iad < T2 hE< {147 + faqary |

FAL U SSATST he< ¥ AT it qrror ||

v ATaISi qTeE i F—

T AT 31T TSIl aTal ol ¥ 3oef S1eA |

TR ST 8T T ALHD ot ST 1 ||

FSHIST gAY AT FEL HIAT ATA lst A |
IS ST T < 1St st 412 ||
FATOT ST AT Jrae =T I =07 et =9 |
AT FATLOAT 6T § TF Fg ATl il =TT ||
T I AT TSAT FIST A0l 35 gesal e |
T O 99 U 9@ it 1T g ||

HOT AT T 9Tl T R ST =0T < st Tl |
TSI 2T o ATestt e st Fiter ||

sk T[T

T ey et v o T 9 v A e 37 |
st ard i T fore-fore st Ao |

AT TS AT 9T T T AT 77 S TS |

T ATST H AT AT 7T AT I AT ||

I, 21 fraoT STt U 3T et st 9T |

=TT FTEAT FieT < At 9 q ||

ST AT 39 A7 H A= Fw aiferr—

T T S Ft wi A H e A o |

ot TOTTET A TSI O Jaor st Sy ||

STETAT FTST AT AT FET | b = il =74 |

ST ST T 7T N F A ||

St T ST [T | U R ST g ¥ Al st ST |
FRITeY Tt 3 erarsft ey ek oft e |

FT, A S ¥ @i sror gt & = s |

T TRt & dae O Tt st 5 A ||

T TS Tl S=d § SISt T A His h—

TSI AUTETs St AT T it @ |

1 Rt # T RS & e Fot wgit |

HTST ST <7 ST 1 /et ot O |

U5 For phirai.
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2980

2985

2990

2995

3000

3005

3010

160 The epic of Pabijt

T Tl Bl | <ae < T hist =2 ol |

TS TSIt aTeg! |t ot 7 i F—

qret O AT 9q < W1 8918 S Gi= 1 T FHier gy 1o
TS S o E H e s ey ||

S forar oo AT | o U e i qrae ||

T4 AT AIET 2 HOT U T S1E F ISt 9T |

ST foramaT U oY 3 | de st |Jey ||

It 9Tg I St HEr st aear |

U ST, ST AT ATl AvaTdl Ue @ieT I Tt it & g ||

K I **

=TT 9iad 2 Al qATBT A dAThig |

AT e AT o SATAT FSAT <1 HHL HATST AT il HIBHT ||

g TAT T4 AT he< =TSl < Fhisl ST |

TS et i e Hiet A+ st iAo |

T, &t Jret T BT = wr-anEt i B |

fErfenst i & qrgsft v For it 1 ||

T ST AT AT 9T HAT H TH =0 hlT S |

T A HE U HieT T Afea st ATioAT ||

HIET TTUIT SIS s TSt a7 3T it TET |

AT ARTAT AT T T T dor STl st a9 ||

T, 9T, AT T S0 T Q=T 07 I0FT ¥ S0 qITon et
TRIY TG A AT I 47 it AT ||

g TAT, 3¢ TAT T AT he < TT ¥ STEaTY |

A TF TNTST THS T &St {3 st arer i1 ||

HE HTAT 5 shial =0T el § S |

S ST 7 ATE S S A 90 A et ||

HA EISIT ST Ui T he< ATl ° U =0l T4 |

ue st ferama n # fr At araey ||

|22 7 a1 a1 .. | TR arett U H st | A g |

e HIXT 3T AT U TS I qUITe qTeSil Ua =1 ||| Jrae it gaer ||
AT F0T AT T HIST L it 219 |

ST TTOM AT 3707 A GAT ST it A |

TOT § {IAT ST < GAT AT AT st A1 ||

AT TIET 10T STor @THET I AT It it 3 |

Te aqT 919 7 U qret dhai st a7 T ||

T AT ATET Fiad, FT A AT Fiad A0 HIET 35 AU SATET st AT |
T AT ST ST AT O SHY RIat St Fie H ||

T GEAT, GEAT < ST TIEM A7 Tk FOT A9 <7 Tk HO7T shit AT |

116 The final syllable is not pronounced.



Pabijt ra vyav ro parvaro (2) 161

ST ¥ T Uk glel § ATHOT st Ao ||
015 3 AT IT9 U7 €T HTST ¥ ISt e |
TS Fel 9 hig o HiaT it 1T ||



3020

3025

3030

3035

3040

3045

AT I ILATEN

ks e sk

T AT FATET Fiad 0T =0T FIST § T SATST st ST |
T AT T et U AT (AT Fist Fie 7|

T, L ATGT AT 07 [F| TS 35 =T ST HIST [T |
ST eTae 37 |t FgTeT Ueh {1l hiot 71 |

T AT T et O AT (AT Fist Fie 7 ||

g T 97 9T U =TS T he? ¥ AT |

TSl 7 AqeBTS ITET T GIT AL whiet FiaoT ||

ST AT I T =TT U AW IS S |

AT 2T T4 Aileg «f HI&T it q7a<T ||

AR, AR IT8 TTA AT Teh AT T 79 H Dl Tl |
T ST, a1 9&TE hieg  FHIaT st ey ||

AT, AT A T TS T HISTA shlof 107 |

T § T AT I A Tepatt it 107 77 ||

fae STl =g T gt § fiet awand |

e T 3T g | FIS I T il TRIET ||

[SITeT| =it TTATT AT T FET Hlg I TLATSI 0l @l
SHTHIE RIATST qTESiT T2 9T shist TETHeT ||

T 9T 9T SIS AT #hist 21 |

ATHT {975 ST MET T T 72 Ht qiger ||

TS HIST o U AT qiad aearal =Hgi I 5 il 9 |
STt avaTal Uah e JTaT it HoH! ||

T 91 9T U oM, o g ¥ T |

T T AT I ATT st AT ||

A TS || T FLft ATar T oI qegy gt F 77 |
GH THHS TH HLER O ATE! Hist Araet ||

TS Zel A dTs Ueh a1l Tdrg ! Hisiel 1 |

ST FETST ¥ [Ty & | FoRTeer st qiaft ||
CUESREIENECREIETREIE R R

T ST AT SIS o gl shiof qTiear ||

ST ST AT Jef 7 AT I A1 H A0l hiof R |
AT T A I HTeT it A ||

A I FST TSI AT A0 st g |

EERIR LR ECEIESEIERUERI

7 The final syllable is not pronounced.



3050

3055

3060

3065

3070

3075

3080

3085

oTTST, AT AT ey, et qaady st et |

TS T Febih! g1 4 STET st 7@ H ||

T TS 2l AT T e 0T 7S 7S |

RIS AT AL FE Mt AT st =7 ||

TOT FZT TTST U RN FZTL AT U I it J277 |
ST T Gersit g1 AT STAT it o 4 ||

qTE 39 7 3 ST TSI 7 9409 |

T 9T FRTIAT AT T ol # 9T STit shist a9 ||
AT =T T FOTAT 7 O H G |

T 17 <@ gIercl e |IaT shist FHTH! ||

w3 [T **

A TS T U AT (& F A o |

T ST UF G FET S T ¥ U FqIoT st wifenat ||
BT 29 aTS U HT gedl /I < hist =7 |

T St ATOET AT T FXeBT it LT ||

ST Sat 3a &t 3T 91 ¥ hist XaTY |

T Salt AT AT T LT it FihaT ||

2T BT IT9 UF FIGHS T GIST st q1eb |

T Sall AT FLBlel st it ATl ||
EIERIEEICRIEE U R EI Kl

AT T AT I HTeT it A ||

et ITe I AT AT I HST H 53 |

ST G aTa AT A S arsron ||

AT T T AT FETLY AT I IS 7T |

ST | qAATS T AT 0 AT, A7 shiot AT ||
T ITA 2T Tl =0T, TN hloT i |

RIS AT Teett aTest it B ¥ ||

AT TS ATl <@ s h—

ST, ATST 39 a15 U i, efiHl 7 st a1 |
AT I T ATRT FgTE goat I FHishr it ST ||
9 ATE A AT UH ATE, 7 FA0 AT(—

T I AT FgT¥ AT 3T A1 st 920 |

AR AT ITA FZTE AT I &+ shiol T2 |

TS ATAT T ZIO1T § T GeASTl 0T il ST ||
ATAT T SO GAT /AT T A st A |

LT O 0T G U grAt W A FHH0 B ST ||
HA < 39 dTs 31 ITg 7 STl st 9309 |
Rt et v ars Fae v vy f A ||
TR =ardy # 7 ¥ it i |

ISt Y | | AT it "o ||

Gayda ro parvaro

163



164 The epic of Pabiujr

=g T, =g T ¥ HHT HAIST ¥ IS @A |

w0 AT faA@dst SISt UF AT AT Ad1 hist A0 ||
LEEEEIERIBE L R RIE LA L RIEY
TSt 9T 9 HO7 [ |
RIITST T = et ot st =97 o ||
3, 3 IF AT 2 AT FST Teh.. TSI L AT it a1 |
o T T AT T AT TF A A0 A |
qTET ATat FSTSIT STET shist 3@ ¥ ||
<A dTE 1@ AT T H =AU st [aea |
AURISINIRIERIETEIE Rerac ]

3100 m?réaﬂwﬁ@?ﬁ%ﬂ'{aﬁ?rm\
TS ST QAT T Elel F gefl it urg ||

**Tna’**

XA ATE AT T FO AT U THgT a1l it A |
ST @Il o Mo | gt hiot qredt ||
ST T a9 aT2 30 et L AT st a1 |
3105 W@Fﬁ%%ﬁaﬁﬁqﬁ?ﬁﬂ
AR FTeAT T FeT 2 FgTE 9H U &t AT |
T AT & Tk G AL AT bt A 7 ||
arEEREDRIRIERPEETREIEEsiel
FIAT T GTHTS Weh qTesil AT L AT Fhiot s ||
30 T BIefl S&d Fig h—
T AT AT U Tl 3 g |
EESIETECEREIR ]
9 AT Tl TS ¥ &l T TEH Hist S|
T TS g ¥ AT o A1t 21 ||
s el TSIl FgTY i U ATANIS it &l |
TThT o 7T Weh globl 1T THAT AT ||
A F A | = T "ot O § S A —
FIAT AT STTSIT 2T 3T @ ShisT @ |
Ao THT § Fa¥ Erett FTa shiot T ||
30 AT I AR FZTE AT T I hlof F77 |
o T 4 AT < TS ||
ZISTT o 1 ST T Fiehe | it e |
AT FTBT ABET S ATSIT T ETaT hll o |
Fiel A TSI Tra¥ Hlel Fist a9 U ||




3125

3130

3135

3140

3145

3150

3155

3160

**Tna’**

SATET-3TYET ST ST a7 I @ it TZ&TH |
a1 ARATET ZATE S <9t AT gl it qris At ||
Tof, T ITE I Uek A1 Il 7 1T it arq |
& T 3AA FTS I A/ O H a1 |

FST AT H SIAT AT o< shiof AT ||

T 9T Fel TS AT 3707 ZleAt T AEND Bl |
TThT o T glebT I THAT shit AT ||

T I @Al AT HIBIE FIel oist T |

T TATOrT 1T | Elelt Fg Sa sist arriat ||
EIFECERRIEE LRI EIE RIS

ST TR 2 U SIea1dT Ueh dial F gal i 18 & ||
SISt 3 TS 707 e ¥ 6T Fist e |

T ST 16T 1T A gl it 918 < ||

39 AT Tk AT HLoil J1a7 U T |

ST, ST U FieT ¥ =Y HIET it areor ||

ST Salt 39 AT A et ¥ =T S 1|

e S T it F g st ot ||

FTET I ASHT o ARM T &GTH U 6 AT |

T AT el & & v S e |

T AT T gt At o st e A |

=SS aATel A [SAAST I HISt T3 |

=< qTet UF a0 U el 00 a18 & ||

of FT ST AT I ZAl it IS |

FTRT &7 § U qTeit a1 it 9 9% ||

v afet @ S H—

<A TS & Il TN A | Al hiof 1 |

e | et v Bt sy o
TR 3] 7 U T it e 7|

RIEEEEIFRARERIERIR IR R CR SRE IR LRI ]

ST TS AT AT SO T F RS AT |
e, AT o AT Fdel I SO qIT 8 |

STOT UM < 3T 2Z2TST ART AT Tl |ial #ist "t arersit 1 ||

TEAT AT GLAT H T I 15 |
S 0 ATHT AT =L H vl hrst A1 a4 ||

Gayda ro parvaro

165

FiET <@ A9 | A= lal, 399 918 U S 99 (Ahes 31 ¢ a [9aga 95 g | Fiet s@+ ma—

A q1E @ @ aF T o T =0l St AT |
oI STTETET 3 ST <7 Zar Fhret 71e g ||

118 The final syllable is not pronounced.

19 For lagajo.



3165

3170

3175

3180

3185

3190

3195

166 The epic of Pabijt

MEECEEEIERIEE LRI UIETE FERIEY
RISt i T U it gar st argE’ ||

=it =g 3t U 9t A5 7 H A0l it g |
e AT AT o T I | AT 34T ist AR AT |
T AT AT o =TT 3 F0fT s AT |

ST o 3T =AW 5 AT ST ¥ FIET hiot ATTHT ||
<t AT 3707 AT ¥ &A1Y it 15 |

ool 31 Rt T 1Y 1O A SR A AT el ||
a7l AT T ST A GIAT ¥ AT T IS F |
T AT HT | 37 U HTel Fi A1 74 ||

FAT 9 FT2 0T afat, aret | ol HIS A |
< ATHET ATE I Tah qTeSlt < A whist Fia¢ ||

**Tna’**

=S TN ATt U A2 3T [SAAST-ATS Hlst S |

U =€ [STag AT I gl st are v ||

T1a I T ST T, AT T it A7 it AT ||

T e T THIY T AT T 47 it arseT ||

AT qTSAT ITe IT 37T AT 3T Fhiof TETE |

T ATST § QTS AT I A1 st ArseT ||

T AT T i 0T T AT |

1 T TR q1G A AT, A7 It AT |

T ST T AT AT AT § AT STFAL ISt A7H |
SEAT T SIS ATl &t 37 G A4 st qiaaT ||
qor, GO FET JIAT ATEE ATTHS DS (991 |

T T T gl He< SIS Uah AT hist qiaa ||

[qT1S U= | FeHled agafed 91a Fa¥ JIS! AT it v |
AT qI STHRT T FH AT AT it d T ||

FTET Hiad T =Tl 0L 307 AT 7 it A< |

T [ATSIT| ATAT |37 | SST@1ar =AaT qidd STt Atsies st 412 17 ||
T AT ATET T T FL 1T T arenia |

T AT ZTATAT T SeaTal AT I FIAT shiot A< ¥ ||

kI **

[T AT g TT| FT AT, T AT @ T AAT qATBT A TS |
T ST ST AT e 9 Tl 1T TH 0 it Zea | ||

AT, AT AT H O T SO ARG 0T FHlst T1T |

T AGUT AT T T T ATAT ATT6 hist 91 7 ||

T AT AT qiad T AT < Arhig |

ATt TR U Fgar I T AT st wlaHT ||

TS, ST § ST I T A ist TS |




3200

3205

3210

3215

3220

3225

3230

T qTE0T ST T AT =S T ¥ Foies il TreT ||
TEIONTIY. 38 ATAT 7 ST |1 6w 1 i 91|
ST IR At 33 HET =T /AT ot HHT ||
LA JATH &9 a7 I Teh ST AT hist 0 |
[T Earsit & | ARSI @7 e T T O I ist G’ ||
& < ATET F1ad g4 ATL 7T < il A1 |

AT, AT AL FSAT AT ¥ HIET A H ||

FATET |iad g1 draar | A TE7 I it a |

T AT HAl el U q1g 4 Tl il earst ||

EAT STHEAT T & AT Tl =0l st U< |

T SAIE O WIS | T ATt AT ot A ||
g T T ITel 3707 =T =T ¥ it SEa |

e AT Gl SISl a7 I Tdl Hit 2agt ||
T, AT BT T Fiaaq 7 it JHET |

S I HeA AT AIAT it HBHT |

**Tr'a’**

=T T a1t SO AT S T |

A AT G <9 d12 FL =0 7 | = |

e ITET A TFH FA gl hist arre ||

TET T o 9T U [HeAT| o ATaicsd it 8 |
T T 3T aT% o Teh &1 A s (9@ o ||

ST, ST AL Flg H LT 3T HST 7 AT ¥ AT | =it A4 ||
AT ZTET T 9T T F=T HoraT 2 &T6T &ei =9 1 ||
= 3T, T T SN ITET Teh Fqhd ATa(0d 8 |
T < T SO AT FhisT 6T |

Te AT T ATE o T & A7 it \ea o ||

3G ATE <9 U Fa A1 =Sl T Hisl S |

T AT E1 T I T@al it caer ||

**Tr'a’**

ST ATE 39 U FL0T AT A S0 S G |

TH THHTs LET T ATl it dArast ||
EileECEEIFEMESMIEIEECEEIFEL ECIRE s I sk e
qr ST Tres T | & gt it a1’ ||

fae 3w 120 =g Y AT A et § it uwanq |

& &1 ST ST ZATSIt 7 U gl it arie v ||

Foelt T 707 AT T FIS Aol A1 |

v Fat, FAt a1 F ZaAr et a1 T ||

120 For iigo.
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3240

3245

3250

3255

3260

3265

168 The epic of Pabijt

AT AT AT HUM AT ot A1 |

T Har o [T garsit diesr 12! st avara 1 ||

TS 3T T H T AU A & TSt 13 | gl & ||
1Y ... [ 279 ARL| =7 & T 2 a1 =0l it A1 |
Al OIS a1 Hl Har | earsit it STt ||

S ST, S 09, ql ¥ 907 &A1, 3T gl aTg dl alsit his 3T, FH7 TEAT ¥ /i, 07 99 H
FATSI 2T 38 ST 7

AT ST Salt I AT €A AT < HIT0F st a7 |

T AT, St A0 I T A1 S0 st =g ifh T ||
TTSAT E&T STHAT STT AT T ATL SUST it A |

9 ¥ AT TGN S darsit AT U T Fst ger i1 ||
< AT AFAT HIVIT TSI il T |

AN St Ta | ZeASiT &l AT shiet <@ 7 ||

R, T TG AT8 o AT 7 T Ft a1 |

TR ¥ IO <ae & T U 0T st STterT ||
T STHAT GAT & T@HT FOM it A1 |
RIECIRARER UIERIR IR K I

T ¥ AT 2 ATH AT S Sarsit § UshaH O 37s, S 16 @A 319 el fogar | ar St |/ar O @i
THI Bf 2& M o =T S 917 8T SToh 22 7 | S Zarsit « [77] O 3 3 Ae o9 39 o Sidi—
<A ATE AT AT AT HOT T it T |

TS AT TS T TS ¥ I il A ¥ ||

STTSIT 3@ AT @I, @I = st G |

T ¥ AT <9 Fg gl F41 shlof qrie AT ||

TSI AT e 07 it SIe |

T ¥ AT U FAT T it TS ||
EURIEECEEIFRINE LR RIEIRAERI e

we RIS Tt ZarStt et At B A ||

T X I ATS o T AU HIST SATHA |

T SATETET T ST 3 AT 0ot it o ||

AR AT STHET I 377 FATXOT T F0fT TSt AT |
Ty srrEltET RSt T of are it 5 A ||

ks e sk

g AT 2T STHEAT HUI LU A1S FHA |
TS Fel a7 O Al it are H ||

AT, AT A T SaTSit Mot AT hist 107 |
T H A Ueh HA (AT THT it Tahed ||
g T 2T SAHAT ZLINIT =S AT |

TS FS(S caslt =Sl o it aredl ||

121 Here, and again at 1. 3400, Parbii uses the feminine adjective pilf to qualify the normally masculine noun parabata.
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T €A STt T U FHEsal 9497 |
20 T AAT, AdT GLUTNTE SIS T GaTsil AT Fhist AT ||
qm TSt 3 =IST 7 Fig F—
SIS ZLOTRIY |TST & @TA! shist @ |
T AU T | €] T SO HIST 7 o Ha shist o ||
HTE & STHeAT gSHA SIET I hist 214 |
3275 Waﬁaﬁaﬂwﬁﬁﬁaﬁﬁﬂ
1T &9 AT =S o a¥T H 27 12 |
T TSN, qT3TT Weh ORIt garstt AT < A1 ahist |qia L ||
TrIT & STt Weh IO e SHoTT hil T4 |
AT AT, AT ZaTSit AT NS Torer st =tery | |
3280 é@%‘sﬁmﬁﬁﬁwﬁvﬁaﬁﬁw\
HTY T TART RIS Ue eoret st =nfert ||
qr garsit 3@ FEsT = Fig F—
RIS ST TT T@T o 9 | T A1 i 1 |
TS ¥ 079, A1 G141 T FI o Tl ||
85 qr [T Hig F—
EATSIT o gt 10 A1 g, A7 ATE ¥ TARE st &, Tedl o g A F2i+ 9@ & | 91 30 st
T H—
T AHS! & ST Galloil #1057 ATV *hrst AT ||
A AT AHAT BOIH FET ZTAT FloT A |
n90 T TIATS GalSil U ATaS! a8 it e af ||
ATET ST AT ST 377 NSt o st 79 |
TR AT 7 T AT, 2Hoft wwe ||
TASI 3@ FY A § fa=a—
[3T0T 3T | ¥ €T STwelt Weh oM ST § AT it S |
395 Ta ATATSAT O AN [T] @STet T 741 st qiTet ||
STST BT AT AT T0TaTe |
£, AT G=AT 1 T 12 ISl Feli 3 ||
FAT &S STHAT U HEAT T UET ST il 1T |
300 FH o5 HTS AT AT I a1 whiet i ||

w3 [T **

ZIet o STHEAT AV FF UET Teh Ue 9T it 914 |
T ST, AT ZIOMNTE =ST A st g v ||
32 I ¢l AFAT ZLINE AT AT |

122 The final syllable is not pronounced.

123 For kora.
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3320

3325

3330

3335

170 The epic of Pabijr

T dd castt U, TSt = gar Fiot aitean ||
RISTT S97 ST o T2 Ua a1 O A1 |

SATST &7, G717 HI 124 ISt Fosl 3 ||

g T Sl AT ZLUTNIL BT ¥ Fhiol AT |
TS Fel S Teh AT I JEl st a7 ||

14T, d9T 2 STl U A AT et g |
TS AT HTST A il aTHed 125 ||

R, R St T =t =Jon U wEedr 9= |
T AT EASfT ST A T A1 e |

AT, ATST U W= T i, et g2y = |
T AT TSATST & T aa T hist HieodT ||
TSI U Gidl A9 § ATST HT o HAf it &= |
TS @EX O ST Sarsit U Gist shist arror % ||
HA TSt Weh @1 3707 07 ¥ [ =0ft 24T =07 U qIsiiorar 718 12 |

TS T TSI AR a1 ¥ Fret S ¥ ||

Tt =T =01 oY 7 § S g |

e Ga<i I ST carsit 3 @Sl st At 3 ||
**Tna'**

% 2T AT AT TR T W T It A7 |

& T, % N AT STHEAT ATE 7 < il A1 |

THAST & STAT T AT < G hist a1 H ||

& FIS ZAT STAEAT Fget AT=t 7T O I AT |

Fg SIST AT AL Afesat 7 fregwor it it Faar| |
T TR AT i T it T |

T i TSt AT I a1 it JierT ||

ST ST WATEAT 2T ST arE RSt ST |

TH Y GaTsit o T [ hiol AT A7 ||

TAAE HIST X TS ©IAT T4 I FHIET o HI |

TH 3, T AT carsil areh L AT-aTes! #hist #id o ||
ST T o AT BIST I HA L TS hist THH |

T TIST | TSt Tt Ul st Fa ||

FAT AT % < AT A T ATb! st a1 |

T AL FH 2 GIET AT 919 7 UF FlgHE T el T2a ||
HA Wt ST T GiHT T ST 9T 3 #hiof 714 |

TS 9T WISt H e et S0 et Hat ||

T AT AT U a7 T 7 T |

124 For kora.
125 Presumably a slip of the tongue for dakalyo.

126 The final syllable is not pronounced.



3340

3345

3350

3355

3360

3365

3370

TS /T AT Afe i 1 [T STt st 2 7 ||
AT a1 ST UTg A AT AT 700 AT H S O |
T Weeh earsil Uah LT | Ueh ST hiof 2T &f ||

3k T 5k

FET AT 7 o7 I Th 7 H =0T ot T |

T e earsil Uah AEq § ST it &l af ||

TS, T TaT SAFAT ATL Teh ZTAT I TCE 0l A1 |
TS SATOF AT &0 ATEAT ot SATAT ||

B TAT SAFAT AT T [HHET I il 1T |

TE AT st AT NS0T TE0Mer st =rferT ||
RISTT ST U TST Tt A1 7 § =07 it [ |
ATST graTe, [Tt i+ =7 1T FIT it Fasi ||
LTl ST =TT &8 AT =i it faeane |

TS T T AT =41 T HL 127 St FeasTi F ||
T T 9Tl Uk 1Y AT HiES e = st 9= |
T Tt T FEehTdl U ATt JIAT ZAdl shist iads ||
1T F1ad & gTet F@IT TBT whlsl 1 |

& STt U ART ST a3 H1ET it U137 ||

T AT & Shial ST HA | ATehl st ot 128 |

T AT BT g 7 1T 7T Tl i 24T ||
(T G U TS HIST AN it A1 |

<@l o7 Rt 4 st o= |

e aETY 707 RISt /v +ft st Y |

k3k Tn?T ks

HIY CaT SAHAT 7 Gl U TAAG it Do |

T UHAS Zaofl T T Ireit et 3% ot ||

T AT AT Teh AT 79 H F0I shiof oreame |
TS TET of ST A Tl ¥ S it 71T ||

o FIQT T AT STHAT HUT AT H SFTFAL hist ATH |
TF Ther$ aoll T G & ATt it amae 2 ||
HIY Sl AT 07 Gl U TAAG it hist 120 |
UFHAS! GIHT F FIS = S St ||

TS U <Al STAET A Gi=t U STal it grT |
e Gof AT ST st ga ||

127 For kora.
128 The final syllable is not pronounced.
129 Presumably a slip of the tongue for adaryo.

130 The final syllable is not pronounced.
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3380

3385

3390

3395

3400

3405

172 The epic of Pabijt

AT Gl STHAT AT Gi=T ¥ HOf shiet G |

U ST @TST o qTsit gre st Afer ||

¥ FAT FAHAT 7O o G H T it ST |

TS qTEHTE garsit o 7l Hst =t ||

HT FATST ST ST AT G 2 ot TLAT |

< AT U9 a7 STHET Uah S0 it = ||
HA AT T a1 STHeAT A7 =T ¥ H0f Frst T2 |
U € <, < < Ueh TH] « STFAT AT it FHiaa! ||

| STTSTT | =T v o T =on et § et i |
7 AT | GHAT 3 ATAT 00 ST ||

ks e Ak

o T AT STHAT Teh HUIT U ST H hlst A1 |

eroft fErgom we Zarstt & Tt o A I s AT A ||

EAT AT || T HIaT o Gl § STFA il A1 |

T FTE SANTTH ST U ST L GiAT L Brsit it e w7 ||
[t e steaTaT | SEid, ST a9 U Gt AT I S THET |
THCAT FTeA AT AT HHT HIAT Il FHIBHT ||

G O I AT TBATST HISTA hief 104 |

7H T T AT g ¥ Hrar it ||

STAT T8 ITA..... SATAT TG T ST HIHSAT Zhlol T |

< ATETSI o gl shiet AT AT ||

(a1 Fiaq a1 9 AT =T8T § SIS it @1 |

JTHIST ZATSIT « STFAA ST Folst FLeier 3 ||

FIeT T T Weh STTSTH HTOMT hist @165 |

T THA HAT ST TTESI ahlst AT ||

ST UF AGl AT gLAA JaTH! FAS ABGT ST TG 2 SITSTH O i T |
qTHT {978 2T &Y T G 72 it qiger ||

AT T 9T |1 I e AT T TH st =1 |

T AvaTdT TA el qTeeit U [ST| Toarst ST < st S{retH ||
TSIl aT STHT Teh A T I it A |

T STHA ST carsit o dTeoT shist qeaTa < ||

AT Z&T STHAT G 1A, g TS g8 A0A oaT O Fls = g7
=TT T 3T 7 Flg ¥ A |

TSI A g U T AIBT st T 1 ||

AT St ATTL HEAT I TT @At | FFIT I UET G A 0T, TSt 718 e | il STia<l dhiet
HEIECEEECEAERIRCERIE

TSIl T8 ITA E&T STHeAT U Tk {1l ahist A1 |

I3 parbi introduced the following passage with the comment fo arthav mé atai kai hai ‘at this point they say it in arthav
(only)’, which is his way of indicating a non-metrical section; but in fact the bulk of what follows is metrically normal.



3410

3415

3420

3425

3430
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H Waten U T Aot Hist T T |

AU 5 AT SAHAT AT T BIS, AT AT STHAT T =g AT ||

T O T =0T | | o (a9 —

T T I Tl ddl (aTal T el st T 122 ||

Zastl Ueh HqotTeh Rt of 3% oSt O 92 STS govehl =g ¥T a1 T A¥aT O 30 UF Fiel F3el o
TSI Thg ST Uel ¥ a1a (&, 133 | TSI Tah ST el I ST el o Thg o 37T SATIL A
T ST fRfvear &ar I JiE ST [T | =11 =1 [#¥| 7 T g2 @ g RAv| 07 a<h aO
FRTATST TSI A 37T 3THS < AT ol o SaTSit 3T THSA AT, AT ATl el AN, FFIETST AT TS
SIS, [T o101 H 31 2, T & AT 3THA S AT At 7 Fls I |

T A [ g ¥ T |

TSIl STHA SATAT T 134 ||

TAT A Sl ATT Tl @I & ST TSI AT g T | T 307 F0SAT € HiAA 39 U hegl
g FATST ATILN ¥ AT | I I0SAT H AT LSl ¥ T Al FZTEIST TTSH TSl I ST JEaq¥ gal AT
EITSAT I, ST ATaSIT STIY BT | o a3 3719 T4 g 7 ||

kek TTTE[:#*
GIAT 91 I U [ T ITamest dies 2T |
AT T HigHe ¥ HIET st a7 ||
STAT T4 ITA T AT 39 L =L i 1|

AT FAT aA o el it ST ||

<9, I ATE o HAT TEHT 0L ISt {17 |

TS T IT WIS T 9Ty it =37 |
[, ofit weF | gt i Faer arg ok Ay § et A7 |
HE A Teh STl g1 TA1 I AT Fhisf AT AL ||
AT AqTH ATS HAT T it 7| =it Fist 7501 |
HidireT aard afeat 1 ferswor it st 39 7 ||
XA FTE T ATt AT AT+ A HaTes |

ST et At T feregwor St st <9 ||
<A aTe O 7 s1or 17t ¥ = s A7 |

oY - TR 3@ Ta T 37 4T, =4 it T ||
ST &S I AT AT shist A1 |

T ST AT T 4T st areeT ||

ks md Kk

|3 | Z@e T 17 AT ¥ R 9ft = et 6 |

132 At this point I interrupted the recording as Parbii was about to start the next song, to query his omission of a detail from
the story of Dh&bo’s last battle. Parbd obligingly backtracked on the narrative and filled in the missing detail, prefacing it
with the comment a vat thori larai rai gt hai, an vastai apnai pachf kaivii ‘this story has been left behind, so I am telling
it to you afterwards’.

133 At this point Parbii himself broke off and asked for a pause in the recording; then, having apparently decided how to
continue, he resumed the story.

134 This line tails away into inaudibility.



3435

3440

3445

3450

174 The epic of Pabiijr

U <@, 76 T AT I 4T it arseT ||

At TS 33 AT ! AT o Fhist HATE |

T STHAT Biel Afad T ferg# T St st <3 < ||

T O S | 30T ITTT 3T ek =0T Fgie G IITA7 37 U | AW U <ae < Aot HI0iT it 1 |
T AT 21 Fgel 10T it el ||

ST TSH 3@ S F—g 29 dTs, JA1 HLS! adl g =S ¥ W H &2 ¥ 7T % Fg AL AL,
EIEIRIREISIRIRICIEUEE IR

F M TF [a1| ArEEt oo Tt O MeEi- et fis A |

ISt T o ST AT 3T oI #oT STit shist a9 ||

T, T8 ITA o T AU HI0AT LT € FLSiT I it € |

T AT FAadT ¥ T U st At ||

[3 29 AT | TS TSt % 51 A1 7 I0 LS U HiE Fomad!, i ATy Tof T 720 T e
AU | T FETLTST ATt o, S8 aATs Uah HI0AT He ST ATed o Aq FarT 7ol < | UST T I
ST ST AT AT H g &, STl 30T hT0aT 3T U foram Wl 7 | a7 39 are h—

ASTT T AT 3797 AT A it |1 |

T T AT HA TEATS Id Fhist AT 135 ||

FTaT QAT S H arsit U ST gIedT TS AT 1 30T &S ATT Sarsit 126 grey | 9 ST I@aT w137
AT 3T ISR SISt 138 07 Z0eaT T & @iedl 29 | & @iedt af SUIL /i 3 H10AT gl Aihad |
AT TSI 140 @ &) FETXTST TSI 3T AT Uk Garsil Holleh shial o FHI0AT el 7 (07 goeAT § ava
7 e ||

3T SATT ST HT0AT HA ST HATD |

HEICEE IR R

ST B Afesat 1 s St fist 37 T |

TR aTeit AT Gelt foga, A ars, U [ A1 | & 0l 3! a1 | T 3 addl a18, T
TS A & @, WO a1 3 T AT CATET &, STehl 3119 I ATl a7e | 1T 37 3R @t 3o ..
A AT | ATTL Foepl & Gredm i 7 A foore Sfie o= Jrasit o i qroft qraw 7 F ||

T AT ATET iad T qTebT AN arenig |

T AT a7 = T 3 Gorae st qr= ||

AT T T T T =00 ST =Y |

T ST, ST JoraeT < ST U ST6 O Hist afg=1i ||
ST 3T 914 IT 797 SIS -ATe! st 91 |

135 Parbii introduced the following non-metrical passage with the comment an jigiya arthav mé kai hai kai “at this point they
say in arthav (only) that...’.

136 For cddoji.
137 The final syllable is inaudible.
138 For cddoji.
139 The final syllable is inaudible.
140 For cddojt.

141" The final word is not pronounced.
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o A ST = TF LS et St AT |
HERESEECICIRCESIEREIE SIS

T AICAT /Y AT T AT it ATt ||

FFT ZLHA SATHT Teh HIUT Ueh.. . SISl shist S |
Al Feh ATHl TH 9 HiA o qi=L 42 ||

AT Fa TS e Ao fiwF F Far H Hrt Saon |

T TN GERIAT T STt <F SHI0i shiet aigar||

=5 oot v gewet At oo Far § A 94 |

T T, TR AT T T T FET It o 2 ||
% 3 FTaT Fiad T AT 79 I it ard |

fohT ¥ FTAO U I[STae qroft shist A7 Ji=¢ ||

T AT AT ST T AL Il S |

o TSI frg T ST<it 10 S7aqe |

T Tt 4 g oft it g |

[ ] T 9T 28 T HHT HIST ¥ A |

T HC HHT ATAT o ST Joras L gt st 94 ||
< 9T IT 37T FH3AT § HO AL Fhiot T |

T a1 § ateT 9T 1 I gieam St dwst ||

AT TS TSI <@ ST, 31T ATS o FO7 g7 Tl af T At 7Y F o 9 o Tohed 8% 7317
AT A A0 & TR | L FT 27 VAT, TS T AT AT A |
TS T qT 2T A/ | F0{T e 144 3 |

T STl TLRTAT Teh T O it g ||

ZHT 9T I Ueh AT 91 9 it 71T |
EIRIRCEIERVCEERE IR R IER ]

St = TaT |qiFd 707 AT 7 St I |

T STHAT B1E T TSATS 3 0ot Al ||

g T, 38 AT ST I Gl =0l =e THa |

T O Gl ST U SIEN < 519 < it Sierei ||

142 For driyo.
143 For gitjavo.

144 For kijai.



Tt T gLarer

**Tna’**

GISAT U S T L1ST U AT TBA11 /ST Hlst 1 |
TS Fel STd AT I 579 < st S{rei ||
SATET-3TIET el WIET I G it IaT |
ST U (Srvard ©l=t U STeaTar Uah JSTe0 ist arroit ||
3485 a@-a@éﬁm-maﬁﬁwm
T ST Ueh G Ueh SAearal qoril shiof a1’ ||
F¢ {Svaa di=l =Jor 97y F grei F At g |
T HiTeodT TBRIAT ATET I st STTer ||
STl Ueh ST I @1 0 7 O s a7 |
3490 AT HIH o STTAT TGN STH < it SISt ||
T AT STHT AT [A ¥ 7| FTT /0 3 st arq |
H B TS AT a9 O A9d it T |
e T AT (og AT TIST ¥ st O 45 7 ||
AT TSt TR U T S AT 9Ty it A |
w95 T3 (T BT T ITESil i it of R ||
AT ST, TSI Teh ST T GIET 912 |/ | =it st . fereameT |
T T o TS AT STeaTaT U [[Siee.. 3 ... | STt om it 109 H ||
“EehT Weh ATl U 0T Taera@ =gt AT st o7 |
T RIS, WIS =g T 1 o HeT st e ||
3500 W,WWWWﬁmW‘
T ST AT T G AT TF Fieg A =1 st wra ||
AT AT T 30 I[STaS < 1o T |
< TSI ST shist T |
T RISl 4T IB-ATID Folst qia ||
3505 X T AT ATGT AT 3707 HISTl I it (A= |
e FST TSIT < W RISl A1 {1 st Hetet 4o ||
[T #7aT T | ST Il U F(QT qiad =Jol g3l § it 39T |
U Sadl el S O &=l Ueh fovaa o

**Tna’**

[@fe= U @fear e svaran Us 9 | 1 [ 97| FTT qidd [=07| T SO U ATl shiet (A |

45 For satha.

146 Pparbi at this point began his Hindi ‘explanation’ of the above passage with the words to mharaj pabijt jab khict ko...; he
then stopped short, and recited the next couplet in arthav before beginning his ‘explanation’ again.
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3525
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T 9 ATAT U SHBHL T AT Teh RISl i Fee ||

FTaT |iad T AT FOT AT AT hiT qEhIE |

T AN ATE HAIST L 0l D |

AT FTATAT U [T | AT T T st it 7 ||

FTaT F1aq [JI1, JI9T | 3T T g I Bt F Tah gl st a1g |

T FSAT ISTl I St & it aoi T < ||

TSt Tk T Tl 2hieg H ST =0T it 31 |

T ZIT ¥ gHIS 47 T a7 I ThIST aTe st A1 ||

CUESREIENECREITREIE Rl

T AT T SHIST Ueh gl 1Al shiof dide 48 ||

T FT TSI 149 Ot A7 S it oY |

T 9 SATAT STHINTE AT T g st T H ||

[3d] T2 T &< ST TSTST et hist I |

T A, ad e oil SAeardl Ua avTay I el Hist i ||

g T T T AT 150 FUTT IO T & =TS T hist STEaT |

H @ el A1a a1 1 56 T st wrst H ||

ST Te IT 37T BT i ¥ SAaTal hid Yol shist 7 |

T ST S T HIO gedl st qrie ||

| 2T U €| =2 A, = AT (3| ST et S S U R 7 et s |

T T AR e IS AT st aTahedt ||

AT FTST |G A€ TAT AT S @ d1g F GOar S o7 | 97 o= TSt qreeit e &1 #iY
RIS ATt T, STETT TS 3T 98 9aR0? 31T asha? IS aieT 2, Aled! diest T [J]
TBIET ¥ T2 AT (9% T2 BI7 AT, g ATl TS FgIL o Gi=AT 7 ATeat € 4= § 997 AT U
S 32T, ST ATEd ¥ T S[@ FH2aT 7. QAT TSHE § ST | a1 T=g TEr off fa=me ¥, U
TSI FETETST AT T 65 1 ATE AT T ATIL HawT | Fg | AT TO7 SATI AT A1 Fred, 37
T2 AT TS HLAT F LA o STET | QT ST a20d Sie A1 A3 G AT, SO 6, Tt o Bist
H Mo 913 i =g = ||

< T FOfT AT St 9 |

AT g 4[] =t At s 7 ||

g [ATa-Atet wiaeT | Ara- et @t T i S |

e AT BISTl | YaTT Al il o 9 ||

ks e ek

g TAT T 91 I "ATST L it A |
ST #ftaT U At 7o it a7 ||

147 Here and in the next line but one Parbii appears to pronounce this word with a -v- instead of an -m-.
148 Presumably a slip of the tongue for sdbalya.

149 For rgja.

150 For biro raja.

151 For rgja.
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3550

3555
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178 The epic of Pabiujt

= T 152 T AT STO7 AT H AN, O HIS 3T |

TSTST GI=AT U U 707 | @1 it arror ||

B, B ATET ATAd AT U (=HT I =0T it Y|

TE AT, AT WS FRorer Fs =k’ ||

TSt RITSIIOET 7 &7 U 7 =0 hlst oIt |

STST ATGISIT &9 AT Tk G471 I it HToeT ||

T I 3 ¥T e {IAT ¥ 2hist STEaT |

T S, ST Gl o AT | A il T8 |

TH AT AT AT ST I BT st e ||

3T TS o Gl U HT Tt U HLo U st & 19 |

AT < Uk TR T H hist =TT ||

FHT T ITA 7 = o Al it IS |

S=RTAT T U 07 § T HIBT A1s < ATt hrst AT ||

ST ST T G U TG @il i st 3 |

T ST ATSTIOMT #T< Fhiet 31 |

F T G 3 97 O < it AT 7€ ||

RIS TSI a1 AN % @ @it AT @ieT 3 Ferl @47 A 08, 0 ared 7 AT 6 gre e
TS AT T F1E 1 | ST TR @I 2, 7 A & | a0 qIo000 ¥l @ 1 | [ & | Fg @it
% T 9T o AT FT STl I < T S, ST IR TR a9 37 T o 9 | e di=t a7
A H o= arestt @iet g1 # R ST STy qrsion Tt TSt ford | v @i=i aresit ¥ 77, 154
TSI ¥ /TS g At AT | AT TS ITESil [ | <@ S, § @i, § S|, ¥ A o
AT GIST FATAT, ST % AWTAT STAH T AT AL T AT S F= T =g SN | A2 &=t 7
T 3 A 9 & TS S 7 s i | Seaaa di=t grer arastt /v A1 32| |

AT TS T qTe 2ATE A H oft Ft 47 |

TSI Fi=it < arraT ||

Y AT AT Gi=t ¥ 37T TSt Tt araT ||

qr AT A A7 A it Seaa O 79 | Fisf 99 |

e Gl=t U S il st g i ||

T3 U Seara Gt ST 3T 919 92 it G |

[T =... | ara Sveaa di=t =on 91 9% &t [q@ | @ |

LTI < ATeeht q1e o st =t ||

g T 19 ITe 3707 qTea {61 61t HiF |

T TRTRAT ST 4 3hist qreset ||

T STTT FZTITST AT ATBehT St THT 3T TTeen! TaTT N7 | 31| &8 Jiaa St &7 ar A di, 92,
AT, TN AT G BIST AL, W AT q1 F Fqigd L AL A1 FIE qiadr 4 7€ G | a1 Sar 9 &7
AT, TLHAS, TSIl ABG ATT IS A %3, ST @[ & TS TS ql FLT el 19

152 For vhe gyo.
153 The final syllable is not pronounced.

154" At this point Parbi acknowledges the non-metricality of the passage with the words arthava mé kai ‘they say this in arthav
(only)’.

155 At this point the tape ran out. Parbii resumed after I had started a fresh tape.



3565

3570

3575

Bhatiya ro parvaro 179

FiaTSil, ELHASH, HeAsit Hi gl A9 Hiad ST THE TS U 2dl, d AT % 2@+ [o=1 Hial,
T TiadT RIS ATt F TTaent TS, TGS qTeeit A9 e |67 97 | FwEr™ femr | o
STITOTT 3707 &2t §, 3T 79 §, Fl@HS H SATATVN Hl HiAT | T W IZ A0 F B T AT
T Al T A FHAT ST T AT 32 sl | AT 307 ATES ATT ATTH H AT QAT AR @iel A
1 HH T AT | T LA FATHT 3@ AT & AT TAT F212 aal, A1 At Hp gl 1 7% A, Teft
FE T | ST H 2 el ARSI Herstl Al g, U S8 IS, AT ATTH ¥ /A TSt TIgeit T
START € AT S 21 o AT ATTH | Feed IS A H 7 o471 | TSI TSt 31T TT-H1e5eh]
STTAT 30T a<h H ATST AT A= S A1 df 9 aTs AT GO HY, 97, $1¥ 2 @9 ST T grT |
o HISAT T FET | T AT, e F TSI, 156 3707 A S I G T T (9es AT o, T a9
= | qTeT T AT | Tt AT ARM ql IS ISt S0 Fgdl 1T {149 d@dl—g d<hl AT ST
FAT 2T | T 6T | o1 F=e1 |4k T 7 dieAi F F QA B, 907 ST S gq |, A0 g9 |
of 7T G L7 A, TGS, <A <@ SIeal, TS off G af |l T g, A7 G @y O &, o
G TSI T | 3 9Tf<h AT, 3107 G 7 9Bl sedl <, & & FgIL AT AT, AL § TR of AiaaT &, Al
SATT SV G & Wbl sadl & | S IO G AT AT qT IS I ATl it A1 T 7 i 7
AT TS A1 3T, VAT o AT ¥ /i TS A7 SATeod T | a3 TR S a9 10, SThi o G
TR Aid@T U HDT ogdl & | 37 ad L /T SO s, <9 a5 qTeeit I a9 qoT, 39 o= §
T AST | qT6 TS Al G AT Hobl (ol | 3T ATL TSt UHaT ¥ T | & ¥ T TSIt Tl
AT TahedT (T ||

**Tr'a’**

TSI TO0T § U T2IeT El=AT ¥ qa |

T THeAST T 77 707 H FISiT d19 U Fhiol The ||
<, 3@ ST AT TN 5L HTOM hisT 67T |

T Tt T T Z #Hoft st aree ||
qr TSIl 3@ Fls F—
EIRERECIE IR E K RIS LRI

TS G TS AT FESToit U @ISl Fhiof ATl 5 ||
Heeh Heh Uah §d Uah I 3 Gi=l 7ot q2am |
T HIAT, AT 9 TF T 1S Rear 1 ||
ST U HE o AT ST 17 st A |

T of SISl 151 UF Flgg § U qia ||

156 Sic (and repeated several times). As usual in Parbli’s non-metrical passages the influence of Hindi is strong.



3580

3585

3590

3595

3600

3605

qAareT O Tare!

sk ITTET skeek
AT efiad oM T o arafod 8 |
T TAT TIT | 7 0T FETST HT07 it FireaT||
AT § AT TOiSt & ST o a7 |

AES TS T AT AT are<l S |

STAT qTLSIT e ATAT €1 STOrT T st AT ||

AT SIS S h—

HA & AT O ST a7 I ST € THH |

T Tt (HaTAT U T ST st T 1 ||

AT ST STHST T SITAT AT =T THach! hist S |

T FgIT Q4% A o faqa o1y Fist arfet ||

AgS TS T T AT o<l S |

HA T AT 0T =ATET &8 I H I it T |
TE FTQT &aT U 38 I 107 § et adab! ||

TSTET Gi=aT T Ueh arsdl U T H Giel aea |

T ATGT &aT O 5g T Uah AArad Tuil 107 § st qaobf ||
TG TSI T STTAT AT FTH1 Fiead! S |

T ST ¥ AT TF FHles] AT st <adT ||

HIST SIS QEF\TIH\%?I T ST 9T AT gy 158 |

e FEIT o190 o Faerie S1a<t shist attera ||

[ 7| =2 7= e Toft o707 et | diesl 97 |
T fae ¥ Smest fHaeT st @i & ||

[SeT dettad Toft 5o 99 § | JeT Arad Tl Fahd araied 99 |
T 7 § FHOT it AT ||

T AT 0T SATT FALIHT FhioT 7 |

T I T &1es Teh At T0il Fies shist q2ara 17 ||
FTAT AT HA AT AT AT i 20 |

ot St et Teh grAf T 97 it 97T ||

Aot ITET AT 30T ST 7 AT AA |

STST IO ot et A I Tk T it 97ar s ||

157 The final word is not pronounced.

158 The final syllable is not pronounced.

159 The final syllable is swallowed.



3610

3615

3620

3625

3630

3635

3640

Sativara ro parvaro

**Tna’**

HIT AT TTOM T Hieh a<irEi (HIET |

T ST AT U ST S ST ||
Al HAT & 22T AeArad o1 Tep( U T 2T |

A AT Tt AT T UH BT st i ||

ST T AeAtard TT0fT 707 | T TS o T |

AT UF AAtad 7 H SHT st gHT ||

TS AATET T AT FABTR s AT |
ERIEZIRCEESIR LIS U]

2, T FETS( I W0 T Tl Rt Folst A0 |

T GEE! FHSTAT FHS T FET HI T 57 ||

v Iefrad o dE FE F—

2 AT T 7 AT UF R AT(od s 4 |

AN AT T €T U 07 § @IHET O it <96 ||
TSTST Gi=g1 ¥ U 38 T 707 | [ A it [T | ATt 707 § st AT |
T FTaT &a1 U 38 M 107§ it adab! ||

T TS, T R TSt 27 et 1t 7 9 |
T AT S

@3 ST AT TSI 1L T =7 TA i et 7 |

T ST qIAT O (TSIl ATat 01 a8 H ||

AT ST TATad AT THach! #hist S |

FERT At of fAaaw =oft st are ||

ATY T AT &1 S 99 § Hichl it a1 |

STl foram T eHT | ¥ I it qray o ||

=< 3T AT 0T Fhd AT (B it § |

e bt diest T2ard o SISt 3 st At ||

T AT, T AT T TBIST O AT I 3707 5T 97 st o7 |
AT FLAT L TF ST a1 HSt FAS |

**Tr'a’**

TS SATET T AT | FHTHATA | FLEAT € S0 st 1T |
T AT HLAT L SATST U AT HIO{T shit FTAST ||
ATAT SATST T HIU Flg ¥ TA |

AT g H T HLAT 7 AT st ARIOAT ||

e eftad TTof S ATaiesd it 84 |

ST STTST U eAiad o oIl shiof ST ||

& &1 AT SATST AT /T U il A1 |

ST AL AT A ST AL =it ST ||

160 The final syllable is swallowed.
161 Cf. n. 121 above.

181



3645

3650

3655

3660

3665

3670

182 The epic of Pabiujr

StArad Ol gie Shaar U S Seaaa @i=t st 4 |
T SIS ST AfsdT T TZA0T ST hIs 39T ||

% T SATST T AT | < =it a1 |

AT HST T ST ST 7 T o Fhiot T ||

[=g 3T Aetraa Tt =T a1 3 07 | s 55 3T 58 | ATSI U AArad ol TSIt diedr O
Wl&‘

T e TSt (T T et st T 1 ||

T =TT a1 T 38 T 707 | it adabf ||

AT 3IArerd Tt T TS I HiodT it Ha1 |

TSI EETAT T T AIBT it T8 I ||

TR -3aa (e wgieh deArad UM FOT shist A1 |

A AT TBHE AT UM T FHIAL ST Fhist 7T 5 ||

FATad TN HAT S =T Hd L AT A o ST oI hiaf ||

T T HTST FETT AT 7 i o1 |

T |TAT qIAT AT = =hist AT ||

TSI 70T H U T[T BT I it G |

T 07 | =g 3 T3Sl U st <dof ||

T ZISTT ATEEM H T =uiT shist STE |

AT AT UM ATTL 1Y G 3 Hg TR A1 ST 7 FST 0t I ST AT 31 AT AT s, AT
Troft 77 grer | fohreret R | st |t oft gar O a1 & AT A Fwoadl ST Hd- 0T @| &
Hg 9T 119 e T2 ||

**Tna’**

FET Ferawdl AT U SATebl FLUH st 77 |

AT ST T FAT § T arai st o1ed ||

SATST S GTHET I AT AT Fget hlshT shiof =07 |

U @I FHBAT T GATCAT AT FHAT HdaT st 7l 57 ||
AT AT ALAT-FAT S Hh—

< T TT0fY TS = AT S0 et | et ST |

T ATt (HaTT et T T UF it A 1 ||
T AT & & T A/ < it a7 |

AT HST L ST 7 HFST 7L st FIAT ||

|t T @ie ST T ST O Gidl it el d |
ST Sttt «Afedt T ferg# T St st || <aar||
TS HISt U ST FEIL 92 Fhiof oreare |

T Tt (T ST Hies hist T8 3 ||

162 The final syllable is not pronounced.



3675

3680

3685

3690

3695

3700

3705

Sativara ro parvaro

T TSI AIST gH ATl Rl arenig |
T |, Tt gl Srar dret [T o U st ¥ A a1 g ||

**Tna’**

g% Tl (oh(eIaT Tah HIOT AT F st 1Y |

T 3T T FeAad] HI STe! et 7Y 57 ||
ST et Feavdl Ueh 592 FHTHT a7 I it 977 |

T ST Ue [T TSIt 7 ATt st a1 ||

ZISTT et 1T T =oft et #i |

Te ¥ STTaTel hieg 7 HIaT st 91T ||

TS TISAT ATS &A1Y STAU FlD G FHlst A |

fohoT ¥ FRIORT o Ty st F=7 ||

T T U 38 AT 3707 &2t | =M it ST |
T TSIST GI=aT ¥ ATSH 07 § qEaT |

T T @THE HIETAT G HIBT hist T8 I ||

o I ATe UHh FoAded! SAqrg AT U T hiet 9 |
TS WIS GHIS AT AT U hig hist Het &7 ||
T TRT G FEIL T TRISTT I ST it 0 |
THHAT SATATAT T i  HIGT it a8 ||

2 WhIal U SN U FErT ¥ T2 071 Ueh shisf 917 |
T ST T FThTStt & & T Frst qra ||
% &M, 3 T TH FHTeT G TG U =0 st AT |
F T AT T il eaaedt soist a1 214 ||

w3k T 5k

T FAadl T AT L qi |

et fog Sre Tt T SAr st anTst ||

QIEAT, @IRAT U FoAd=dl Ha<l aref Toarel qistel
HIaT 3T il  HiaT st e ||

T T ATET ¥ 7T /1T L Hi T |

T 979 T | U g § gle T T 07T ||
2T Feftard TToft SO, FHo A ¥ ST |i |
T ST, ST T Geraea ! Gl shiot arrora ||
STl Weh |1 FgTT U FZTT {0 hist | |

T s foram [ | 3m | dw st |y ||
wEieh FeAad! =T AT S A |

AT TBHTE FHAL STeH! it AT 5 ||

< I TSI T AT st AT |

T AN, T AT IAATAT 0T FSTo( O T0M [T qTeT AT ATl | HT AT |l I [HoET |

T AT BTAT AT zaar 7 Gerars 9 Fist afe=7i ||

183



3710

3715

3720

3725

3730

3735

3740

184 The epic of Pabijr

**Tna’**

T FArad 0T e Hic I (FINY |

T AN LT AT S0 T, Toh hlg H ST hist @led |
ESIR-CIREEIERIEEIEE CIERIKIE KL

T AT QAT Tk HOT oo st el 7 ||

ot |l sg M =S =Juft st e |

T ST STSTOM T TTeT T whist JiY ||

T ATSH, ATST ST ST ST hTsT @led |

AT AT T HBTIN Teh qTe 1T AT st o1 ||

AT, ST TBIST I AT 2 UF BOIF Fell ZrAf it 3 |
T U2 q¥ATS 2 ATBT § FERT st (w1 ||

v A 3 FE h—

FeATad T o HIET U AT | AIb! shiof AT |

T BT A1 2Tt o |l it AT st Eer o7 ||

STTSTT TTBIeT I AT AT @ st @ 1o |

e, .. FaforaT T § 07 O T2 a7 it qret ||

A, HA Weh HIUT A<l T TSIt 3 IO Soq FHe T gei A |
UT QAT ATBT A lst (ST dT o ||

|3 ste=Tar U S 77 ATt F TEHHHAT T FIS AT |
AT Foreraar arefehat A1ar A 52 At aqaradr ||

HTAT FETET 0T ST 07 AT A = UF St 4 s |
FT T@Th AR T T (o Fst qrerer ||

A ATATSHT < FTS F—a AT Fe 551 Al FgiL AfadT sgie ||
T T <3 A1G A BISi-ATe! st SIS |

A Tea< TEIBAT JeT ¥ AT HIUT it qraeT ||

**Tr'a’**

Aot SISt AT07 9 3797 ST 7 GIAT st 3o 164 |

T ST HIFRTLT AT o 3707 1T o shist o ||

[Z7...| detrera ot TSIt @it T gTet =T SATSOT hist a7 |
T 1T ° @1 Tl U ST &I 71 hist ATt ||

LT T AT [ 3797 | STad A7 ATeBT I st AT |

e [ T T afeat 1 e Hor St st dqar||
AT, ST ATAOT ST FATEBT T FTAT ISt A |

T T4 el ST U IR ¥ 9 U st 9 ||

163 The final syllable is not pronounced.

164 The final syllable is not pronounced.



3745

3750

3755

3760

3765

3770

3775

3780

Sativara ro parvaro

T &I ATET AT < AT AT T T AT |

TS i 9920 § {0 ¥ [T RIS U I T S TR ||
FET FAT O TF BT SO S AT |

TS ST AT o ST ot &for ||

ST FAITE [ AT ST ATest 7 FreAf it 3 |

T TETST ¥ 9 H bl THT s T ||

Taret @iwat ¥ ATt =woft 7o § s A |

T TSST o ZET AT SATFA T @it it stad ||
AT, ST T AT T ST 1T g7 St 3 |
SO S HL-HAT A o @it ||

SITST ST 7 =1 90 U G s @ |

T TTST L a9 | o Jal 7 el TaT Sist Uahdl ||
AT T 7o 3707 @TeAT « HOTT shist ST |

TS FIU AST U 3] L oS FI shist oreror ||

ks e Kk

T o G I ST FO ATt ARl arenig |

T qTA0 5 @ Fg F@l 9a0 it &g I ||

AT, FT T AT AT ST o 307 {0 s T |
T BIeT <a AT 9ie st aeana ||
EARIESCIREICIRSICEISISEILE

U IEAT @A T AT AT L FT0 hist 91 H ||

TSI T IS G FIATT Teh e[l T AT st ST |

S[STTOT AT g W= T T 3T it HT ||

TBT T Fa o T ARG GeATS T hiot &1 |

T ATST T A< ¥ T a1 [or-[or st Gt ||

AT AT WIHTS Ua a0, Jret o H27 g faeew st ar |
HISTST ATHT U FeAt a1 st qrhed ||

S AT T FHa< FSIoi T FHa¥ 2 TF Hal-Hdb! Tt st g1 |
HTH TS AT AT T FHHEST it ard 1 ||

AT FIATS T FiTE H—

2 ATHISHT 2TreT ATt Ue el q A1 S T |

T RI0T- 707 AT =Rt 1T 2T =91 it 0 o ||
RTor-R1oT TRY, 9] ATHT 90T [AR7 7| =R T A e S |
e Ror-Ror TR T=Eret T it et ||

A AIHAT S F—

SITSTT FT AT AT GTAT Fhisl @ |

HTTST AT I Ueh 2[a¥ 9% it qriedT ||

HA ST, T STAT Uk ATHTSI FEIe ST st o |

165 The final syllable is not pronounced.

185



3785

3790

3795

3800

3805

3810

3815

186 The epic of Pabiujr

A Feeh FEIL HIaT T Iqc st wlaof ||
AT, AT Uk STBST I 30T AT 37 it 1 |
T SITd ZH AT $ Tah R it T4 ||
sksk TTTET sk
g AT ATl |0 7 § st 3T |

T T4, ST U [ | ST A1 3 STR707 st arot ||
ST 3l U ATege! [ AT T =32 i a1 |

AN AT AT T § HHT shit AT ||

T T T AT ATGST AT AT ol HS |

HE A1ZST F TF G2 A qqotia ||

& &, % < AT T AT | < it a7 |

T T o | H AT st g7 ||

STST S S(eT AT AT Tl ThlahT it A7 |

TaS! hH@TET FH® T FHTET st 7 57 ||

ST TSATST AT I Flet a1 |

A FAATST TG S H—

T TR AT AFTRAT ATHTST Fgel siet =TT #hiof aiel
& T FIAT U AT A/ O s 41 |
EIRIREIRKIS TS Riceill

T HIFTL g FgIT =T o shist 91X |

ST T(ST 0 ¥ a9 [TIET... | ATS] Uk Hiell st qred ||
[ ... AT | 7Eieh |AETET ATt U STt § it {17 |
T SAL-AL FIATL AT ST hist wg it ||

HOT T 92T FAT TIAT AT 5L hlsl a1 |

AT BT AT ATAT I hist AT ||

TN AT o T 3T =0ft 7 | ATAT it AT |

foRTE ST el ATST AT 7 TS A ||

sk e Ak

AT 3T ATGST Ueh AT T § HOM hiot O |

U |#e| ST U Tt 9% U gort | || St aifar ||
52 T AT AT &l § Jial aand |

AN EH ST AT T ATGST gl it TS AT ||

5T, Hel AT I FHa¥ o W1 07 g3t § Tl a2anq |
oTT¥ T ¥ UF ATGST AT i a1 2 ||

el U AT 38 AT &2t | diepl st aeand |

T AT A ATt 8, Ty sreme 70|




3820

3825

3830

3835

3840

3845

3850

Sativara ro parvaro 187

GA T ATGST AT it g |

e AT 7 UH 2 aderiar ||

AT T 72 T ITA07 hial ol aeard 16 |

T ZoIl QTATUIAT FHeeeAT St ANTATT HIh st T ¥ ||

T ATGET o1 ATEST o T &3l § Fial a2anq |

AT TR SRTISAT AT AT U A-A o 9 |

T o STTET Uah 9T e JO7T st Jdre 1 ||

T ATt o dIaT o707 i T FHeAT Hisr st 23 |

TSror Tt 7 of e Ay st arferr ||

AT T & 2 3 =0ft |7 | ATbT Fhlot a7 |

T [T =T T AT = | TSt ¥ A qi § UF TEAT U T Fa AL bl A |
AT, AT ATBST U 3T SRS AT I ST hlst ATt 17 |

T T FTS Ueh | TS o | I it @7 ||

ks e sk

TBI-STBd AR U VT I SRISIT-aATH! it TGIE |
T S, ST AT T Hial ST st sire 7 ||

TR, AT ATZT UF WA -ATHT TGS |

T AT ATZS TS AT st ST ||

BT AT =07 FaT ¥ i A< |

U A1 TS UF Aroies st A1 ||

AT T AT & 3T it 2 |

STT <2t ATGET 0T AT ST JLa U 1 |

T AeaTdT 3 ST SNTISAT 7 Flst e ||

[a==ft AT UF ATege S0 9ot 17 7| At T, FET O SUSt WIS STATSI § U Hi AT T
I AT ||

quT [t | U gl § HrE g2 ol s qwroft ||

AT TGS A FHT I Teh 0N, 0T st =7 |

T STaT, ATET SNTST Ush F0d AT AT 7 il 2R1eT ||

AT U AT ! AU arot I Tah 6T 92 9@ |

T TN STET ATT AT 3T AT it hegT ||

[SeT U araet HIoft U ST A, .. | <7 ATl T T AT 1 whist q16 |
AT e =AU ST et O 99 |

FT-FT FHRAT T AU AT FeaL it AT ||

T, G U TGS A J14T1 Uk AU ST St T |

T ! 0T S U Tt T from et Tt ||

166 The final syllable is not pronounced.

167 The final syllable is not pronounced.



188 The epic of Pabiujr

**Tna’**

A FATOT TS TF |1 qHET ¥ GR=qT et A |
e FRRt o TS U A A qifea ||
g TV STEINTS ATET 0T =1S ISt Seay |
3855 Giﬁéarvrﬁqzﬁﬁ'rrwaﬁ?rmﬁﬂ
FE ZT ArE oY ST HS 20D |
T el STEINTG AT U oIl hist |1rorT ||
=0T TS o I [FH T /| |1 FH T T a0 A7 |
IS AT TS T o Toh O A7 st i ||
3860 aﬁwﬁéﬁ'@%ﬁﬁ“@,ﬁ'@mﬁsﬁﬁm\
T % % & I HIS /I |
EEAMERIECIERRR UKIE RIGAUI
qOT <. STTETAT [ET AT TgTE 307 % I st &l |
T G GO AT TS T 07 FgIT AT shiof T ||
3865 aaﬁéaaar%qagaaqn?ﬁaﬁﬁaﬁw
T, 1 & & 377 % I A |
SRR IRIE e Rt
AT BT AIEN U [F| St ¥ @it it fSeaaa |
T 7 AT 107 H st aear |
3870 WEW%W%W%WH
HT FT STHNT AT TF AL |39 | 79 1 Hist 7 |
T TS qZATST Abat T e dor STeit st 3 7| |

**Tna’**

AT T AT FTOM AT U TF Fod 549 |
T STOR TS FTIOT ATERT et A |
3875 %ﬁ@mm&ﬁm‘
T Hiat, HIat o7 qa<-are! St 116 ||
T ATV Teh ST T Tehy TIST 207 37 09T |
Teh Te 1 TEATST df SWIETE < Jielt STFaT shiof ! ||
JeT T TSI U HaT A qLaT-ATeb! TP |
380 AT =ATLOT < ATAT shiet Hiads ||
ST 3T AT 07 UF FLAL-ATH! whlst q1E |
qreAT, TSAT U qroft 7 U AT 1Y A AT ||
AT ST 38 AT AT AT ISt T8 |
T STl =0 U d1egg gel hist aie a7 ||
3885 ﬁﬁ'@[ﬂﬁmﬁwmﬁ|

1T, ST AT S0 [T o FHTHRICAT Hisl =7 |

168 The final syllable is not pronounced.



3890

3895

3900

3905

3910

3915

3920

Sativara ro parvaro

T ST FATS! U d1as A0 U a1 il BT ||

AT =TT &S TTET R s F—

2 AT T S gl % o A e A A A
TR AT WA S5 RN 3% FE AT A5 T HIE F1eA ||

AT FOATIS T —

T A7 % @ T A < it a1 |
SRIREIRPRIERUERIc]

FIAT TSI & AT ST it e ||

v Ao g F—

& ST AT AT 30T ATAT I I 51 |

ST FLET U< qTeo! AT AT T F F3T U1 ||

ST ATAT I 9T FZTL el I TS oIl A Fls A ||

T Tl STOT TTSTT AT AT o STR0T TSI 27 919 Farar ||

T TGS T HOT F T IS a7 ™ |

TS 207 77 [#] 7 1 7 F 1 |

T T 1T TLATST U SHTEE 1 el ST st graet 7 |

AT |39 | TIATIST 3@ S

T X ST FLOT A K dTal F TTESi 0T 2aq1? g AT 07 A1di U g o FgTe el Jit T ||

**Tr'a’**

Fig AP & AT =L HIof T |

AT TSI 2 o ATSt HIeT it aredt ||

FIAT 9 ATE TH T ATHAT L =T HiSt 1Y |

STET Fee T T U €] AT Fgi hst Afera ||

3T, FT <3 dTS Fgie U T = A0 A Faq1T |

2 1T TSIT T ATSIT HIET it aredt ||

qOT < AT 72 ArAY AT T | FigHE TATS AT hist T |

T T ST 21 & ATSIT AT it qreat ||

TTET & SIST U gal AT< ek =0T FZIeT #hlst qiad st 917 |

[TET | U STRT TSt ST U FIISi gt Afesdt 1 forsmor it et a9 ||
XTI ATE e A AT A =L AT T F0IT ot TATT |

AT AT U < dTs U ATal it g A ||

O, O T ATGET AT ek SISl Gi=A1 L aTsil 107 | HUfT il qea |
T TSTST U T & Gi=l Tah 107 | il qe ||

TS 39 TS T AU FIHAT T s TAT |

4 e e 4 2t i |

169 The final word is not pronounced.
170 The final syllable is not pronounced.
171 The final syllable is swallowed.

172 For balira.
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qOT ATBST THT ATH AT AT T 07 Fi=T st qLo |
e ST I Gl Teh. . AT Ueh.. .l ATt S I G aist el ||

**Tr'a’**

ST F&T T ATgS! A AT ¥ =T il 1Y |

ST AT A gl it arie v ||

AT, SSTT AT | AT HASAT shist T |

T ¥g ST, T ST U SIS L U Gi=l, Seaa di=l U a7 it 9gar||
A AT @ FF H &= FT A —

g J2T ST AT AT JIT BT SATST-SIST st oA |

T TETEY AR AT A el v wioft Fist e |

IS AT T2 e HOT HET hit /AT ||

o AT A FRT O A AT it AT |

FIGTHE 17 FqTa ATt Ffesat 7 T =97 7 st 9 |

% 271 T 9 7 A e |

|TET ¢aT SISl 2| T 2T U 92a |

T T TTE SIST UF gl HIT AT IT T AZHIT STl shief aaar ||

K I **

g A1 dIT 9 U AT Gi=t T Ao =qIST AT st A0 |
AN UHAST ATRET 2 Teh FTST FlhT Fhiof 3Ma< ||

FTET & SIST &l Ueh AT st T |

AT ST T &F T 107 | @il il adqe ||

HIAT FI0 ToF Crot 9T 7 H =(0ft st g |

U T30, TZBT o AT Uk FEILT HTRT FHEIST it a7 ||
HL-AL, AL-ALT TF wgieh AT Tah 701 G At 17 |

T AT, AT TBHTd AT AT T HIEAL ST it AL 5 ||
AT T TS AT 7 Tt et 18 fiot Gre |

e ®IAT U 7 ARM T STRA T AT rot 979 g ||

ks Mmd Kk

AT AT U AGATATSIT It A |

T HIGl ST T T @A ¥ U Tiaon 7 ||

ST FAT ATGST AT I AT L ST st a7 |
=T q9-7H T TE ALGAT | TSt SUe |

T SIS Y T TEEAT ¥ St RS ||

173 For kolamada.

174 The final syllable is swallowed.
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T, T TSI ATZET o Il =1 |

T oo ¥ T ford of v it wie At st ||
TESIT FHTH-FISIT b FLUAT I it [Hear |
e =el, JAl H G2 T T TREAT[ 7|7 T ||
v eI F—

41 [T areget o T T T AT It s |
30T ¥ RO of U STRIT A9maT st arar ||
AT AT AT A § ol 19 |

#TY, &Y U TGl 3707 | I st &7 |

[ it | e U ATt #iT 7 it = |
T ST 3 & TG it 779 7 ||

I, 3@ TES( AT [F] ATGST T FS T |

3T TV 8 ATBST Fls AT =T Zhlof 1A |

ST T ATAT T T TG it 41 ||

ks e Ak

TSIt TE o5 TSt 2T 3797 ATB AT 7T st g1 |

Teh Al T QI TSt Ueh HIUT T @ it 771 T ||

AT T TSIl B FHeTl graT it 3 |

T HELTE] T &1 AT ST o SwardT ggat shist i < ||

FISTT TSIt Ueh o T ahiot ST |

T AT SATHET U Gl=t U T&b[ shiet a1 ||

AL AT ol TSl 3@ e, g e 9 Svaaa @it T a@@! 91 S ? &, TEsil 21 HH
T < | T o1 T 19 @, 07 ATEd AT /T3 ¥ 21 {0 | &t ey ey aeg O SA § ar
e Ei= 3 2 F4aT, a1 A Fg ATGAT, g A1 ATAT | TSI 3T07 AT < F=ear 7 F7 ||
TS| TSI F1e /19 37 |

o1 SATEHT 7 G 7 Fiot A2 g7 ||

=T TH-TH7 L ATGS HAUN Teh TE o il oA |

T O TSI 1% TG it 419 < ||

< T TESI T T H0i it [T & |

FTE "l & T ¥ A 7 st G2 17 ||

EAATISIT STAAT I A Hd (A ¥ AR ART [T | T =1, [, Jredl, Fraar Soaresit
AT AT % IV H1E Tl 5 A1 I8 % 7 % T AT g, F ST AT 4 % 30 g AT
T ATH AT gl | T ATAQT-ATAQT T 9 9T | T | A I A F VST AW Tt o6 Fget Sraed S[oni
g ST =t F AT | oot F % AT SR o st S ¥ g8 /v @ | ar Seaa gi=
T I HET IS AT oA | J1 6T 3 07 FR0 SIS | SISt 8T & Fis WSis a9 F9 Rl o
A T AILAT ¥ AT AT, [Seaad Gi=t qif=r & Fg AT ared hie 3T af U &l §97 30
GAH T AT | T UST AT 3@ TIATIS I g8 A T | FAATIST Ft FilS A AT, IS qAGT

175 The final word is inaudible.

176 Pparbii now gave his Hindi ‘explanation’ of this section, then added the following passage, prefacing it with a not-quite-
audible remark to the effect that it is performed in arthav only.
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T F, T AT | @TeAt gl AT ST NAT A7 qF 397 HA 7 TS a7 O ATIAT I8 AL TH
AT TS 7 3 AT AT T AT ST 7 S AT | T FAATIST 7 FEAT F AR | T SIATEST <,
STET, T T AT T "I % | 7 SATIL el BT HEA AT 2T | TIATISH 75 F FeAr w85 7 3w F
T Holl, Gt O T Tt off, o7 7 o U, 4o 9 G5t wohe | o9 & & A AR Fap ¥ A
T ¥ AT | 1S HHi T AT, 07 0 S FTE I | FEAT I HE FHlE AT AN @ oA ||

**Tna’**

FA+T ATGS ST AR H Uil hist =71 |

Ut FTS 707 [ | @ ¥ Aaerd shist anT 7 ||

TS 7L T U AT @Sl A1 it ot ||

AT e aTE TAT 9T AT AR5 7 |

0T 3T ARV AT HAT hiot T ||

T G2 FY FE=TT & 07 qroft TqeI ¥ IS § A STRE A AT FIALL IS ST AT AL am A
AT 3714 AT | 3797 ST F2TY 707 (=T | 07 uft Amrs ?

qm &Y, ST T UHT Teh I I -] il 9 |

AT AT 3T U SO e shiet AT 7 ||

FCRIEIRCIAERIEAE RS

T SATAT ATRST F el st mie ||

T STRMET g AT 52 A st a1 |

T Tt 3 o ST TR Shist qroar ||

et FoRTeaT U wgiY STt ¥ A it AT |

e T Stree Ue goet | i st =grear ||

TSI, FASI STREY U [T g8 U Feldl g il 3 |

T Z& [T o AT eaes shiet 1 1 ||

qr FOATHS F—

g & AT aTe T Toh FIT ST #E 1T A7 |

I, AT TSI LT o TS HE0T hist SR ||

FIST, FTST T AT AT shist T |

T ¥ AT BT ¥ g st e ||

T AT ATE %, B SIS I FlgHe g 1Y, 19 gigersit O 7 § oal, A FEreil qresit St 2
TR TS, ST O9HT TR 99 3. [T i Sraaa it F 7gd Tuns g, T S Rl a6
2 | U EIATLSI AT AW F 2 AT, 7 AT AN F2 AT Fol 57 307 QA A AL AT T AT | A
3T <9 aAled—

St ATRIT A T AT TATT A 7T |

AT TSI 2 o ATSt HI&T =it aredt ||

3T T [ | FigHe adrd Tl e |

ESRE IR IS EICIEIERIECil]

A AT 7 TSI 2T Gelt 22T iz T2 311 ATqand (Hes | q¥ AT W0 A, g ol g a1 a3d O
AT AT g, A EIHT ¥ [F] AT o e BT HIM A I hlhT HIIM? JTeA, 3T Fael a7 a0
1 ST, 707 ST | TR AT ATH A1 S, S 7 307 it A e wregn o 5|
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IS, FT AT T AT AT I UAT |

F$ UATI it 7 2157 A1 |

g 9T Fe GR 7 31 §9 § 6 Tl UNATL | S0 GiHl agd g1 AT § | 907 7 Y I W
AT ST FLAT 3 TEIRT S IS 978 B IS AL =41 53 a1 A7 G+t T T2a1 o, Al Awar
Hofl, 707 o ATeg AZT Wl & 7 B AAL &, A0 AT o TG AT FL Tl | AT, AT AT AT U
OReRe et Y, o F&t U VAT 9T & & A7 #6091 #e H T g, A1 7 | 919 8 | A, 927 I
HeT qU agd TSI, F S S SASfi &, ST oA 3T AT T80 & o A1 2 % qrofl &, S 8, % Fie |
T ST T - AT UAT & | ST oI AT T ¥ 39 T07 301 AT F 3 qf AW T RTE 5
STE T E, [T F 7= S| Teft A v of ART-39dT 551 99 @ 3%, 98 3 a4 [y v
A o Fre A, F 9% F a9 [ a1 Seawa di=t o9 e A | arht 797 9 e | TR S /e o1
TN ST O | &N, AT AT T ST, AR 7 A A 90|

ST 177 ST Al hdl o6 g ST AT FgTE 21T I S5 <g o, T 3HST A1 g § G2 «hof, v /A
T WA o T A, B | AT O | o7 SR o st sy drder, & 9re aroft w9t g, 3o
IR of =%t A, ST o1 TSI SNET § AT RSN 9 3797 SHIA AT 9ea it | 37 R, 9 ¥
TS | 3T ot ST Toreelt AT &A1, STHIA 7972 3714, 397 ST S0 Rl i ST 319 28+
rehast | o1 =t % o STHOT T 35 A{ehos, T SHHO G121 35 A 1eheost Hl T, JOT I qroft 2y
g, ST o A T SO, ST o 0T § 7 ST | TS0 Gt AT HebT, o107 O ST M
[ =St | TSt F & | Q1 SIS AT ST o, SN U 9" G0 FY, Y 359 d1¥ oA,
STOTT ST3TT 3 et B T A 8 o9, a9 8§ o9 el 91 (Hovar, St o 4 7 % ot Fe g8 U 8, S
TZ U FER T 7 AT 1T | W@t | ST 3T AT G019 o FHledr A, 307 SR o107 38 T FHerkd
AT T &S | ST 9 g7 AT AR 3% of SRt Aiehesst | @Y $arrsit SRt A% bt Surie? at Jer a1
HTAT. .. TR T 2 o SISl ST o &F Tl I AIAT 2 &1 1 A7 ° g &Iof, ¥ 3 3T a8 Sree |
ST T o Fhaadi < 4 § Gl o0 GATST ATE 1A ||

**Tna’**

ST Sl ATGST 0T BT < SIS < it i |
T The AT Uk a1l it A1 st o [ ||
[3] &=, &t v fSeawra di=t o qon O S fist Faw
STST AT TG, U FETT TR HHST it 917 < ||
G Tt T =T AT AT I ot g |
ST 9T TSIST Teh ATRET F & J0T1 =it <1t ||
sk ITTET sk

& T AT AT |A < Fg it a1 |
RIAT TSI 2T o AT T AT hiot qreat ||
g € ATZST AT =Y A AT |

AT TS 3T o T AT JE T it Srdd ||
qOT o ST T @it 721 79 3 a7 |

177" At this point Parbii had just completed his Hindi ‘explanation’ for the preceding passage, hence this Hindi opening word.
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Irft Aot H § FigHE TR T4 |

ESREIRE IS IciEIE ]

T3, TH & < aT@eT 4 I 99 0 a1 |

FAL FHILOT 2 AT TF FGE WAL it A 4 ||

qOT A ST T Gl G HL A0 79 F Alehl it a1 |

ST TSI Uah 107 § et @it < avam |

T 07 § T &7 2 Gl T T8 el I Fist adat ||

TS AT Fg BUN ek FHHT-aTaT U ot 4T I 17 |

T HT, WA ¥ e U [Sreaara =t #om ey st 719 T ||

AT ST AT T Fehd ATG (b hist H |

T Sl ATET AT gl TSt e ||

of Y HOI ATGST AU TH ISt oI |

T ol GEHT & ATaT whist A5 ||

AT EAATISIT AT T H0T 35 ATI FE IS AT [STeaTd Gi=l I HIE Hle | AT T < 7 g |
Srea=ra =it T €9 FIfeaT q1 IO G T ATl A= AT | 7 96T 97 s HIAT & AT S 3%
feretrardt 3T Miest HeAT I G < &Y ¥ g /i of | ar [¥] Srawa @i= T g7 307 Mt | Haor
g TV, AT 10, SATET I 1T a5 IHT 307 G 2 fEeron a7 170 | 1 f@ero & sarst @i=at O o
Tt GIOr, & e @i O olt F1 AT 38 M, ST SATET T I A0 =er? FT v SArat
T T, Tl a7 a0 U AT 2. SA1el T 1 £ feeivor et f2? &t & ivrt Sor gte
TS, A, TSI TS ATT AT TV 25 ATET T T FAATO =T ? JTeA, et Tiora o sy ana
AT 2, o BT IS WSIET = Foreard i1 Jiierar a1 a1 9 faq T a2 atoat f@eon O 22 f=en
ol | #fte 3Tt A1 fSieare @il 3w WSt /i 2 a1 ¥ ST Al T T I G A fEeon
IATAT | 31T & AU Fadl I 74 T, ATTT 3, RISl o TSI A1 IURT SATGHT AT FIet
i ¥ 75 (T | ot amepst A ¥ A= H wEAISr AT § ST AT T T a8 A H a5 ot |
TS M % GH ATBST AL I Aol ? ST TAATSI I AT AT, BT | HIE o 3T 307 /A
ST Tt AT | STT TR sper St 3o e O e wedt oft | S e ww ¥ S o7 oqe
A AR, o 3T, 31 § AT QU 7, 907 o 7 A0 §A ¥ A FF A6, AT AT
FTAT A2 &, T T AL A Al ! SO || U7 937 <@ Al @ 52T rae gy oy st O
ST, T ATST, ATET & | AT ST IS BT A AT A7 AT | T =HIST @A S 2 3T FZATSH G,
ST TN  ATST o & oIoF | AT AT a7 =St 551 FH T, AThl Fat 315 il qraar Hdr-aral
oFTY it 31 | T FAATLSI  TEdT AdT ST RN H a1 st (e | g | /19 g, 67 o
HiaT =JISt @ [ | a1 =it were a9 O gag, ST AT 93 g1 W & ST gl Al vt
AT & | TSI AT9e fOarsit T JSt @ F et A1 I AT forearor o6y, Tt oy, i o
ST AT ATSAT SO0 Haor WM, & 3 HS1 AT Fg & {07 8 A (€ T A1 Y+ A7 =
orarstt < =St & | A7 @ =ST el aRTa € {ia AT AT 3T S| € 7 qS ] AT 353 FHeA T
AT ST & 30T ST I AA Fow 3T AT AL AT 3 | T A Fawt A1 ATS ¥ Hiay awtar § [ | o7
FATL-SATE SIS 37T, ST 7 s, =T H AT, ST A hal AWM, g 92T 3 & @it 7 a7 o o
g, A AT AT, S T ST G O H TS F T HA A | A, B GAT A0 &=,

178 The final syllable is not pronounced.
179 The final syllable is inaudible.
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STOT GEHT T ATAT A T B3 TR AT T A A A, ST A4S A T < AT A o T e |
T oA 1S W U 1 i | g e Sr At F g A o [q] fw e Svfw g
Tt =g e ||

LN el TIAATSI SATTL =ATST A1 oS ST HATST L a5, ATT AT AT | it =et 1€ fiwAw
¢ | R st ot AT ¥ e | ot S warestt [#7E | o A & 2e arte | & A
HT o TS 3G % A FYAT [FTE 7| ST FHA T 4T AT gl S0 AT Fi=T A /A 7 e
TN | T AT T &l ST AreAc], AT ST ATl I F ¥ AT T 61 | 7 T AT He
TS LA FTE Ahcdl, ST AL Ahpd TIATT 7 AT AW | A, AT Tgel hig aQTdl? Fgel-get
+f TETET, FRTET F AGT A S T el a9 o ST @ A ATS | A1 AT A7 AT =y
AT A G BT S AT, ST FaT AN, 2T o TS Gl § ATH Fhial g STl AT a1 ARl U 2 a7
A =T AT TR AT | e AT ST H 2T SATT Ueh L9HT FHIST FT 3 I /7 dar-aeT
TV AT | = A AT vy W AR $fie A Ay ¥ = § << e | /v e Jrer 9w Av ey agt
TN T2 53 Tl [oTd T | FIFT [T ST FAATISH Zlel-Ilel AL 55 AT @ 371 | G A1 AT
¥ AT § T AT, g TS THAT-THar 4 [, Son =y T, g A AT ST ZH AT =
ST ST SATES 2, IUL ATEd 31 7 A1 Tl 2, ST a7 il 58 S | q FIATSS 7S 35 AT A0
TST I 0T T3, o g T3 7 1T 9 A, 317 AT, i I ST AT A @, 397 q77 F 9 A1 it
58 ST | AT G= T3 L qMel [T, ST a1 3 T | T IS AT 307 /Y&y ¥ 9reF 74t &
REU

TR TSI AT /T F T T g1 e aedr, g A1 A7 7 S5 a7 T @1 1 Al 58
i, ofi Tt =St f are =S | e i A 9 ||

T 3 AT AT A T At s |

T SATETET T /e AWM ST 7 S97aT 9 |

ST FIATISH AT U FF &T07 T S TR ¥ L1 ST AL ATTL it o7, gHAar it ghe
FHICAT FLA AT, I A= ATT LOIT T ST TE TG U ATE07 97 7 s o8 {on | s
UTTET e[t |INTTOT <7 €= 4, &7 § Je3 & ||

GRINE] %% 180

I FET TSI FIBHT T AT ||

180 This closing song is essentially the same drati as Parbii and his wife sang at the beginning of the performance.






THE EPIC OF PABUJI

Translation



Introduction to the translation

All translations are exercises in failure, for a perfect translation is an impossibility: the translator has
to steer between the Scylla of failure to convey the original’s full sense and the Charybdis of failure to
match its expressive power in the receiving language; and there is no right course.

The translation which follows is intended to be an accurate English representation of the perfor-
mance by Parb@ Bhopo transcribed in the preceding pages. It is not, however, literal in the narrowest
sense of the term — that is to say, it is not a crib. I have tried to find for each Rajasthani phrase an
acceptable English equivalent; if that equivalent differs significantly in terms of literal meaning, I have
provided a more accurate gloss in a footnote. Thus, to take a single example, I have translated kara tala
vegairi takida as ‘make swift speed’, and explained in n. 37 that the original phrase really means ‘make
speed swifter than the clap of a hand’: in this case the chance of a simple English alliteration echoing
the Rajasthani tala...takida seemed to me to counterbalance the loss in content. Naturally, other phrases
required other kinds of treatment.

That there is an overall loss in content I cannot deny. In making my translation I have often felt,
rather helplessly, that the richness of the original phraseology was trickling away through my fingers: so
many words ended up with pedestrian English equivalents such as ‘fine’ or ‘great’; so many variations
in word-order emerged into English as subject plus verb plus object; so much onomatopoeia was lost or
weakened; and so on, and on. But all these are themselves merely reflections of the greatest loss of all,
which is the loss of orality. An epic performed by a bard is a living organism: it comes into being as he
recites and sings, and has great freshness and immediacy. To translate such a composition, not merely
from Rajasthani to English, but also from speech to print, does it no service at all.

Despite all this, I have done what I could to convey the flavour of Parbii’s version of the epic of
Pabiji. Like other oral epics, this one is highly formulaic: comparable events are regularly recounted
in very similar forms of words. I have gone to some considerable effort to reproduce this effect in my
English translation: ideally, each standard Rajasthani formula is represented in English by a particular
phrase, used whenever the formula appears.! The actual situation falls some way short of this. For
example, some of Parbli’s expressions are used in more than one context, and it was not possible to
find a single similarly adaptable English equivalent — thus bholi vata is translated ‘foolish idea’ in
some contexts, ‘simple matter’ in others. But in general the repetitiousness of the original does come
across, and the non-Rajasthani-speaking reader should be able to get a fair impression of Parbii’s use of
formulaic language.

The form of the epic which is transcribed and translated here is the declamatory spoken arthav.
This has certain consequences, which the reader of the translation should be alerted to. For one thing,
Parbt sometimes repeats lines or couplets in arthav, as he would not do when singing (gav). This is not
intended for emphasis, or for any other ‘aesthetic’ effect, but comes about for various pragmatic reasons:
perhaps he has just performed a section of gav, and simply starts his new arthav a couplet or two too
far back; perhaps he feels that he made rather a mess of performing a couplet, and so does it again;
perhaps he simply needs a few seconds’ respite to remember the next couplet. Whatever the reason in
any particular case, it should be realised that what looks in cold print like a deliberate ‘literary’ device
is in fact simply a by-product of oral performance and the severe demands it makes on the bard.

A second characteristic feature of arthav performance is the use of certain words as ‘fillers’ — not in
any formal metrical sense, but purely as habitual embellishments.? Parbu uses the following five words
in this way: eka ‘one, a’, which occurs 1861 times in his performance; ana ‘this’ (394 occurrences);
forms of ghano ‘much, very’ (384 occurrences); forms of jhino ‘delicate’ (135 occurrences); above all,
kijai ‘say!” (3126 occurrences, all but a handful immediately preceding the cadence). Apart from certain
occurrences of eka which are clearly significant (such as in the phrase eka do vaso ‘one or two halts’),
and from a smaller number of possibly significant uses of ghano (discussed in footnotes), these words
are without real meaning: eka and kijai are semantically entirely empty, and the words ana, ghano and
Jhino — which Parbt will use in one occurrence of a formula, and omit in the next — are so weak as to

I This does not apply to the non-metrical passages which Parbi told in free prose: these are not ‘formulaic’ in either
language.

2 Again, this does not apply to the non-metrical passages.



Introduction to the translation 199

be generally untranslatable. The use of all five words is simply a feature of performance-style, and they
are ignored in the translation. )

Interspersed in the translation are scenes from the par: these are the work of Srilal Josi of Bhilwara,
a traditional par-painter. As explained in chapter 3, ‘“The pictures on Pabtji’s par’, the cloth-painting is
not really composed of individual, isolable ‘scenes’; however, no other practical way could be found of
permitting the reader to find his way round the painted narrative. This leads to certain problems. Many
depictions (especially those of courts) are referred to over and over again as the story progresses; some
(such as Scene 10) are explicitly ambiguous; in many cases (such as the figure of Deval in Scene 8) a
depiction contains an element which is to be ignored except at a single point in the story; conversely, some
depictions are meaningless unless their interaction with other depictions is understood (for instance,
Scene 46, consisting of a single figure, gains its meaning because that figure stands before the central
image of Pabiij1). The reader should bear these considerations in mind as he follows the narrative, and
should remember that the division of the painting into 100 ‘scenes’ is no more than a means to an end.

Each scene is reproduced at or near the point where it is first referred to in the narrative; it is
accompanied by a small horizontal rectangle containing a dot, representing the location of the scene on
a typical par. The manner in which any given scene is depicted is likewise intended to be typical, but
the reader who compares what he finds here with an actual par will find numerous minor differences
— a horse is present or absent in a scene, courtiers are aligned top-to-bottom or left-to-right, a lady is
shown accompanied by more or fewer attendants, and so forth. I have deliberately not commented on
such variants unless there seemed a possibility of their preventing a scene from being recognised: the
illustrations contained here are intended as an informative handlist, not a comprehensive catalogue.

It is in connexion with the illustrations that this book owes most to Joseph C. Miller Jr, my former
collaborator (see the Preface to the first edition). It was his idea to approach Srilal for brush-and-ink
drawings; the division into scenes was initially done by him, and I have only varied it in perhaps half-a-
dozen cases; the notation of the rectangle and dot to show the location of each scene was his invention.
Further, it was Miller who first identified some whole scenes and many details of scenes. These are
marked here with the initials JCM, but this is an altogether inadequate indication of the extent to which
I am indebted to Miller in this area.

In addition to depictions of events in the epic narrative, the par contains a small number of residual
scenes. These are dealt with separately in Appendix 2.



5

Horoscope

In the Samvat year thirty-seven' Lord Pabujt took incarnation in a plot of saffron.? [Scene 1]

Scene 1: Pabijl takes incarnation in a plot of saffron

The infant Pabiji, depicted in Rajpit costume but without moustache or weapons, is shown
within a frame representing a saffron-plot. The frame may be oval or rectangular; the back-
ground to the figure may be coloured yellow to represent the saffron.

A tigress suckled him at her nymph’s breasts, [Scene 2] and his mother Kamalade? fed him on her lap.
[Scene 3]

A tigress suckled him at her nymph’s breasts, and his mother Kamalade fed him on her lap.

In the course of years, Pabiiji* became a strong young man;

Laksmana, the ascetic deity of the sand-desert,’ sat on the throne. [Scene 4]

1

S5}

Le. ‘37" preceded by two unspecified digits. Interpretations favoured by bhopos are 1237 (=1180 A.D.) and 1337 (=1280
AD.).

This is the first of a number of references to saffron in the narrative: the other most important ones are (1) that Pabiji’s
nymph-mother (see 1. 2) is called KesarparT ‘the nymph Saffron’, (2) that when she returns to Pabdjt in the form of a
black mare, the mare’s name is Kesar Kalami ‘Black Saffron’, and (3) that in ‘the episode of the saffron’ Pabdjt insists on
obtaining saffron to dye the turbans of those who are to travel in his wedding-procession. The significance of saffron in
Rajptt tradition is that it is worn by warriors sworn to triumph or die, and by bridegrooms: these various epic references
to it, and the formula ‘Pabiijt arose with a toss of his saffron robe’ (e.g. 1. 428), serve as a regular reminder of the hero’s
noble status and martial background.

For the story referred to here see n. 2, p. 342. The general understanding among bhopos is that Kamalade is the mother of
Pabiijr’s brother Biiro, who brought PabiijT up after the disappearance of his nymph-mother Kesarpari. Parbii, however,
takes the name as referring to Kesarpari herself, and is consequently in some difficulty to explain her sudden reappearance
early in the episode of the widows’ pyre.

Here, as very often, Pabiji is referred to as ‘Pabu Pala’. The second word (which cannot be connected with pal- ‘to
protect’) is apparently no more than a name used for him in folk-literature (RHSK, s.v. pala), and I have made no attempt
to translate it.

Le. Pabujt: this is a standard epithet.
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Scene 2: Pabuji is suckled by his mother in the form of a tigress

Scene 3: Pabiji is nursed by his stepmother Kamalade

Cado the chieftain, king of Chappan Vagar,® was an incarnation of Mother Camunda;’
and he was called a chieftain of Pabijt.
SaljT Solanki was an incarnation of Mother Bhaisad;®

6 A district in Kacch containing fifty-six (chappan) villages.

7 According to Parbii these ‘incarnations’ of various deities as Pabiiji’s companions are metaphorical: the meaning is that
Camunda had blessed Cado by laying her hand on his head, and so similarly for the others.

8 A goddess, about whom Parbii could supply no details (though her name clearly contains a reference to the buffalo-demon
killed by the Goddess in her Mahisamardini form).
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and he was called a chieftain of Pabaji.

What man shall we commemorate next?

Harmal Devasi was a prince of the Als, sister’s son of Bhimo, an incarnation of Mother Visot,” son of
Jasvat;

yet he was called a chieftain of Pabiji.

What man shall we commemorate next?

Dhébo the opium-drinker, ever hungry, would finish off (food) as fiercely as a spark in a bale of straw;
Dhébo used to dissolve a twelve-maund ball of bhang (to drink);

he used to eat thirteen maunds of opium.

Dhébo was known as an incarnation of Hanuman;

he was called a chieftain of Pabaj.

Wrestlers wrestled, rams fought.

Wrestlers wrestled, rams fought, and judgment was passed on the wicked in the court of Lord Pabiji.
Wrestlers wrestled, rams fought, and judgment was passed on the wicked in Pabiiji’s court.

Antelopes stood and clashed horns.

Jam! lay bound head-down to Lord Pabji’s bedstead.

(Pabuji’s) knees were Ganesa’s, his waist Kalika’s, his chest Hanuman’s; the monarch’s lock of hair!!
was that of a king.

(Pabiji’s) knees were Ganesa’s, his waist Kalika’s, his chest Hanuman’s, his throat a gokhala,' his face
the land of Marwar; and the monarch’s lock of hair was that of a king.

Peacocks and cataka birds sported, and the moon and sun both shone.

Half the sun shone on Lord Pabji, half the sun shone upon the land.

9 A goddess, about whom Parbii could supply no details except that she is his family deity.
10 A raksasa (demon) who had previously terrorised the people of Kolii, but who had been captured by Dhébo.
1 parbii takes the ‘lock of hair’ as referring to a crown.

12 Parbi very hesitantly interprets this as meaning a garland or necklace; bearing in mind that the next comparison is with
a place, could it perhaps be an error for gokala, i.e. Gokula, Krsna’s birthplace?
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Scene 4: Pabijt in his court at Kol

Pabiiji, wearing all the accoutrements of a Rajptt warrior, sits on his throne within a domed
palace. Behind him are attendants, one fanning him, the other waving a chowrie (a fly-whisk
formed from a yak-tail — a symbol of royalty). Above him are sun and moon, two nymphs,
and two peacocks. Beneath him, wrestlers wrestle and antelopes and rams fight; a pack-ox
is also shown (cf. 1. 2495-6). At the bottom of the scene appears the demon Jam: one of
Pabiji’s courtiers holds his lock of hair from behind (cf. 1. 1797), while another pulls on his
nose-string (cf. 1. 1799). Also pictured are Jam’s ‘vehicle’, a rhinoceros (its hide containing a
ready-formed shield), and his wife, often shown with the head of a donkey or pig, who wields
a mallet with which to ‘massage’ her husband’s feet (JCM). Before Pabuji is his spear; facing
him are his four companions Cado, Salji Solanki, Harmal Devasi and Dh&bo. Dhébo smokes
a hookah.

203



The episode of the hare

King Biro was seated in his court at Kolu;
as he sat there Biiro raised the matter of hunting. [Scene 5]
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Scene 5: Biiro in his court at Kol

Biiro sits on the left; facing him are two anonymous ‘courtier’ figures, who will later represent
visitors such as Cado. Below are Biiro’s two mares, the brown Phiil-Vacheri and the red Dhel.
On the right stands Deval, who will arrive later to demand Biiro’s help after the theft of her
cattle (cf. 1. 3044—7) — though this sequence also has a scene to itself (Scene 73).

30 ‘Fasten saddles on the horses, my knights!
Biiro is setting off to hunt pig.’
King Biiro put a wooden saddle on his mare Dhel;
O lord, he set out and went to hunt pig.
O Biiro," pale dawn came in the land,;
35 at the break of day Biiro urged on his mare Dhel.
King Biro went into the wild;
instead of pig a hare appeared in front of him.
King Biro gave up pig;
he pressed his mare Dhel in pursuit of the hare.
40 Buro whipped up his mare Dhel in pursuit of the hare;
he galloped his mare in pursuit of the hare for twelve kos."
King Biro struck at the hare with his sword;
the wounded hare set out and arrived at the assembly" of (Sardgde) KhicT in Jayal.
O lord, the courtiers of Sardgde Khici were seated proudly; '

13 1tis a commonly-occurring device for the performer to address a line to the character currently at the centre of the narrative.
14 A kos is a measure of length equivalent to about two miles.
I5 Literally ‘the rugs’ (jgjamd): the courtiers sit on rugs spread on the floor.

16 T iterally ‘turned aside and with back turned’ (@do-apiito): Komal Kothari explains that the reference is to a slightly
turned-aside posture which indicates both pride and respect.
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the hare arrived at the seated assembly and fled beneath a rug.

Khici thrust the hare beneath a rug;

Biro arrived from his pursuit and called out a greeting.

KhicT’s courtiers were seated proudly;

in the crowded assembly-room Biiro, mounted on his mare, paid his respects. [Scene 6]

Scene 6: The Khici court at Jayal

The Khici ruler sits on the right; two male figures face him. In the present context the ruler
is Sardgde Khict and one of the male figures is Biiro; later the same figures will represent
Sardgde’s son Jindrav Khici and his courtiers.

The proud king (Saragde Khici) asked Biro what was on his mind:

‘King Biro, tell me what is on your mind!

On what great business'” have you come today to my assembly’s session?” '8
(Biro answered,) ‘O Saragde KhicT, the (Sun-)god! with his rising rays disposes of (serious) business;
I have come to your assembly, Khict, on a (minor) domestic matter.

I whipped up my mare Dhel for twelve kos;

I mounted to hunt pig;

instead of pig a hare appeared in front of my mare.

The wounded hare, Khici, arrived at the edge of your rug;

give me the hare that arrived here!’

Then Saragde Khici considered, and what did he say?

‘King Biiro, you have formed a foolish idea in your mind;

I shall keep the hare that arrived here in my protection.

O Biiro, either give up your claim to the hare,

or take the hare’s body to your court in Kolu;

I shall not give you the head today, nor tomorrow.’

King Biro considered, and what did he say?

‘(To offer me) the body insults me, a Rathor.

I shall not take the hare’s headless body today, nor tomorrow.

Listen, O KhicT of Jayal! In retaliation for this hare there will be a great war;
in the hare’s name swords will ring between the Rathors and the Khicis.” [Scene 7]

17 Literally ‘on how much business’ (katarai kama).
18 Literally ‘my spread-out rugs’ (dhaliyori...jajamd).

19 Literally ‘the creator’ (kiratdra).
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Scene 7: Biro and Sardgde Khici dispute over the hare

Biiro, riding his mare Dhel and accompanied by a courtier, does battle with Sardgde Khici,
who rides behind the mahout of his elephant; above is the hare, being chased under a shield
by a dog (JCM). The par thus depicts an armed conflict where the epic narrative has a mere
verbal exchange.

King Biro mounted his mare Dhel;

he set out and came straight to Kold.

King Biro went and sat in his palace (lofty as) a hovering cloud;

Biiro sat there disconsolate in mind. [Scene 5]

O Biro, Queen Gailovat asked you what simple matter?® was on your mind:

‘O Rathor, why are you sitting disconsolate in mind?’

(Buro answered,) ‘Queen Gailovat, do not ask me what simple matter is on my mind!
The words of Sardgde KhicT are striking at my vital organs.

I went to hunt pig;

instead of pig a hare appeared in front of my mare.

The hare went into Khici’s court;

it went and expired under a rug.

I went into the session of KhicT’s assembly;

I went and spoke out to KhicT;

but Khict did not give me the hare.

Khici considered, and what did he say? “Either you take the body (or give up your claim to the hare);”'
and you will not get the head today, nor tomorrow.”

KhicT spoke sarcastic words to me;

his words are striking at my delicate internal vital organs.

Khici (said that he) would employ Cado and Dhébo to oversee his granaries;

he (said that he) would employ Pabiji to serve in his bedchamber.’

At this point what did Gailovat say?

‘King Biiro, today you have become afraid of this Khici,

or else, O Biro, you have acknowledged misgivings about Khicf.

If you had met your end in battle I should have gone and become a sati?* at the well of Giijavo;?
but you returned home through fear of fighting!’

Pabiijt was seated in his court at Koli;

20 This is the same phrase (bholf...vdta) as is translated “foolish idea’ in 1. 61 above. The adjective bholo means ‘simple,
innocent, naive’.

21 Parbi accidentally omitted the second alternative.
22 ILe. ‘I should have burnt myself to death on your funeral pyre’.

23 The name of the well at Kold.
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as he sat there he raised the matter of Biiro. [Scene 4]

‘Cado my chieftain, yesterday at dawn Biro went to hunt pig;

go and bring news of the great hero Biiro!”

So let us see whether Cado came to Biiro’s place, and whether he asked him about the hunt.?*

O chieftain Cado, anger arose in your mind;

(Cado) returned to Lord Pabaji’s glorious assembly.

Pabiiji was seated on a tasselled rug which he had spread out;

the great lord Pabiiji raised with Cado the matter of his brother’s hunt of the previous day. [Scene 4]
‘Cado my chieftain, you went to Buro’s great fort;>

how did Biiro describe?® his hunt of yesterday?’

(Cado answered,) ‘Pabuji, King Biro went to hunt pig;

instead of pig Biiro drove his mare Dhel in pursuit of a hare.

O lord, the hare ran away and fled, and went into the Khicis’ camp;

Sardgde KhicT had let loose his cattle within (our) borders;

The weary hare went and found a place in Khici’s assembly.

King Biiro asked for the hare;

Saragde KhicT spoke a painful speech.

What did he say to Biro? “You take the body, and I shall not give you the head today, nor tomorrow.”
O Pabiiji, Sardgde Khict spoke words to us;

his words are striking at my delicate vital organs.

He (said that he) would employ Cado and Dhébo to oversee his granaries;

he (said that he) would employ you, Pabiiji, to serve in his bedchamber.’

The great lord Pabuji considered, and spoke out:

‘Cado, mount your horse;

travel to KhicT’s glorious assembly!

Cado my chieftain, go yourself to KhicT’s rug;

go and remonstrate directly with Khici!’

Cado the chieftain took his shield and his tasselled sword;

with (the weight of) his shield he stepped like a frightened wild peacock.

Cado mounted his horse;

he set out and went to Sardgde KhicT’s glorious assembly.

The courtiers of Sardgde Khici were seated proudly;

in the crowded assembly-room Cado went and paid his respects. [Scene 6]

Now before him Sardgde KhicT’s stone-carver was seated; let me tell you, he was carving boundary-
stones, and setting them up himself within the borders of the Rathors. So Cado went and said to the
stone-carver, ‘O stone-carver, do not strike with the chisel you have in your hand!” Then the stone-
carver considered, and said,

‘O Cado, you have formed a foolish idea in your mind;

Saragde KhicT’s army rides hundreds of thousands of horses;

O Cado, today in the army of the Khicis they will kill you painfully!’

O chieftain Cado, anger arose in your mind against the stone-carver;

Cado flared up and cut off the stone-carver’s head.

Sardgde was sitting waiting for Cado;*’

he flared up and brandished his spear at Cado.

24 A common type of link to terminate a section of arthav and introduce the topic of the following gav. In his recorded
performance Parbil did not use such links very frequently.

Parbii accidentally omitted a few couplets from the beginning of the next arthav. Translated from the equivalent
passage of gav, they run as follows: Biiro’s courtiers were seated proudly; in the crowded assembly-room Cado paid his
respects. ‘O Rathor elder, tell me about yesterday’s hunt! Laksmana the deity of the sand-desert (i.e. Pabiiji) has asked
for news.” (Biro answered,) ‘I went to hunt pig; a hare appeared in front of my mare Dhel. (Sardgde) KhicT of Jayal had
set up camp and was seated at the border; Sardgde took my weary hare into his hand. He (said that he) would employ
Cado and Dhébo to oversee his granaries; he (said that he) would employ Pabiji to serve in his bedchamber.’

25 giradr...kota, a common formula of slightly obscure meaning: kofa is normally ‘fort’, but the only sense that appears

likely for giradr is ‘circular’. There is a market-square in Jodhpur city called Girdikot.
26 Literally ‘raise the matter of” (vatd...calavi).

27 Literally ‘watching his path’ (dekhai...vata).
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208 The epic of Pabiiji

The lady Deval stood there holding the trident of Mother Karnt;?

she came and spoke out to Cado and KhicT.

‘O chieftain Cado, do not strike at Sardgde Khici with your sword!

(Otherwise) ill-repute will attach to Laksmana, the ascetic deity of the sand-desert.’

So Cado considered, and what did he say?

‘Lady Deval, may your family today go to the bad!

You have come and struck up an alliance between me and KhicT in the midst of a battle.
O Khici, stay alert in your mind!

I did not bring the command of Laksmana, the ascetic deity of the sand-desert.
Then what did Saragde say?

‘O Cado, do not be so very proud of your Lord Pabiji!

I shall employ Pabijt to serve in my bedchamber.’

O Cado, great anger arose in your mind,;

Cado flared up and set off back to Kold.

Lord Pabiiji’s courtiers were seated proudly;

in the crowded assembly-room Cado went and paid his respects. [Scene 4]

O Cado, Pabiiji asked you what you had to say:

‘In what kind of mood did Saragde discuss matters with you?’

(Cado answered,) ‘O great lord Pabaji, how could matters be discussed?
Saragde (said that he) would employ Cado and Dh&bo to oversee his granaries;
he (said that he) would employ Pabiji to serve in his bedchamber.’

(Pabijt said,) ‘Cado my chieftain, speak a little more softly and sweetly;
Pabiiji’s warrior Dhébo is listening nearby.”*

Pabiijt (and his companions) mounted their five horses;

O lord, they set out and went to Khici’s glorious assembly.

In (Pabiji’s) army the war-drums were beating rhythmically;

in Pabijt’s splendid army the kettledrum was beating with a roar.

The teams of horses of (PabiijT’s) chieftains ran on at great speed;

in front of them all Dh&bo urged on his horse Haranagar.

Pabiiji came near to KhicT;

Cado arrived and called out a greeting:

‘O Sardgde KhicT, you are seated on the edge of your rug;

today you will come to your senses when the swords of Cado and Dhébo ring!’
Sardgde Khict gazed forth and saw:

the splendid army of Laksmana, the ascetic deity of the sand-desert, had arrived.
Sardgde KhicT put saddles on his excellent® horses;

Straightway he began the battle between the Rathors and the KhicTs.

In the battle Dhébo the opium-drinker bent his knee;*

O Dhébo, she-vultures were circling above you.

(Dhébo said,) ‘O she-vultures, wait a little while;

today Dhébo will satiate you with the fresh vital organs of the Khicis!’

O Dhébo, arrows shot forth from your fingers,

as if (the monsoon months) Savan and Bhadavo were pouring down.

Dhébo the opium-drinker slew Khici’s excellent army;

he left only Sardgde Khic alive.

As Saragde Khici ran away and fled, (Dhébo) seized his left hand;

Dhébo cut out Sardgde KhicT’s vital organs from behind.

Dhébo the opium-drinker killed Saragde KhicT,

Dhébo won the first battle before Pabiiji.

229

28 A major goddess in Rajasthan, with a famous temple at Deshnoke, about 15 miles due South of Bikaner. Like Deval (and
many other Rajasthani goddesses) she was a Caran by birth.

29 Te. ‘I did not come with Pabaji’s mandate to fight you, but I shall soon have it, so beware!”

30 Dhébo is violent and impetuous: Pabiiji is worried in case he should go out of control through anger at Saragde’s insult.

31 Literally ‘worth nine lakhs of rupees’ (navalakha): a standard term of high praise.

32 Into a position suitable for fighting with bow and arrow. Dhé&bo is depicted in such a position on the par at the point where
he fights Jindrav KhicT: see Scene 79.
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(Pabiiji said,) ‘Cado my chieftain, we have made our name truly immortal in the land;
we have taken on a feud against (Sardagde’s son Jindrav) KhicT of Jayal!’

Pabijt set out as starry midnight passed;

he came straight to Kola.

(Cado said,) ‘O Pabijt, you have formed a foolish idea in your mind;

we shall not leave any KhicTs alive within the borders of the Rathors.’??

(Pabijt said,) ‘Cado my chieftain, we have done ill in the land;

today we have begun a feud against Khici.

But Cado my chieftain, KhicT is known as a knight equal in strength®* to us;

let us marry our sister Pema to Khici.

Cado my chieftain, go to Baro’s great fort;

go and raise the matter of the betrothal of our sister Pema!’

Cado the chieftain took his shield and sword in his hand;

he set out and went (to become) Biiro’s beloved guest.®

King Biro was seated amongst his courtiers;

Cado went and paid his respects. [Scene 5]

(Biiro said,) ‘O chieftain Cado, tell me what is on your mind!

On what great business have you come to my glorious assembly?’

(Cado answered,) ‘King Biro, the (Sun)-god with his rising rays disposes of (serious) business;
Laksmana, the ascetic deity of the sand-desert, summons you!’

King Biiro tied on his genuine sloping Rathor turban;

on his feet Biiro fastened his velvet shoes.

Lord PabiijT’s courtiers were seated proudly;

his elder brother Biiro came and paid his respects. [Scene 4]

Bowing low PabiijTt made obeisance to Biro:

‘Please be seated at the front of Pabuji’s glorious assembly!’

(Buro answered,) ‘Pabiiji, tell me what is on your mind!

On what great business did you send a chieftain to my house?’

(Pabujt said,) ‘King Biiro, among the Rathors you are called a great hero;

undertake a task for me today!

The swords of the Rathors and the Khicis rang in battle;

we have taken on a first feud against Khici.

O Biro, KhicT is equal in strength to us. If you accept what I say then marry our sister Pema to Jindrav
Khici!” King Biiro considered, and what did he say? ‘Pabujt, Jindrav KhicT is a very proud king, who
will perhaps accept our sister, perhaps not. O great lord, Jindrav Khict will certainly give up® this feud.
O chieftain Cado, make swift speed;*’

take garlands for a bridegroom?® on the ancient road to Jayal!’

Cado the chieftain took garlands for a bridegroom in his hand;

he set out and went on the ancient road to Khict’s place.

Once or twice he halted overnight on the road;

at the third halt he went and removed the stirrups from his feet in Jayal.*

Cado the chieftain mounted his horse;

mounted on his horse, he set off for the court-room.

33 The sequence of events is a little clearer in the Hindi ‘explanation’ which Parbii provided for this passage: Pabiiji says to
Cado that a terrible thing has happened (not that they have made their name immortal) in that a feud has been started;
Cado dissents, saying that they will not allow KhicTs into their lands alive; then they all return to Kold.

34 Literally ‘of equal elbow’ (strakhtf khuni ro).

35 sigaratha...pdvano, a common formula of slightly obscure meaning. RSK’s gloss for sigaratha (‘all; accompanied by

one’s family’ — s.v. sigarata) is unhelpful, and Parbt gave inconsistent explanations of the word. Komal Kothari remarks
that the phrase appears in many folksongs, and that the commonest gloss offered by singers for sigaratha is ‘beloved’.

36 Literally ‘wash (away)’ (dho laila).

37 Literally ‘speed swifter than the clap of a hand’ (tald vegairf takida).

38 yaramald, the normal way of marking a betrothal.

39 The next line is a nice indicator of the extent to which the literal meaning of a formula can be submerged by its functional

meaning: clearly for Parbii removing one’s stirrups at the third halt means simply arriving somewhere, and has little or
nothing to do with dismounting from a horse.
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O lord, Jindrav Khict himself was seated on his rug;

Cado went and paid his respects. [Scene 6]

(Jindrav KhicT said,) ‘O Pabajt’s chieftain, tell me what is on your mind!

On what great business did you come on the ancient road to Jayal?

First you killed Sardgde Khict my father;

now you have come to Jayal to kill me!

(Cido answered,) ‘O Khici of Jayal, do not speak such sarcastic words!

I have brought garlands for a bridegroom in your name.’

KhicT took them, reflecting in his mind:

‘Today I shall cause Pabaji’s sister to grieve her marriage!’*

As KhicT sat there (Cado) put on him the garland of flowers;

as he turned round he tied on him the bridal threads* dyed with turmeric.

Cado placed the garland for a bridegroom round Khici’s neck and set off back from there.

Cado set out as starry midnight passed;

he arrived at Pabiiji’s glorious assembly.

Pabiji’s courtiers were seated proudly;

in the crowded assembly-room Cado bowed and paid his respects. [Scene 4]

(Pabji said,) ‘Cado my chieftain, tell me what is on your mind;

In what kind of mood did Khici discuss matters with you?’

(Cado answered,) ‘O Pabiji, Jindrav KhicT’s gaze seemed to me stern;

O lord, he bowed low and took from me the garlands for a bridegroom.

First he asked about Saragde KhicT;

afterwards he raised the matter of the wedding.

O great lord Pabiji, by all means marry your sister (to him), but Jindrav Khict himself will not give up
the feud.” Then the great lord PabujT said, ‘Cado, by marrying our sister he will certainly become our
brother-in-law.” On this reckoning they had sent him the garland for the bridegroom; and Jindrav Khici
himself came to Kola*? with a wedding-procession, wedded Pema, and set off with her. So it was in this
feud, the feud over the hare, that Pabaji married his sister to Jindrav Khici.

40 Literally ‘I shall confer on her a state of married misery’ (duvaga...sipasit).

4 kdkana...dorara. RSK (s.v. kikana): ‘auspicious thread of dyed cotton attached to the hands and feet of the bride and
groom, on to which small iron rings, pieces of lac, cowrie-shells etc. are threaded.’

42 Here, as often, the small desert village which was Pabiiji’s home is dignified as Koliimanda, ‘Koli the religious centre’.
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Pabiijt was seated in his court at Koli;

as he sat there Lord Pabuji raised the matter of horses. [Scene 4]

‘Cado my chieftain, we have travelled round the four borders of the earth;
(but) we have not found a horse for Pabaji to ride.

Cado my chieftain, the lady Deval has been to the far shore of the seven seas;
Deval has brought back horses of high price.

Cado my chieftain, I was sleeping at night in my court at Kolg;

in my dream I sported with (Deval’s mare) Kesar Kalami.*?

Cado my chieftain, fasten saddles on our five horses!

We shall go (and become) Deval’s beloved guests.’

Pabiijt (and his companions) mounted their five horses;

they set out and went (to become) Deval’s beloved guests.

So let us see whether they go to the lady Deval’s place and what happens (there).
Pabiji (and his companions) mounted their five horses;

they set out and went (to become) Deval’s beloved guests.

It was past midnight, shining with stars;

Pabiiji shone on the road as the night passed.

Day broke, pale dawn came in the land;

at the break of day he paid his respects to Deval.

The courtiers of the goddess Deval were seated proudly;

in the crowded assembly-room Pabiiji went and paid his respects. [Scene 8]
The lady Deval asked Lord Pabiiji what simple matter was on his mind:

‘O Pabuji, tell me what is on your mind!

On what great business have you come as Deval’s guests?’

(Pabijt answered,) ‘Lady Deval, the spotless Sun(-god) with his rising rays disposes of (serious) busi-
ness;

Lady Deval, in this world the spotless Sun(-god) with his rising rays disposes (of serious business);
we have come as your guests on a (minor) domestic matter.

Lady Deval, we have travelled round the four borders of the earth;

(but) we have not found a horse for Pabiiji to ride.

Lady Deval, you have been to the far shore of the seven seas;

Deval, you have brought back horses of high price.**

Lady Deval, tell me what simple matter is on your mind!

A mare is tethered in the seventh of your underground rooms;*

show me the mare Kesar Kalami for me to ride!

Yesterday I was sleeping at night in my court at Kold;

in my dream I sported with Kesar Kalami1.’

(Deval replied,) ‘O Pabiji, do not speak the name of the mare Kesar!

Jindrav KhicT of Jayal came and tied a thread (to her).’*

(Pabijt said,) ‘Lady Deval, do not speak the name of KhicT of Jayal!

43 Here, as often, the mare has mata ‘mother’ added to her name; on other occasions she is called sagata or sagati ‘goddess’.
Both epithets suggest divinity (though mata also reflects the fact that Kesar Kalami is Pabiiji’s nymph-mother returned to
him in a new form); but Parbil was insistent that the mare, unlike the lady Deval, is not an incarnate deity.

44 Parbii’s Hindi ‘explanation’ of this passage indicates that he omitted some lines at this point: Deval tells Pabiiji that she

has indeed brought back horses, but none worthy of him; Pabijt insists that she does have good horses and accuses her
of concealing them from him; she claims that she had previously had four horses but has now given them away — the
stallions Setalo and Haranagar to Ramdev and Dh&bo respectively, and the mares Phiil-vacherT and Abal (also called Dhel)
to Biro; but Pabijt still does not believe her.

45 According to Parbii, Deval had seven underground rooms which were one inside the other, like Chinese boxes, and the

mare Kesar Kalamt was kept in the innermost of these.

46 To claim her as his own.
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Scene 8: Deval’s court at Gadvaro

Deval and her sister sit on the left in their court at Gadvaro; facing them are two male ‘courtier’
figures, who in the present context represent Pabtji and Dhébo asking for the mare Kesar.
Below is depicted the mare herself; Cado is unfettering and watering her. Outside stands one
of Deval’s cowherds, who will arrive later with the news that her cattle have been stolen by
Jindrav Khict (cf. 1. 2952-5) (JCM).

He does not ride within the borders of the Rathors.”#

(Deval answered,) ‘Lord Pabiiji, do not speak the name of the mare Kesar!
(Otherwise) KhicT of Jayal will attack unprotected Gadvaro.™*®

Harmal Devast took hold of Kesar’s red bridle;

Cado the chieftain took hold of the stirrup for Pabiji’s foot.

Pabiiji mounted Kesar;

as he mounted, his brave leading warriors conversed with him.

Pabiiji put his hand on her black mane;

(placing his other) hand on the saddle, he swiftly mounted.

Pabiiji mounted Kesar;

as he mounted, his brave leading warriors conversed with him.

The other horses raced, their hooves beating on the earth;

Kesar Kalami shone in the sky.

Dhébo the opium-drinker (went and) stood at the Caran lady Deval’s house and home;
as he stood there he called out to the Caran.

‘Lady Deval, you have done ill in the land;

a palanquin has come from heaven for my lord Pabuji!’

(Deval answered,) ‘O Cado and opium-drinker Dhébo, offer incense of bdellium to Kesar;
to the wafting of incense Kesar will come down.’

Dhébo the opium-drinker offered incense of bdellium to Kesar;

to the wafting of incense Kesar came down.

47 Te. “You have nothing to fear from him.’

48 Gadvaro is the name of Deval’s village. Parbii again accidentally omitted a number of lines at this point, as becomes clear
from his Hindi ‘explanation’: Deval says that her underground rooms are locked, and she does not have the key; Pabuji
replies that there is no need for a key as his chieftain Dhébo will open the lock with his little finger; he tells Dhébo to do
so, and Dhé&bo does; and the mare is brought out.
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(Pabij said,) ‘Lady Deval, to graze your cattle I shall give you the pasturage of Jijaliyo;
to water them I shall give you the tank of Nibali.*’

Lady Deval, give me your blessing!

With your blessing we shall win the battle of Patan.

Cado my chieftain, fasten the saddle on Kesar;

quickly adorn Kesar Kalami!

Have diamonds and fine pearls threaded in her mane;

have diamonds and fine pearls fastened to her hindquarters!

Cado my chieftain, attach the mare Kesar’s chain-linked red bridle;
fasten on Kesar’s shining, Patan-conquering stirrups!

Cado my chieftain, race our five horses!

We shall go on the ancient road to Patan.” [Scene 9]

Scene 9: The mare Kesar Kalami is brought to Pabiji

Cado leads Kesar out for Pabiji to ride: she is decked out in all her finery, including a tiger-
skin saddle. Above her are weapons and bracelets.

Pabiji (and his companions) mounted their five horses;

they set out and went on the straight road to Patan.

(Pabiij said,) ‘Cado my chieftain, in Patan daily calves and white cows are slain;
in Patan are slain the frogs and peacocks of the gardens.’

Pabijt set out as starry midnight passed;

he set out and went on the straight road to Patan.

The armies of chieftains and men travelled along in throngs;

Kesar Kalami stepped with a strut.

49 This couplet really belongs in the preceding ‘Episode of the mare’, where it was accidentally omitted by Parbi. Pabiij is
offering Deval his protection against possible raids by Jindrav Khici in exchange for the mare Kesar Kalami; in a further
couplet, also omitted, he offers her the village of Goliya-Mathaniya to live in.
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It was past midnight, shining with stars;

Pabiji shone on the road as midnight passed.

O Pabiiji, pale dawn came in the land;

at the break of day (Pabuji) removed the stirrups from his feet in Patan.
Pabiji sat on a tasselled rug which he had spread out;

close in front of him were seated his brave leading warriors.

Pabiiji was seated in the glorious company of his chieftains;

as he sat there he raised the matter of Patan.

‘Cado my chieftain, make swift speed;

travel to Mirza’s glorious assembly!’>°

Cado the chieftain tied on his genuine sloping Rathor turban;

on his feet Cado fastened his velvet shoes.

Mirza’s courtiers were seated proudly;

in the crowded assembly-room Cado went and paid his respects.

O chieftain Cado, Mirza asked you what you had to say:

‘O chieftain, where is your house and home?

Of which king have you come as messenger?’

(Cado answered,) ‘Koli in the barren sand-desert is known as my house and home;
Lord Pabiijt has commanded, and his servant has performed the task.’
(Mirza Khan said,) ‘O chieftain Cado, tell me what is on your mind!

On what great business have you come to my glorious assembly?’

(Cado replied,) ‘O King of Patan, in your kingdom calves and white cows are slain;
at daybreak are slain the frogs and peacocks of the gardens.

O Mirza Khan, leave the calves and cows alone!

You will come to your senses, O Mirza Khan, when Cado’s sword rings!’
(Mirza Khan said,) ‘O chieftain Cado, I shall employ Cado and Dhébo to oversee my granaries;
I shall employ Pabiijt to serve in my bedchamber!’

O chieftain Cado, anger arose in your mind,;

Cado flared up and drew his most excellent (sword).

(Cado said,) ‘O King of Patan, you have formed a foolish idea in your mind;
I did not bring the command of (Pabji,) the lord of the nine districts.”>!
Cado the chieftain set out as starry midnight passed;

he arrived at Pabiiji’s glorious assembly.

The courtiers of Lord Pabuji were seated proudly;

in the crowded assembly-room Cado went and paid his respects.

O Cado, Pabiiji asked you what you had to say:

‘O chieftain, tell me what is on your mind!

In what kind of mood did Mirza Khan discuss matters with you?’

(Cado answered,) ‘O Pabuji, (the King) of Patan is known as a proud knight;
he (said that he) would employ Cado and Dh&bo to oversee his granaries;
he (said that he) would employ Pabiji to serve in his bedchamber.’

O Pabiiji, anger arose in your mind;

at once Pabijt called out to Dhé&bo.

‘Cado my chieftain, make swift speed;

quickly adorn Kesar Kalami for me to ride!

Cado my chieftain, fasten the saddle on Kesar;

We shall do battle with>? the company of Mirza Khan.’

Pabiijt (and his companions) mounted their five horses;

O lord, he set out and went on the ancient road to Patan.

In Patan the war-drums were beating rhythmically;

to the beat of drums Mirza’s army came forth.

Pabiiji considered, and spoke out:

‘O Cado and opium-drinker Dhébo, take shelter in the brown hills;

50 Mirza Khan was the wicked ruler of Patan.
5 An expression used of the Rathor rulers of Marwar.

52 Literally ‘in’ (mé).
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385 we shall not fight against Mirza in the open.’3
(Cado and Dhébo answered,) ‘O Pabiji, the courtiers of Pabiiji would be shamed by taking shelter;
the warrior Dhébo would be shamed by taking shelter.
O Pabiji, stay alert in your mind!
We shall begin the fight against Mirza Khan in the open.
390 O Pabiji, you have performed your special custom in the land;>*
entrust today’s battle to Cado and Dhébo!’
O lord, in Patan the war-drums were beating rhythmically;
O lord, to the beat of drums Mirza’s army came forth.
In the battle Dhé&bo the opium-drinker bent his knee;
395 in the battle Dhébo the opium-drinker bent his knee;
O Dhébo, she-vultures were circling above you.
O opium-drinker Dh&bo, arrows from your quiver shot forth from your fingers;
O lord, Dhébo laid men low like the young leaves of a peepul tree.
Mirza’s cannon fired with roar and smoke;
400 O lord, the cannon-balls lodged in Dhébo’s left moustache.
O lord, Dhébo the opium-drinker made his chest into a shield of rhinoceros(-hide);>
he made his moustaches into great fortifications.
O lord, Dhé&bo the opium-drinker slew Mirza’s excellent army;
in that army he left only Mirza alive. [Scene 10]

Scene 10: Pabiji fights Mirza Khan

Unlike the epic narrative, the par depicts Pabuji himself doing battle with Mirza Khan, who
rides behind the mahout of his elephant. This same scene also represents the battle between
Pabiji and Lakkhii Pathan in the episode of the saffron.

405 Mirza’s wives tore the hair of their heads;
O lord, they made entreaty to Laksmana, the ascetic deity of the sand-desert.
‘Pabiiji, you are called an incarnation of the ascetic Laksmana;
release us as cotton-carders in the desert land of Marwar!”
On the day of Divali®’ Lord Pabiiji rescued the calves and white cows;

Pabijt regularly says this when war is about to begin: Parbii’s explanation is that he does so to test his companions. The
literal meaning of the first line of his speech is ‘take the shelter of the brown hill’.

Parbii here stumbled over which of three similar formulae to use, and finally selected the wrong one: he should have said,
‘you have made your name immortal in the land’. Compare 1l. 1951-2, and see n. 208.

° The hide of the rhinoceros is believed to contain ready-made shields, as with the ‘vehicle’ of Jam depicted in Scene 4.
L.e. instead of putting us to death. According to Parbii, Pabiijt granted this wish.
57 The Autumn festival of lights.
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he gave the order and rescued the frogs and peacocks of the gardens.

For three days Pabiji ruled in Patan;

O lord, his heart longed for the desert land of Marwar.

(Pabji said,) ‘Cado my chieftain, tomorrow is known as the full-moon day of the month of KatakT;®
we shall take our first bath (of the new half-month) on the steps of Pushkar Lake.>

The holy lord Ramdev will travel there from (his home in) Raniico;*

Laksmana, the ascetic deity of the sand-desert, will mount and travel from (Khari) Khabar.%!

Pabiiji, Harbii (Sakhalo), Meyo Magaliyo: the five pirs will travel to the ancient steps of Pushkar Lake.

58

59

60

61

62

Le. the fast-day following Divali.

A very holy pilgrimage-centre in Rajasthan.

Ramdev is a very popular Rajasthani folk-deity: see Binford 1976.
A name for the district in which Kol is situated.

The ‘five pirs’ of Rajasthan are five celebrated folk-heroes. Parbli has omitted Gogo, but otherwise his list coincides with
that found in a popular ditho (couplet) quoted by Hiralal Mahe$var1 (Rajasthani bhasa aur sahitya (Vikram Samvat 1500—
1650), Kalkatta, 1960, p. 272): Pabii Harabhii Ramade, Mdgaliya Meha / pacii pira padharajyo, Gogade jeha. For Harba
see Crooke 1920, pp. 327-30; according to Nainasi, Meyo Magaliyo (Maiharaja Méagaliyani ro) was his father (Sakariya
1960, pp. 346-8).
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(PabujT said,) ‘Cado my chieftain, make swift speed;

quickly adorn Kesar Kalami for me to ride!

Cado my chieftain, tomorrow morning is the full-moon day of the month of Kataki;
we shall take our first bath (of the new half-month) on the steps of Pushkar Lake.
Cado my chieftain, make swift speed;

quickly adorn Kesar Kalami!

Have diamonds and fine pearls threaded in her mane;

have diamonds and fine pearls fastened to her hindquarters!

Attach the mare Kesar’s chain-linked red bridle;

fasten on the mare’s shining, Patan-conquering stirrups!” [Scene 9]

Pabiijt arose with a toss of his saffron robe;

Pabiiji commanded the mare Kesar Kalami to be brought into his presence.
Pabiji put his hand on her black mane;

(placing his other) hand on the saddle, he swiftly mounted.

Pabiiji mounted the mare Kesar;

as he mounted, his seven leading warriors conversed with him.

The Hindu king set out as starry midnight passed;

he set out and went straight to Pushkar.

It was past midnight, shining with stars;

Pabiiji shone on the road as midnight passed.

The teams of horses travelled along in throngs;

Kesar Kalami stepped with a strut.

Once or twice Pabiijt halted overnight on the road;

at the third halt he removed the stirrups from his feet at Pushkar.

O Pabiji, pale dawn came in the land;

at the break of day he removed the stirrups from his feet in Pushkar.

Pabiiji stood at the great ghar®® of Pushkar;

O lord, bowing low he made obeisance to Pushkar;

he made entreaty to the palely rising® spotless Sun.

Bowing low PabiijTt made obeisance to Pushkar;

he made entreaty to the rising Sun.

O Pabiiji, on the western steps were encamped the numerous company of the Cauhans;
Lord Pabiijt pitched his tents on the northern steps.

On the western steps were bathing the numerous company of the Cauhans;
O lord, Lord Pabiji bathed on the northern steps.

Lord Pabiiji, as you bathed your foot slipped;

as (Pabuj1’s) feet stumbled, Gogo (Cauhan) seized him with his hand.%
(Pabiji said,) ‘O righteous®® Gogo, where is your house and home?

Of which king are you called eldest (son and) crown prince?’ [Scene 11]

63 Bathing-place.

64 So I take ugatd kdca, literally ‘rising immature’.

65

usage) but ‘the person who was striking with a sword’.

6 dharami, a standard epithet for Gogo.

At first sight this line (digata pavé nai gogaiji hathd kijai jheliya) would appear to mean ‘Gogo seized his stumbling
feet with his hand’, but this seems rather unlikely on both ritual and commonsense grounds, and Parb@i’s own Hindi
‘explanation’ of the passage specifically has Gogo take hold of Pabiiji’s hand to rescue him. The construction is evidently
related to that found in the very similar 1. 3372, where vata khéida nai means not ‘the sword that was striking’ (an impossible
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Scene 11: Pabiijt converses with Gogo on the steps of Pushkar Lake

(Gogo answered,) ‘O Pabiiji, Naravano (village near) Sambhar is my house and home;

I am called the eldest son of King Pitalde.’

(Pabiji said,) ‘O righteous Gogo, shake out your robe and hold it out far by its hem;®’

I shall shower you with wealth as the customary®® gift of the Rathors.’

(Gogo replied,) ‘Pabuji, shower wealth on your Carans and Bhats;*

O lord, marry me to the eldest daughter of the Rathors!’

(Pabiij said,) ‘O righteous Gogo, do not speak the name of the girl Kelam!”°

Gogo, I cannot look at the face of an advancing woman nor at the back of a retreating woman;
O righteous Gogo, I have no dealings with girls;

O lord, there is no daughter in Pabaji’s palace.’”

67 Te. form it into a capacious bag.

68 Literally ‘ancient’ (jiind, an unexpected masculine form in concord with the feminine sikha).

%9 Court-poets and genealogists.

70 Daughter of Pabiij’s brother Biiro.

71 This is a little unclear. In the Hindi ‘explanation’, Pabdji tells Gogo that he cannot marry him to Kelam as he is not her

father, and that he has no daughter of his own; but then he changes his mind and tells Gogo that they will set out together
and that he will arrange the marriage to Kelam.
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(Pabiji said,) ‘Cado my chieftain, make swift speed;

quickly adorn Kesar Kalami!

Cado my chieftain, make swift speed;

I am taking my (future) in-law into the desert land of Marwar.

O righteous Gogo, fasten the saddle on your horse!

I am taking you into the desert land of Marwar.’

Pabiji (and his companions) mounted their five horses;

they set out and came straight to Kola.

The armies of chieftains and men travelled along in throngs;

Kesar Kalami stepped with a strut.

It was past midnight, shining with stars;

Pabiji shone on the road as midnight passed.

O Pabiiji, pale dawn came in the land;

as dawn broke (Pabuj1) removed the stirrups from his feet in Kolu.
(Pabujt said,) ‘O gatekeeper of Kolu, open the gates of Kola!

Pabiji has returned after bathing at Pushkar.’

Pabiiji was seated in his court at Kola;

close in front of him were seated his brave leading warriors. [Scene 4]
Pabiijt was seated in his court at Koli;

as he sat there he raised the matter of the betrothal.

‘Cado my chieftain, make swift speed;

quickly go (and become) Biiro’s beloved guest!’

Cado the chieftain tied on his genuine sloping Rathor turban;

on his feet Cado fastened his velvet shoes.

Cado the chieftain set off walking like geese or peacocks;

he swayed as he stepped, like a frightened wild peacock.

O chieftain Cado, King Biiro’s courtiers were seated proudly;

in the crowded assembly-room Cado went and paid his respects. [Scene 5]
O chieftain Cado, Biiro asked you what simple matter was on your mind:
‘O chieftain Cado, tell me what is on your mind!

On what great business have you come to my glorious assembly?’
(Cado answered,) ‘King Biro, the spotless Sun(-god) with his rising rays disposes of (serious) business;
I have come to your glorious assembly on a (minor) domestic matter.
King Biro, your daughter Kelam is known as a young child;

let us betroth her to the great god Gogo of Gogameri!’’?

When (Cado) spoke of betrothal, Biiro considered, and spoke out:

‘O chieftain Cado, Gogo is known as a low, base Rajpiit;”

the Rathors are known as the lords of fifty-two forts.’

O righteous Gogo, the girl’s mother and father refused;

her mother’s brother from the fortress of Girnar refused.

‘Listen, O chieftain Cado! The lady Kelam is a young child (scarcely out) of her cradle;
Gogo is known as a man old in years.

The lady Kelam is clever and skilful with her hands;

Gogo is known as a plain fool.™

As he went (to see Biiro) Cado had gone along alert in mind;

as he returned (his face) was withered like an unripe lotus-flower.
PabiijT’s courtiers were seated proudly;

72 GogamerT, a village located at 29° 10/, 75° 00', is the centre of worship of Gogo and the site of a major annual fair.

73 The phrase translated as ‘base Rajpit’ (dda...rajapiita) is glossed in RHSK as ‘person of a Rajpiit caste in which remarriage
[of widows] occurs’.

7 Literally ‘plain gum in the eyes’ (dkhyd rd capara...cipard).
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in the crowded assembly-room Cado went and paid his respects. [Scene 4]

O chieftain Cado, Pabji asked you what simple matter was on your mind:

‘My chieftain, tell me what is on your mind!

In what kind of mood did Biiro discuss matters with you?’

(Cido answered,) ‘O lord, the girl’s mother and father refused;

her mother’s brother from the fortress of Girnar refused.’

(Pabuji said,) ‘O righteous Gogo, tomorrow is known as (Kelam’s) first Savan 1T tij;”
the lady Kelam will go into the garden;

you take on your form’ as (the snake-god) Vasuki;

go and sit in the swaying branch of a campo-tree.

O righteous Gogo, tomorrow is known as (Kelam’s) first Savan 1 tij;

the lady Kelam will go into the garden;

the lady Kelam will go into the garden;

you go and sit in the branch of a campo-tree.

O righteous Gogo, you are called an incarnation of (the snake-god) Vasuki;

take on the form of a black snake!””’

(Meanwhile, Kelam said to her friends,) ‘O rijani™® sisters, tomorrow is known as my first Savan 1T ij;
we shall be the first ffjanis of Savan.

O fijani sisters, draw lines (on your eyelids) with lamp-black and surmo;’
O tijanis, apply a tilaka®® of green verdigris!

O fijant sisters, open your boxes of ornaments;

my maidservants, we shall wear ornaments of pure gold!
O tijani sisters, open the silk threads (fastening) the boxes (you have brought from) your father’s home;
we shall wear sarts from Sanganer!’8!

The tijant sisters adorned themselves sixteen-fold and thirty-two-fold;

they went and called out to the carriage-driver.

‘O carriage-driver, make swift speed;

fit out the carriage with jingling instruments!’

(The driver answered,) ‘Lady Kelam, if you tell me to I shall fit out the horse-carriage;
otherwise I shall fit out your father’s brother’s mountain carriage-oxen.’

(Kelam said,) ‘Brother carriage-driver, do not fit out the horse-carriage;

rather fit out my father’s brother’s mountain carriage-oxen.

Round the throat of the white ox put strings of bells;

cover the horns of the black-and-white ox with pure gold!’

The tijani sisters sat in the carriage;

close in front of them sat the old carriage-driver.

The tijant sisters sang festive songs;

they spoke the praises of Sita and Rama.?

Singing and playing (instruments) the tijanis came near to the garden;

they arrived and called out to the gardener. [Scene 12]

9

75 A festival occurring on the third day of the bright half of the month of Savan; it is celebrated by young women swing-
ing. The reference to this being Kelam’s first celebration of it indicates that she is a young girl who has just reached
marriageable age.

76 Literally ‘incarnation’ (avatara). It is probable that this is a slip, corrected in the subsequent repeated lines.

77 In the slight confusion of this passage, the fact that Gogo is to bite Kelam is omitted.

78 A tijan is a girl celebrating the festival of Savan I tij.

79 A mineral powder used as a cosmetic for the eyes.

80" A mark on the forehead.

81" A town near Jaipur famous for its cloth.

82 The word used here is saldga...rama, i.e. a form of the Sanskrit Saligrama. This refers to certain ammonite-bearing stones

that are conceived as representing Visnu; here, however, folk-etymology has perceived in the word a prefixed form of the
name Rama, and Parbi interprets accordingly.
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Scene 12: Kelam rides to the garden in her ox-carriage

‘O gardener, open the gate to the garden;

the fijanis of the house of the Rathors are standing outside!’

The gardener considered, reflecting in his mind:

‘Listen, O tijant sisters! This is no time to open the gate;

a black snake-god is disporting himself in the garden.’

(Kelam answered,) ‘O gardener, as I go in I shall give you an amulet on a necklace of nine strings for
your throat;

as I come out I shall give you a gold ring for your little finger.’

Brother gardener, you fell into greed for wealth.

Greed amongst traders is like a cow entrusted to a fool;

it may come back, or, brother, it may run away taking its master’s (tethering-)rope and post.
The gardener reflected in his mind:

‘If the snake bites it bites the lady Kelam, it does no harm to me.’3*

The gardener fell into greed for wealth;

with his hand the gardener opened all seven gates.

(The gardener said,) ‘Lady Kelam, take over the excellent green garden of your father’s brother Pabujt;
swing on swings in the excellent green garden!’

The tijant sisters spread out in the garden;

they fastened a swing to the swaying branch of a campo-tree.

The other fijanis swung in the garden in twos and threes;

the lady Kelam swung in the garden all alone.

Swinging on her swing and plucking flowers she thrust her hand into the campo-tree;

a black snake came down from the branches;

a poison(ous snake) clung to the lady Kelam’s little finger. [Scene 13]

Lady Kelam, you became gravely ill;%

the stupor of the jewelled snake®® came on.

Her tijani sisters lifted her from the ground on to a stretcher;

they brought her and put her down in Biiro’s ruby courtyard.

(A maidservant said,) ‘King Biro, as you sit there sleeping there is slumber in your eyes;
(but) the lady Kelam went into the green garden;

83 T.e. if one has dealings with a greedy person one risks losing everything. This couplet is a rhyming tag-verse.
84 Literally ‘nothing of my father’s is lost’ (@pana bapa ro kai ni jaya).
85 Literally ‘your life went on shakily’ (lairakyd javai...tharo.. jiva).

86 A type of snake believed to bear in its head a jewel which is an antidote to poison; used in the epic as a standard epithet
for Gogo.
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Scene 13: Gogo in the form of a snake bites Kelam as she swings

a poison(ous snake) clung to the lady Kelam’s little finger.’
King Biiro, you opened your eyes from slumber;
585 Biro called out to the maidservant as she stood there.
‘My maidservant, may your family go to the bad!
O maidservant, why did you call out to me in the middle of my nap?
Listen, O maidservant! You have done ill in the land;
O maidservant, why did you call out to me in the middle of my nap?’
59 (The maidservant answered,) ‘King Biro, there is slumber in your eyes;
(but) a snake®” has bitten the lady Kelam in the garden.’
(Btro said,) ‘Listen, my maidservant! I am sleeping in my palace (lofty as) a hovering cloud;
(today) no ants will touch my toes.
The lady Kelam was playing childish games;
595 she went into the garden;
she thrust her hand into a hole or into a thorn-fence;
O maidservant, that is how a snake or a scorpion bit her.’
(Queen Gailovat said,) ‘O Hiragar®® maidservant, make swift speed;
quickly summon the healer®® into my palace!’
600 My maidservant, you adorned yourself sixteen-fold and thirty-two-fold;
(the maidservant) went among the alleyways calling out to the healer.
My maidservant, you went and stood at the healer’s gateway;
as she stood there the maidservant called out to the healer.
‘Brother healer, make swift speed;
605 Biiro summons you into his palace!’
(The healer answered,) ‘O maidservant, tell me what is on your mind!
On what great business does Biiro summon me into his palace?’
(The maidservant said,) ‘Brother healer, the lady Kelam went into the garden;
a snake clung to the lady Kelam’s little finger.’
610 Brother healer, you took your snake-books in your hand;

87 Literally ‘a poisonous creeper’ (visa ri...velar?).
88 T.e. ‘I am staying in bed all day’.
89 Name of a caste.

9 jharagara, one who cures snakebite etc. by means of spells.
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(the healer) went (to become) Biiro’s beloved guest.

King Biro’s courtiers were seated proudly;

in the crowded assembly-room the healer went and paid his respects. [Scene 5]

‘King Biro, tell me what is on your mind!

On what great business have you summoned me into your palace?’

(Buro answered,) ‘Brother healer, the spotless Sun(-god) with his rising rays disposes of (serious) busi-
ness;

I have summoned you to the palace of my house on a (minor) domestic matter.

The lady Kelam went into the green garden;

a poison(ous snake) clung to the lady Kelam’s little finger.’

The healer reflected in his mind;

the healer opened his snake-books;

to the wafting of incense the healer recited his spells.

The healer resorted to his spells;!

(but) the black snake-god did not succumb to his book.

The healer read a book for every one of the gods;

(but) the black snake-god did not succumb to his spells.

As the healer sat reciting his spells, so Pabiji sat watching out of the corner of his eye; so the lady
Kelam’s snake(-fever) went up doubly and did not come down.*?

Queen Gailovat adorned herself sixteen-fold and thirty-two-fold;

she went to Pabuj1’s glorious assembly.

Gailovat set out as starry midnight passed;

Gailovat shone on the road all alone.

Day broke, pale dawn came in the land;

at the break of day she went and paid her respects to Pabiiji.

Queen Gailovat stood in the shelter of the gateway-wall;

she made entreaty to Laksmana, the ascetic deity of the sand-desert. [Scene 4]

O Pabiiji, your gaze fell upon your sister-in-law;

so Pabijt called out to Cado as he sat there.

‘Cado my chieftain, ask after my sister-in-law’s wellbeing;

O sister-in-law, you do not come on auspicious days or festival days;

you do not come at Holi** or Divalf;

O sister-in-law, why have you come today on a day of no importance?

Queen Gailovat, tell me what is on your mind!

On what great business have you come to my glorious assembly?’

(Gailovat answered,) ‘Pabiiji, the spotless Sun(-god) with his rising rays disposes of (serious) business;
I have come to your glorious assembly, Pabiiji, on a (minor) domestic matter.

The lady Kelam, your brother’s daughter, went into the garden;

a poison(ous snake) clung to the lady Kelam’s little finger.

Pabiiji, if the lady Kelam should die then the courtyard of the Rathors will remain unmarried.
(Pabiijt said,) ‘Queen Gailovat, you have formed a foolish idea in your mind;

I have plundered, I have attacked, I have made my name immortal in the land;

(but) O sister-in-law, I have not learnt spells against scorpions.

O sister-in-law, if some god should advance against me I should fight him, but I have not learnt spells
against scorpions.

Queen Gailovat, tell me what is on your mind!

On what great business have you come to my palace?

My sister-in-law, you have come to my palace because you are in need.

O sister-in-law, it was the full-moon day of the month of Katakf;

104

91 Literally “took shelter in his spells’ (devai...jhard ri...ota: for this usage cf. 1. 634 below).
92 Pabiiji uses his own supernatural powers to overcome the efforts of the healer.
93 The Spring festival.

94 The concept referred to here is that when a girl is married, the courtyard of her family home is thought of as being married
too.



660

665

670

675

680

685

690

695

700

224 The epic of Pabiijt

I took my first bath (of the new half-month) on the steps of Pushkar Raj.*’

The holy lord Ramdev travelled there from (his home in) Raniico;

Laksmana, the ascetic deity of the sand-desert, rode there from Kola.

Pabiji, Harbi (Sikhalo), Meyo Magaliyo: the five pirs travelled to the ancient steps of Pushkar Lake.
The other knights gave gifts of wealth there;

my sister-in-law, I distributed diamonds and emeralds there.

As I bathed my foot slipped;

as my feet stumbled Gogo held me with his hands.

My sister-in-law, the other knights gave gifts of wealth;

I promised Gogo the lady Kelam (for his wife) there.

Queen Gailovat, if you had married the lady Kelam to Gogo then the snake would never have bitten her,
the snake would never have clung to her.®

Queen Gailovat, go to your house and home;

sprinkle your palace with curd and milk;

twine a thread and tie it (to Kelam) in the name of Gogo Cauhan of Gogamert!

Queen Gailovat, sprinkle milk and curd about;

tie a thread (to Kelam) in the name of Gogo Cauhan!

If, as you sprinkle and tie the thread, the lady Kelam’s snake(-fever) comes down, then marry her to
Gogo Cauhan; if she dies then let the lady Kelam go (to the burning-ground) with his (bridal) chaplet
tied (on her head).’

Thus much Lord Pabiijt spoke;

Queen Gailovat stepped out, (her anklets) jingling;

she went straight by the straight road to her house.

She went and sprinkled curd and milk in the palace;

she twined a thread and tied it (to Kelam) in Gogo’s name.

It took time to tie the thread and to sprinkle (curd and milk) about;

but it took no time for the lady Kelam’s snake(-fever) to come down.

King Biro, you opened your eyes from slumber;

(Btro) called out at once to Gailovat. [Scene 5]

‘Queen Gailovat, it seems you are simple-minded.

The snake bit her, the snake clung to her: this was Pabiiji’s magic power that he has amassed. Now we
shall have to marry the lady Kelam into the Cauhans.’

(Then Biuro spoke to his domestic priest:) ‘O brahmin, make swift speed;

take the garlands for a bridegroom to Gogo Cauhan!

Brother brahmin, make swift speed;

take the garlands for a bridegroom on the ancient road to Sambhar!

Brother brahmin, make swift speed;

take the garlands for a bridegroom on the ancient road to Sambhar!

Brother brahmin, prepare provisions of flour and water;

O brahmin, you will get no water in the barren sand-desert.

Brother brahmin, you will become hungry and thirsty;

as you travel on your way, you will find nowhere to halt on the road.’

The brahmin took eight fresh coconuts for the betrothal;

he set out and went on the ancient road to Sambhar.

It was past midnight, shining with stars;

the brahmin shone on the road all alone.

Day broke, pale dawn came in the land;

at the break of day the brahmin went and removed the stirrups from his feet in Sambhar.

The righteous Gogo’s courtiers were seated proudly;

in the crowded assembly-room the brahmin went and paid his respects. [Scene 14]

95 “Pushkar the king (of places of pilgrimage)’, a name used to distinguish the present site from the earlier Budha Pushkar
(‘Old Pushkar’) and Madhya Pushkar (‘Middle Pushkar’).

96 Literally ‘why should a snake have bitten her’, etc.
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Scene 14: Gogo in his court at Sambhar
Gogo faces two courtiers; the brahmin is not depicted.

O brahmin, Gogo asked you what was on your mind:

‘O brahmin, where is your house and home?

Of which king have you come as messenger?’

(The brahmin answered,) ‘O righteous Gogo, Koli in the barren sand-desert is known as my village;
Pabiiji has commanded, and his servant has performed the task.’

(Gogo said,) ‘O brahmin, tell me what is on your mind!

On what great business have you come on the road to my fortress in Sambhar?’

The brahmin considered, and what did he say?

‘O righteous Gogo, the Sun(-god) with his rising rays disposes of (serious) business;
I have come to your glorious assembly on a (minor) domestic matter.

O righteous Gogo, the Rathors gave me a garland for a bridegroom;

I have brought garlands for a bridegroom in Gogo’s name.’

Gogo considered, and spoke out:

‘Listen, O brahmin! Go back the way you came;

I shall not take garlands for a bridegroom in the name of the Rathors!

The Rathors spoke sarcastic words to me;

their words are striking at my delicate vital organs.

The Rathors said that I was known as a low, base Rajpiit;

(they said that) the Rathors are established as lords of the forts.’

Anger arose in the brahmin;

the brahmin took the garland for a bridegroom and started back the way he had come.”’
Then Gogo considered in his mind:

‘Hey! I took on the form of a snake;”

I took on the form of a snake;

I was joking with the brahmin;

(but) in his mind the brahmin took (my words) for true.’

As he sat there he called out to the brahmin from behind.

‘O brahmin, I was joking with you;

(but) in your mind you took (my words) for true.

97 Literally ‘on a road he had (already) seen’ (dithai maragd).

98 This repeated line seems to be a slip, as it has no apparent relevance to Gogo’s dealings with the brahmin.
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O brahmin, leave your shoes at the side of the rug;

please be seated at the front of Gogo’s glorious assembly!’

The brahmin reflected in his mind.

(Gogo continued,) ‘Listen, O, brahmin! I shall give you gifts of elephants and horses;

I shall give you a robe of honour;

O brahmin, I shall give you a horse as my gift.’

So the brahmin happily left his shoes at the side of the rug;

he came and sat in Gogo’s glorious assembly.

As (Gogo) sat on his throne (the brahmin) put on him the garland of flowers;

as he turned round he tied on him the bridal threads dyed with turmeric.

(The brahmin said,) ‘O righteous Gogo, you are called an incarnation of (the snake-god) Vasuki;
so have nine maunds of rice prepared in turmeric;

circulate invitations to all the gods and goddesses in the land!”%

They gave some rice to the great lord Ganesa;'” he was very happy to come in the Cauhans’ wedding-
procession. [Scene 15]

Scene 15: The god Ganesa

Ganesa is depicted with his wives Rddhi and Siddhi: below these are two rats (the rat is
Ganesa’s ‘vehicle’).

‘Give the next rice to Vemata;'"!

she will come in the Cauhans’ wedding-procession.’

They gave some rice to Vemata; she was very happy to come in Gogo’s wedding-procession. [Scene
16]

After her to whom should the rice be given?

What did the great lord Krsna say?

‘O bhopo, if you speak my name (once or) twice!%? then I shall come in the Cauhans’ wedding-procession,
playing shrilly on my flute!”

99 In the Hindi ‘explanation’ of this passage Parbii says that the task of issuing wedding-invitations to all the deities is
performed by the Goddess (despite the fact that she is herself one of the deities visited). Each ‘invitation’ takes the form
of offering some rice and singing a song of praise.

100 The elephant-headed god of good fortune who is usually invoked first in any undertaking.
101 The goddess of predestination.

102 1 e. ‘sing a song in my praise’.
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Scene 16: The goddess Vemata

This scene is generally identified as Vemata; iconographically, however, it clearly represents
Sarasvati, goddess of learning, riding her goose-vehicle and being honoured by one or two
devotees.

They gave some rice to Krsna; he was very happy to come in Gogo’s wedding-procession. [Scene
17]

Scene 17: The god Krsna

Krsna, the eighth incarnation of Visnu, is depicted killing the wicked king Kamsa with a club
while holding his lock of hair.

After him to whom should the rice be given?
After him to whom should the rice be given?
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‘Should I call him Ramo or Ramdev — should I call him a diamond or a ruby?

The person who meets Ramdev has his every wish granted in the twinkling of an eye.
So what did Ramdev say?

‘O bhopo, if you speak my name (once or) twice then I too shall come in the Cauhans’ wedding-
procession, riding on my horse Setalo!’

They gave some rice to Ramdeyv; he was very happy to come in Gogo’s wedding-procession. [Scene 18]

2103

Scene 18: The god Ramdev

This scene is universally identified as representing Ramdev, a deified miracle-working hero
very popular in Rajasthan and beyond. The horse to his right is thus said to be Setalo,
Ramdev’s white horse. However, the ascetic posture of the human figure, and the scene’s
position at the end of a series of depictions of the avataras (incarnations) of Visnu, make it
clear that it must originally have been conceived as two separate depictions: the Buddha and
Kalkin, the two final avataras.

After him to whom should the rice be given?

‘(Through the favour of) Hanuman the ascetic one is free from the slightest illness.
What did Hanuman say?

‘If you speak my name (once or) twice then I too shall come in the Cauhans’ wedding-procession!’
They gave some rice to Hanuman; he was very happy to come in Gogo’s wedding-procession. [Scene 19]
After him to whom should the rice be given?

“If Siva gives a morsel (of food) the whole world’s hunger vanishes;

if you worship Siva, you will get sugar-candy and dried fruit when you rise each day.’

So what did the great god (Siva) say?

‘O bhopo, if you speak my name (once or) twice then I shall come in Gogo’s wedding-procession, riding
on (my bull) Nandi!’

They gave some rice to the great god (Siva); he was very happy to come in Gogo’s wedding-procession.
[Scene 20]

After him to whom should the rice be given?

‘Black Bhair('®® is terrifying, White Bhairl is the son of Camunda;

with his roars he destroys malarial fever and drives away (even) ancient ghosts.

He eats from a bowl, he lies in burning-grounds; what kind of man is there who could wipe out the
worship of Lord Bhaira?

>104

103 This is a couplet in ditho metre, the first of a number of what are evidently popular ‘tags’ associated with particular deities.

104 Hanuman the monkey-god is famous for his medical skills: he tended Rama and Laksmana with herbs when they lay
unconscious on the battlefield.

105 Bhairi is not, as sometimes assumed, Siva in his classical manifestation as Bhairava, but rather an important Rajasthani
protector-deity. He has two forms, Black and White, which are often depicted together accompanying the Goddess. His
‘vehicle’ (vahana) is a dog.
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Scene 19: Rama, Laksmana, Sita and Hanuman

Hanuman is depicted in company with Rama, the seventh incarnation of Visnu, Laksmana
his brother, and Sita his wife.

11

Scene 20: The god Siva and his consort the Goddess

Beneath the two deities are depicted their vehicles, Siva’s bull Nandi and the Goddess’s tiger.

775 He wipes out kingdoms, he drives away (kings) from their kingdoms; he wipes out great lords and takes
the milk away from their sons.’
So what did Lord Bhairi say?
‘O bhopo, if you speak my name (once or) twice then I too shall come in the Cauhans’ wedding-
procession, jingling bells and bearing the trident of the Goddess!’
They gave some rice to Bhairl; he was very happy to come in Gogo’s wedding-procession. [Scene 21]
After him to whom should the rice be given?

780 “The Goddess, supporter of the world,'% queen of the world, broke a mountain into powder;

106 jagathamba, Parbi’s version of the classical name Jagadamba ‘mother of the world’.
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Scene 21: Black and White Bhairll with the Goddess

she brandished her trident at the buffalo-demon.” "

So what did the Goddess say?

‘O bhopo, if you speak my name (once or) twice, if you give me (one or) two grains of rice before you
go, then I too shall come in Gogo’s wedding-procession!’

They gave some rice to the Goddess; she was very happy to come in the Cauhans’ wedding-procession.
[Scene 22]

Scene 22: Siva and Parvati

This double scene depicts two related stories from the married life of the god Siva and his
wife Parvati, a form of the Goddess. Siva observed that Parvati was full of great pride and
determined to humble her: he therefore took on the form of a low-caste shoemaker, showed
her a pair of wonderful shoes, and insisted that the only payment he would accept would be for
her to eat from a single plate with him. Parvati succumbed to temptation, and Siva revealed
himself to her as she engaged in this defiling act. To get her revenge, Parvatt subsequently
took on the form of a beautiful Bhil (tribal) woman and danced before Siva as he meditated;
he became infatuated with her, danced for her and carried her upon his shoulder, promising
that if Parvati were to come he would send her away. Parvati now resumed her normal form,
and it was Siva’s turn to be humiliated. The two deities were then reconciled with each other.

107 Mahisasura, the most important demon to be destroyed by the Goddess.
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785 After her to whom should the rice be given?
What did the bhomiyo,'® the protector of the earth, the rescuer of cows, say?
‘If you speak my name (once or) twice then I too shall come in Gogo’s wedding-procession, rescuing
cows!’
They gave some rice to the bhomiyo; he was very happy to come in the Cauhans’ wedding-procession.
After him to whom should the rice be given?

790  ‘Sarvan Kavariyo!® ministered to his parents’ needs.
In earlier times there were such sons. Bearing his parents in a kavar'"! he went to the holy river Ganga.’
So what did Sarvan Kavariyo say?
‘O bhopo, if you speak my name (once or) twice then I too shall come in the Cauhans’ wedding-
procession, carrying my parents in a k@var on my shoulders!’
They gave some rice to Sarvan; he was very happy to come in Gogo’s wedding-procession. [Scene 23]

110

Scene 23: Sarvan Kavariyo

Sarvan’s parents are depicted in the baskets of his kavar; below is Dasaratha aiming the arrow
which killed Sarvan, who stands bottom right. In the middle is a cross-shaped tank, possibly
representing the river Ganga.

795 O righteous Gogo, all the gods and goddesses in the land came; [Scenes 24-30]
the travellers formed the wedding-procession and set off in a great throng like the Pleiades.
Fistfuls of coloured powder flew in the wedding-procession;
in the wedding-procession perfume of sweet marjoram and dye were sprinkled.
The tijant sisters sang festive songs;
800 they spoke the praises of Sita and Rama.
O righteous Gogo, you became a bridegroom like the moon of the full-moon night;
the travellers formed the wedding-procession and set off in a great throng like the Pleiades.
So (now) turmeric-songs, anointment songs and so on are sung to Gogo,'? and then Gogo sets off as a
bridegroom to Kol to be married.

108 A Jocal hero, deified after dying in the act of rescuing stolen cattle. See further p. 57 above.

109 Also known as Sravana Kumara. He was the young ascetic who looked after his blind parents and who was accidentally
killed by Dasaratha, father of Rama. Sarvan is revered for his filial devotion.

10 1 jterally ‘was a carrier-out of their orders’ (agyakarr).
UL A kgvar (whence Sarvan’s second name Kavariyo) is a pole carried across the shoulders with a basket at each end.

112 Before the wedding both bride and groom are anointed with a mixture containing turmeric, to the accompaniment of
traditional songs.
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Scene 24: The fish incarnation of Visnu

In addition to the deities specifically named in the epic narrative, the par also has depictions
of others: the first six avataras (incarnations) of Visnu (prior to Rama, Krsna, the Buddha
and Kalkin, who have already appeared); also the local snake-god Bhabito Siddh.

Scene 25: The turtle incarnation of Visnu

O righteous Gogo, you became a bridegroom like the moon of the full-moon night;

805 the travellers formed the wedding-procession and set off in a great throng like the Pleiades.
In the wedding-procession the war-drums were beating rhythmically;
in Gogo’s splendid wedding-procession the kettledrum was beating with a roar.
Fistfuls of coloured powder flew in the wedding-procession;
in the wedding-procession perfume of sweet marjoram and dye were sprinkled.

113

113 Cf. the more obviously appropriate use of these formulae in 11. 163 etc. For their use in this context compare Lord 1960,
p- 68: ‘[The youthful bard] listens countless times to the gathering of an army or of a large number of wedding guests
(the two are often synonymous)’.
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Scene 26: The boar incarnation of Visnu
The boar supports the earth, man and woman on his tusks.

Scene 27: The man-lion incarnation of Visnu

The man-lion (Nrsimha) is depicted in the act of disembowelling the wicked Hiranyakasipu
while the latter’s son Prahlada, a devotee of Visnu, looks on. Behind Nrsimha is the split
pillar from which he emerged to attack Hiranyakasipu.

810 O righteous Gogo, all the gods and goddesses in the land came;
the travellers formed the wedding-procession and set off in a great throng like the Pleiades.
The tijant sisters sang festive songs;
they spoke the praises of the jewelled snake.
O righteous Gogo, your wedding-procession stretched out for twelve kos;
815 the swaying elephants stretched out for thirteen kos.
Day broke, pale dawn came in the land;
at the break of day (Gogo) went and removed the stirrups from his feet at the border (of Kol).
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Scene 28: The dwarf incarnation of Visnu

Above is Visnu in the form of the dwarf, taking the strides which give him mastery over
heaven and earth; below is Bali, who retains only the underworld.

Scene 29: ParaSurama

Parasurama (‘Rama with the axe’), the sixth incarnation of Visnu, is shown in battle with the
thousand-armed Kartavirya.

The righteous Gogo honoured the foran'™* and stood in the shade to its left;

(Gogo’s) mother-in-law came to perform his Grati with a tray of lamps.!"> [Scene 31]
820  (Queen Gailovat said,) ‘O righteous Gogo, during the first arati lay down fifty mohurs;

count out areca-nuts together with gold, and a hundred and fifty mohurs!

14 The roran is a brightly coloured wooden emblem fastened on the door of the bride’s house. The groom ‘honours’ it on
his arrival there by touching it with a stick or a sword.

U5 jhalamala aratt. aratt is normally adoration of a god by waving a lamp before his image; it is customary for the bride’s

mother to honour the groom in this way.
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Scene 30: The snake-god Bhabiito Siddh

The Rajput Bhabiito once lay down to sleep on the shore of a lake. With him was his tame
ram. As he slept the snake Peno, which does not bite but kills by drawing out a man’s breath
and placing poison in his mouth, came and sat on his chest. The ram saw what had happened
and tried to wake Bhabiito, but it was too late: he died from Peno’s poison. He is now widely
worshipped in Rajasthan as a deity capable of curing snakebite.

Scene 31: Gogo strikes the foran

Gogo, riding on his blue horse and followed by his emblem the snake, strikes the foran with
his whip, while Queen Gailovat honours him with an arati-lamp.

O righteous Gogo, you have made your name truly immortal in the land;
you honoured the foran of the Rathors with a gold stick!”
(Then Gailovat spoke to her domestic priest:) ‘O brahmin, make swift speed;
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take the bridal clothes!'® into the palace of the Rathors!’

O righteous Gogo, all the townsfolk praised the bridal clothes;

the beautiful Rathor queens praised the bridal gifts.'"”

(The barber’s wife said,)!'™® ‘Lady Kelam, take off the clothes you have worn as an unwed girl;
dress in the garments of the jewelled snake!’

(Queen Gailovat said,) ‘O brahmin, make swift speed;

prepare the wedding-pavilion within the palace of the Rathors!’

The brahmin hammered in posts'! in the four cardinal directions;

the brahmin twined threads of silk cloth.

The righteous Gogo sat in the fire-bright pavilion;

from behind a curtain came the eldest daughter of the Rathors.

The brahmin tied (Kelam’s) sari to (Gogo’s) woollen cloak;

in the pavilion he performed the joining of hands of the bride and bridegroom.
The righteous Gogo arose with a toss of his saffron robe;

as the night passed Gogo performed the circumambulations.'?® [Scene 32]
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Scene 32: The wedding of Gogo and Kelam

Gogo and his bride perform the circumambulations within the wedding-pavilion; between
them is the sacred pot (kalas) on its pillar (thamb) (JCM). To the right is the officiating brah-
min, to the left two women looking on.

Gogo performed one or two circumambulations in the pavilion;

during the third circumambulation the Rathors announced their wedding-gifts.
As Kelam ascended into the pavilion, Biiro gave her white cows;

her mother’s brother gave her swaying elephants.

Ghurmal and Bhikano'?!' had a horse-carriage made for her;

Jesalde gave her gold pendants for the horses.

Harmal DevasT gave her a fine dress of best Deccany cloth to wear;

his mother Bhimani had gold pendants made for her throat.

Kalarde the RebarT woman'?? had harhphiils'** made for her hands;

16 47, costly garments brought by the groom for his bride.
7 padala, gifts of coconut, sweets etc. brought by the groom.
18 The attribution of this speech to the barber’s wife (ndyana) follows Parbi’s Hindi ‘explanation’.

119 These are round posts of wood topped with wooden birds: a coconut is placed on top of them. They are thought of as
representing the bride, and are sometimes (as at 1. 2930 below) called moban (thamb) ‘girl(-pillar)’. The bride’s parents
worship them before the ceremony begins.

120 Bride and groom together perform seven circumambulations of the sacred fire.

121 These two, together with Jesalde in the next line, are mentioned only at this point in the narrative; according to Parbi they
are three ‘extra’ courtiers of Pabujt.

122 Harmal’s wife.

123 Flower-shaped ornaments worn on the backs of the hands.
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her father’s sister Deval'?* gave her a costly shawl from the land of Marwar to wear.

Cado Vagelo had fine gold bangles made for her hands;

Cado Vagelo had fine gold bangles made for her hands;

then Dh&bo in an opium-dream promised her a maund and a quarter of pearls from the sea.
Lady Kelam, the other wedding-gifts arrived inside the pavilion;

finally Lord Pabtji promised the wedding-gift he owed.

‘Lady Kelam, release the knot tying you to the righteous Gogo and finish the joining of hands;
I shall plunder the reddish-brown she-camels of Lanka to bring you!’

O righteous Gogo, the numerous company of your wedding-procession laughed;

seated in the pavilion, Gogo concealed a smile.

(Kelam said,) ‘O Hindu king, King Ravana’s reddish-brown she-camels have not been seen;
I have not seen them with my eyes nor ever heard of them with my ears.

O Rathor father’s brother, all people in the land give real wedding-gifts;

why did you promise me a non-existent wedding-gift?

O Pabiji, Lanka is known to be on the far shore of the seven seas;

the man who goes to Lanka does not return again.

O Pabiji, you should have given me the mare Kesar’s ornaments;

at the joining of hands you should have given me the mare Kesar Kalami!’

(Pabiijt answered,) ‘Listen, O brother’s daughter! Do not speak Kesar’s name!

Kesar is known as an incarnation of the Goddess;'?’

my mare cannot dwell at the house of the Cauhans.

Kesar stays close to me;'2°

I shall fill your dwellings with the reddish-brown she-camels of Lanka!

Lady Kelam, stay well alert in your mind!

In the third month I shall bring the reddish-brown she-camels of Lanka to give you!’

124 Deval is not related to Kelam: the usage is figurative.
125 According to Parbi, this statement should not be taken literally.

126 Literally ‘under my feet’ (pagd rai heta).
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(Pabuji said,) ‘Cado my chieftain, you are Pabaji’s true courtier;

convey to the jewelled snake (that he has my) leave to depart!’

The righteous Gogo took out his silk handkerchief;

he paid his respects within the palace of the Rathors.

All the townsfolk greeted him with benedictions;

O Gogo, in the market-place the brahmins and merchants paid you their respects.
(Pabiijt said,) ‘(O Cado,) make swift speed;

O lord, convey to Gogo (that he has) leave to depart in the name of Kola!’

The lady Kelam sat in the carriage;

close in front of her on the pole sat the old carriage-driver.

The tijani sisters'?’ sang festive songs;

they spoke the praises of the jewelled snake.

The righteous Gogo set out as starry midnight passed;

he set out and came straight to Sambhar.

Once or twice he halted overnight on the road;

at the break of day he removed the stirrups from his feet in Sambhar.

Gogo’s mother filled a tray with diamonds and fine pearls;

his mother came out to perform his welcome-ceremony with pearls. [Scene 33]
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Scene 33: Gogo is greeted by his mother after his wedding

(Gogo said,) ‘Mother, the spotless Sun(-god) with his rising rays has performed my welcome-ceremony;

now you perform the welcome-ceremony for the eldest daughter of the Rathors!”’
(Gogo’s mother answered,) ‘O righteous Gogo, tell me what is on your mind!

127 Strictly speaking, an inappropriate use of a formula: it is not Savan ri tij, and the girls in question are Kelam’s new

sisters-in-law (nanadd), not tijanis. But Parbil continues to use the formula, e.g. 11. 981, 983.
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O son, how did the people of your father-in-law’s home seem to you?’'?8

O righteous Gogo, your mother asked you:

‘O son, how did the people of your father-in-law’s home seem to you?’

(Gogo replied,) ‘O mother, I met both my brother-in-law and my father-in-law;

my father-in-law’s home (was so) great (that it) seemed like the sea.’

(Gogo’s mother said,) ‘O righteous Gogo, tell me what is on your mind!

What kinds of wedding-gifts did the Rathors announce to you?’

(Gogo answered,) ‘O mother, as (Kelam) ascended into the wedding-pavilion, Biiro gave her excellent
white cows;

(Kelam’s) mother’s brother gave me'* swaying elephants.

Ghurmal and Bhikano had a horse-carriage made (for Kelam);

Jesalde gave her gold strings of bells for the horses.

Harmal Devasi, prince of the Als, sister’s son of Bhimo, incarnation of Mother Visot, gave her a fine
dress of best Deccany cloth to wear;

Harmal Devasi is a prince of the Als, sister’s son of Bhimo, incarnation of Mother Visot;

he gave her a fine dress of best Deccany cloth to wear;

his mother Bhimant had gold pendants made for her throat.

Cado Vagelo had fine gold bangles made for her hands;

Dhébo promised a maund and a quarter of peatls.’

Now when he mentioned Dhébo’s name his mother spoke out: ‘O son, if Dh&bo had a maund and a
quarter of real pearls he would hardly be in Pabuj1’s service! Dhébo eats opium, he drinks bhang, he
drinks datura;'*° Dhébo does not have a maund and a quarter of real pearls today, nor tomorrow. This
wedding-gift is one for saying, not for paying in arrears.’

(Gogo said,) ‘Listen, mother! Queen Kalarde'' had hathphiils made for (Kelam’s) hands;

her father’s sister Deval gave me a costly shawl from the land of Marwar to wear.!3

Kalarde the Rebart woman had hathphiils made for (Kelam’s) hands;

her father’s sister Deval gave her a costly shawl from the land of Marwar to wear.’

(Gogo’s mother said,) ‘O righteous Gogo my son, tell me what is on your mind!

What kind of wedding-gift did Pabijt give you?’

(Gogo replied,) ‘O mother, Pabiiji’s wedding-gift wanders and grazes in Lanka. Who knows whether it
18 like a hill, who knows whether it is like a mountain, who knows whether it has five heads or ten feet?
But he gave me a kind of animal that I have never seen.’

(Gogo’s mother said,) ‘O righteous Gogo, tell me what is on your mind!

What kind of wedding-gift did Pabiijt give you?’

(Gogo replied,) ‘O mother, Lord Pabiiji promised me she-camels from Lanka.’

(Gogo’s mother said,) ‘O righteous Gogo, Lanka is known to be on the far shore of the seven seas;

the man who goes to Lanka does not return again.

Lanka is known to be a land of witches;

witches pounce on the one who travels on the road.

O son, to make up for the she-camels you should have brought as an extra wedding-gift the mare Kesar
Kalami!’

(Gogo answered,) ‘O mother, I spoke Kesar’s name;
(but) Pabijt did not give Kesar as a wedding-gift today, nor tomorrow.’
The lady Kelam went and sat in her palace (lofty as) a hovering cloud;
she sat there disconsolate in mind. [Scene 34]

129

133

128 Here, and again in the next line but one, Parbii uses a phrase which really belongs to a different formula ending with
sasaro ‘father-in-law’s home’, and which is inappropriate here to the point of being untranslatable. daraga mé piyara
sasara (literally ‘in heaven, father’s home and father-in-law’s home’) normally occurs in the formula ‘it was written in
heaven (that we should have only) a short (time in) our father’s home and father-in-law’s home’: cf. 11. 2980, 2983, 3003,
3691, 3703.

129 A5 below with the shawl (1. 914), Parbii here inadvertently has the gift given to Gogo himself instead of to Kelam.

130 The juice of the thorn-apple, a powerful narcotic which, according to Hobson-Jobson, causes ‘temporary alienation of

mind, and violent laughter’ (Yule and Burnell 1903, s.v. DATURA).

I3 Kalarde (Harmal’s wife) is not, of course, a queen, but the term may be used to refer respectfully to any married woman.

=

132 Parbii now repeated this couplet, realising that he had made a slip: the shawl is obviously for Kelam to wear, not Gogo.

133 mhe ghano liyo kesara ro kijai nama; on this occasion the ghano may be intrinsic to the line, in which case the meaning

would be ‘I spoke Kesar’s name many times’.
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Scene 34: The women’s quarters in Gogo’s palace

Kelam is depicted on the left; facing her are two anonymous ladies, who may represent her
maidservants or her sisters-in-law as appropriate.

(Kelam said,) ‘My maidservant, the Cauhans are known to have a special custom;
I shall spin at a spinning-wheel amongst the great throng of my sisters-in-law!
My maidservant, make swift speed;

I shall have a spinning-wheel made from (the wood of) a fine sandal tree!’
The maidservant adorned herself sixteen-fold and thirty-two-fold;

O lord, she went among the alleyways calling out to the carpenter.

The maidservant went and stood at the carpenter’s house and home;

she went and called out to the carpenter.

‘O carpenter’s son,'** you are like my adopted brother;

O carpenter, today you have a task to perform;

make me a spinning-wheel from (the wood of) a fine sandal tree!

O carpenter, all round it carve the frogs and peacocks of the gardens;

in the middle carve Pabiiji’s mare Kesar Kalami!’

Brother carpenter, you took your axe in your hand;

(the carpenter) went and stood by a sandal tree;

he cut down the sandal tree and made a little spinning-wheel for the lady.

All round it the carpenter carved the frogs and peacocks of the gardens;

in the middle he carved Pabiiji’s Kesar Kalami.

When he had made the spinning-wheel he gave it into the maidservant’s hand:
‘O maidservant, take the spinning-wheel and (cotton-)basket in your hand;

go to the lady Kelam’s glorious assembly!’

The maidservant took the spinning-wheel and (cotton-)basket in her hand;

she went to the lady Kelam’s glorious assembly.

The lady Kelam was seated in her palace with its lattice windows;
the maidservant went and paid her respects.

(The maidservant said,) ‘Lady Kelam, take your spinning-wheel and (cotton-)basket!
We shall go to spin amongst your sisters-in-law at sunset.

Lady Kelam, adorn yourself sixteen-fold and thirty-two-fold!

we shall go into the great throng of your sisters-in-law.’

The lady Kelam wore her fine dress of best Deccany cloth;

on her feet the lady Kelam fastened her velvet shoes.

Lady Kelam, on your arm shone bracelets;

Lady Kelam, on your little finger shone a gold ring.

The lady Kelam took her spinning-wheel and (cotton-)basket in her hand;

135

134 T.e. ‘O carpenter’ — a common form of address.

135 The windows of the women’s quarters in Rajpiit palaces are traditionally of stone lattice-work (jalr), which permits the

breeze to come in and the occupants to see out without being seen.
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she set out and went into the great throng of her sisters-in-law.

Lady Kelam, the numerous company of your sisters-in-law were seated proudly;

in the crowded assembly-room the lady Kelam went and paid her respects.

As she arrived, her sisters-in-law did their brother’s wife honour:

‘O brother’s wife, please be seated at the front of the glorious assembly of your sisters-in-law!’
(Kelam said,) ‘Listen, sisters-in-law! On the rug'* is seated the numerous company of my sisters-in-law;
spread out for me a cushion or bolster from my father’s home!’

The lady Kelam sat in the company of her sisters-in-law;

in the midst of her sisters-in-law the lady Kelam set up her spinning-wheel. [Scene 35]

Scene 35: Kelam’s sisters-in-law spinning

Two ladies are depicted spinning in the open air; on both sides of them are camels, which in
the present context are the clay camels Kelam’s sisters-in-law make to mock her, but which
will later (11. 2229 ff.) represent the real camels Pabijt brings her.

The lady Kelam put cotton fibre'*” on her spinning-wheel;

(but) Lady Kelam, the five fingers of your hand could not tease'*® the thread.

As they spun and wove, a great quarrel arose among the sisters-in-law;

the sisters-in-law each praised her own father’s home.

O sisters-in-law, a quarrel arose between you;

the sisters-in-law each praised her own father’s home.

The other fijanis praised ponds and lakes;

the lady Kelam praised Pabiiji’s well Gijavo.

The tijant sisters called for clay from the red pond;

out of the clay they made the little baby camels they had never seen.

When they had made the baby camels they couched them on their spinning-wheels;
they made mock of the reddish-brown she-camels of Lanka.

‘O sister-in-law, beat back'* the herds (of she-camels) from your father’s home!
They are laying bare our brother’s excellent sweet jujube-trees.

The jujubes from these jujube-trees are as sweet as sugar-candy;

we shall send them as presents to your Rathor father’s brother and father!”

They spoke sarcastic words to the lady Kelam;

their words made mock of the reddish-brown she-camels of Lanka.

‘O sister-in-law, drive back your she-camels!

136 jgjama, the singular form of the word whose plural is conventionally translated ‘assembly’ in the preceding line. Cf.
nn. 15 and 18 above.

137 Literally ‘raw thread’ (kaco...taga).

138 Literally ‘take hold of” (jhelai).

139 pacho...ghora. Possibly this was a slip for pacho...ghera, ‘drive back’ (cf. 1. 993).
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They are breaking the fine spindles of your husband’s sisters with their hooves.
They are smashing the walls of our fortress and storehouse to pieces;

O lord, they are breaking your mother-in-law’s fine'*? courtyard with their hooves!’
Lady Kelam, anger arose in your mind;

(the lady Kelam) dashed her spinning-wheel against the wall of the fortress.
(Kelam said,) ‘O Cauhans, I curse!*! your weak, base line!

In (the house of) my Rathor father’s brother and father we do not spin at spinning-wheels.
My maidservant, do my sisters-in-law honour!

I shall not return to the company of my sisters-in-law.’

The lady Kelam went and sat in her palace (lofty as) a hovering cloud;

Kelam sat there disconsolate in mind. [Scene 34]

(Kelam said,) ‘My maidservant, make swift speed;

quickly summon the land agent into my palace!’

(The maidservant replied,) ‘Lady Kelam, I do not know the land agent;

I was given to you as a wedding-gift and arrived here (only) yesterday.

I have not seen the whole of Sambhar’s bazaar;

by what kinds of features may I recognise the land agent when I see him?’

(Kelam answered,) ‘My maidservant, the land agent’s house and home face the sun;
there is a banana tree outside the land agent’s courtyard.’

The maidservant adorned herself sixteen-fold and thirty-two-fold;

she went among the alleyways calling out to the land agent.

The maidservant went and stood at the land agent’s house and home;

she went and called out to the land agent. [Scene 36]

Scene 36: Kelam’s maidservant summons the land agent

Kelam requires the land agent to act as her scribe, and he is depicted holding a paper while
his wife holds a pen; behind her is a cow, and a pot of ink standing on a fire (JCM). On the
left is the banana tree which identifies the land agent’s house.

‘O land agent,'*? make swift speed;

O land agent, make swift speed;

the lady Kelam summons you into her palace!’

The land agent considered, and spoke out:

‘O maidservant, tell me what is on your mind!

On what great business has the lady Kelam sent a messenger to me?’

14

5

0 sigaratha, a slightly problematical word that more normally occurs with reference to a guest: see n. 35 above. ‘Whole
would be another possible translation.

11 Literally ‘I burn’ (balii jali).

142 The word patavart ‘land agent’ is used in this and the next line in conjunction with miit@ / maita, which is a synonym.
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(The maidservant replied,) ‘O land agent, I do not know so much about these great families;
the master has commanded, the servant has performed the task.’

The land agent reflected in his mind;

he took his book and sheets of paper in his hand;

he set out and went to the lady Kelam’s palace.

The land agent was so afraid of the lady Kelam that he fell into a cold sweat;'*?

at the same time the land agent contracted a malarial fever.

O lord, the land agent set out and went to the lady Kelam’s palace.
The lady Kelam’s court was seated proudly;

the land agent went and paid his respects to Kelam.

(The land agent said,) ‘Lady Kelam, tell me what is on your mind!
On what great business did you send a messenger to my house?’
The land agent went and stood at the lady Kelam’s house and home;
he went and paid his respects to the lady Kelam.

(The land agent said,) ‘Lady Kelam, tell me what is on your mind!
On what great business did you send a messenger to my house?’
(Kelam replied,) ‘Brother land agent, the spotless Sun(-god) with his rising rays disposes (of serious
business);

I have summoned you into my palace on a (minor) domestic matter.

O land agent, some days ago I called you my husband’s younger brother and elder brother;

today I make you my adopted brother!

O land agent, you are like my adopted brother;

write a letter and send it to the ancient assembly-room at Kola!”

Then the land agent considered, and said, ‘Lady, if you had told me sooner I should have written the
letter sitting at home!’

(Kelam answered,) ‘Listen, O land agent! You do not know so much about the letter;

I shall keep saying the words, you keep writing them on the paper.

O land agent, all round it write my obeisances to (Pabiji’s) chieftains;

in the middle write a great entreaty for she-camels!

All round it write my obeisances to (Pabiji’s) chieftains;

in the middle write of the lady Kelam shedding tears!

(Write:) “O Rathor father’s brother, I shall die by my gold knife;

I shall bring ill-repute to Laksmana, the ascetic deity of the sand-desert!

Every day at daybreak pale dawn comes in the land;

as dawn breaks my sisters-in-law make mock of me and taunt me.

My sisters-in-law speak words to me, the lady Kelam;

their words are striking at my delicate vital organs.

O father’s brother, if there are real she-camels at my father’s home then really send them to me;
otherwise put the potters to forced labour;

send she-camels made of clay on the road to Sambhar!

But (whatever kind of creatures you send,) put an end to the mockery (I endure) about reddish she-camels
from Lanka.

If you cannot obtain real she-camels then put the potters to forced labour;

send she-camels made of clay on the road to Sambhar!

O Pabiiji, if the she-camels do not come to hand then I shall die by my gold knife;

I shall bring ill-repute to Laksmana, the ascetic deity of the sand-desert!”’

The land agent placed blank paper on his knee;

he wrote a letter to Lord Pabij1’s assembly-room.

All round it he wrote obeisances to (Pabiiji’s) chieftains;

in the middle he wrote an entreaty for she-camels.

(Then Kelam spoke to Hardano Devast:) ‘Hardano Devasi, you are like my adopted brother;

take the letter to the ancient assembly-room at Kola!’

(Hardano replied,) ‘Lady Kelam, tell me the features of Kola!

Which road goes straight to Kola?

144

193 siyotava, literally ‘cold-heat’, strictly refers to the alternating fevers and chills of malaria.

144 This is the first line after a section of song: Parbii resumes his narrative with a repetition of the last few lines.
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Lady Kelam, I do not know so much about Koli;

I do not know whether the road to Kol is to the left or to the right.’

(Kelam said,) ‘Listen, O camel-rider Hardano! The road to the left goes to the fortress of Girnar of the
Gahlots;

the road to the right goes straight to Kola.’

Hardano the camel-rider took a chain-linked bamboo staff in his hand;

he cast a costly shawl over his shoulder.'*

He cast a black cloak over his shoulder.

The Devasi took the letter in his hand;

he set out and went straight to Kola.

It was past midnight, shining with stars;

the Devast shone on the road as the night passed.
Day broke, pale dawn came in the land;

at the break of day he went and called out to a Gijar.
‘O lord, O Gujar’s son, which king’s white cows are you grazing?

Which king’s carriage-oxen are you grazing?’

(The Gujar replied,) ‘I am grazing the excellent white cows of my father’s sister Deval;

I am grazing the carriage-oxen of King Biro.’

Hardano the camel-rider set out as starry midnight passed;'¥’

he set out and went straight to Kold.

It was past midnight, shining with stars;

The Devasi shone on the road as the night passed.

O Devast, day broke, pale dawn came in the land;

at the break of day (the DevasT) went and removed the stirrups from his feet at (the well of) Gijavo.
O camel-rider Hardano, deep slumber came into your eyes;

O lord, the camel-rider fell asleep on the ancient steps of Giijavo.

The Caran sisters'*® became water-bearers;

the Caran ladies came forth to Giijavo to fill (their vessels) with water.
As they travelled along the Carans sang songs of King Karna; !4’

(they sang) parvaros of Pabiji and recited immortal chavalis of Jagdis.
Singing and playing (instruments) the Carans came near to Gljavo;

as they travelled along the Caran ladies told travellers’ tales.

Irdi and Viri, the two Caran ladies, became water-bearers;

as they travelled along the Caran ladies told travellers’ tales.

(Vira said,) ‘Listen, my sister! Examine this camel-rider;

either a black snake has bitten the camel-rider,

or KhicT of Jayal has killed the camel-rider.

In this age a feud is in progress between the Rathors and the KhicTs;

a Khict (must have) come upon a Rathor as he travelled along, and the Khict has killed the solitary
Rathor.’

The other Caran considered, and spoke out:

‘Listen, sister! A snake with its black breath has not bitten him,

nor has KhicT of Jayal killed him.

Either the camel-rider is going to his mother’s beloved family home,

or he is going (to become) his mother-in-law’s beloved guest.’

At this point the Devasi opened his eyes from slumber;

the Devasi called out to the Carans as they travelled along.

‘O water-bearers, hear what is on my mind!

A snake with its black breath has not bitten me,

146

150

145 A mistake, corrected in the next line.

146 Member of a caste consisting predominantly of farmers.

147 As at 1. 1035, Parbii here resumes the narrative after a section of song and starts slightly too far back.
148 Trii (another name for Deval) and her younger sister Vird.

149" One of the heroes of the Mahabharata, celebrated for his great generosity.

150 Jagdis (or Jagdev) was a famous Pavar hero. Chavalis are songs in praise of heroes (RHSK).



1125

1130

1135

1140

1145

1150

1155

1160

1165

The episode of the she-camels 245

nor has Khici of Jayal killed me.

O sisters, tell me: of which king you are singing songs of praise?

Of which king are you reciting immortal chavalis?’

(The Caran sisters answered,) ‘Listen, O camel-rider! we are singing songs of praise of King Karna;
(we are singing) parvaros of Pabiji and reciting immortal chavalis of Jagdis.’
(Hardano said,) ‘My sisters, what gift did King Karna give you?

What immortal gift did Jagdis give you?

What were PabiijT’s immortal gifts that you speak of in this age?’

(The Caran sisters replied,) ‘Listen, brother! At the break of day King Karna gave us a gift of a maund
and a quarter of gold;

Pabiiji gave us the tank of Nibali.

O lord, to water our cattle he gave us the tank of Nibali.

To graze them he gave us the pasturage of Jujaliyo;

to live in he gave us Carans the village of Goliya-Mathaniya;

these are the men of whom we are singing immortal chavalis!

Brother camel-rider, where is your house and home?

Of which king have you come as messenger?’

(Hardano answered,) ‘O Caran lady Deval, Naravano (village near) Sambhar is my house and home;
the lady Kelam has commanded, and her servant has performed the task.

Naravano (village near) Sambhar is my house and home;

I am going (to become) Lord Pabiji’s beloved guest.’

The Devast set out as day broke at pale dawn;

he set out and went into Pabiiji’s great fort.

Lord Pabiiji’s courtiers were seated proudly;

in the crowded assembly-room Hardano Devast went and paid his respects. [Scene 4]
Lord Pabiji’s courtiers were seated proudly;

in the crowded assembly-room the Devasi went and paid his respects.

O Pabiiji, your gaze fell upon the camel-rider;

(Pabiji) called out at once to Cado.

‘Cado my chieftain, ask after the wellbeing of this camel-rider;

of which king has the camel-rider come here as messenger?’

Then Cado considered, and spoke out:

‘O camel-rider, where is your house and home?

Of which king have you come here as messenger?’

Then Hardano Devasi put his hand in his ancient pocket;'!

he cast down the letter at Pabiiji’s gateway. [Scene 37]

Cado took up the letter as it fell;

when Cado read the letter he shook his head.

O chieftain Cado, Pabiji asked you what sweet matter was on your mind:'>?

‘Why did you shake your head when you read the letter?’

(Cido answered,) ‘O Pabiiji, I read fifty other (sorts of) letters a day;

(but) I cannot read a letter about dharma.’

(Pabji said,) ‘Cado my chieftain, then tell me truly what is on your mind about the letter!
What kind of news has been sent in the letter?” !>

(Cado replied,) ‘O Pabiji, Gogo Cauhan of Gogameri was married (to Kelam);

a letter has been written and sent by the lady Kelam.”!>*

(Pabij said,) ‘Cado my chieftain, make swift speed;

quickly adorn Kesar Kalami!

O Cado, adorn my Kesar at once and bring her: we shall mount an attack on Lanka!’

151 jiini jeba — a very odd formula!

152 mitht mana ri vata, another curious formula. It seems likely that it results from a conflation of the regular mana ri vata

with bijai...mithi vata ‘asked a sweet matter’ i.e. ‘asked sweetly’ (cf. 1. 1303).
153 Literally ‘with what kind of news has the letter been sent?”.

154" At this point Parbii broke off his arthav to give the usual Hindi ‘explanation’ of it; however, his Hindi version of the
narrative advanced considerably further than the Rajasthani recitation. I pointed this out to Parbii, who then recited the
‘missing’ arthav; but he did not start far enough back, and so omitted the lines in which Cado explains to Pabiiji the
contents of the letter and Kelam’s ‘great entreaty for she-camels’.
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Scene 37: Hardano presents Kelam’s letter at Pabiiji’s court

Hardano is sometimes depicted as one of a group of three or four male figures to the right
of the central figure of Pabiiji, below the picture of Cado. The link between these figures is
that they come with things to present to Pabujt: cf. Scenes 46, 59 and 100. On many pars the
letter itself is depicted as a small square next to the central image of Cado.

(Cado said,) ‘O Pabijt, you have formed a foolish idea in your mind,;

we do not know the houses and homes of Lanka;

we do not know whether the roads to Lanka are to the left or to the right.

O Pabijt, we shall not travel by unknown'> roads today, nor tomorrow.

We shall not travel by unknown roads today, nor tomorrow.

Lanka is known to be beyond the seven seas;

the man who goes to Lanka does not return again.

O great lord, the man who goes to Lanka does not return again: that is why we shall not perform an
unknown task today, nor tomorrow.

O Pabiji, first send a spy to Lanka;

then we shall travel by known roads, drive the she-camels off and bring them (here)!”

(Pabiji replied,) ‘Cado my chieftain, you have formed a foolish idea in your mind;

you are known as a courtier of Pabdj;

O Cado, make swift speed;

go yourself, set off to spy out Lanka!’

(Cado said,) ‘O Pabiji, we two brothers, Cado and Dhébo, have served as overseers in Lanka;
everybody will recognise us, old and young,'>® small and great.'>’

If anyone who sees us there (realises) that we are chieftains of Pabiji, they will capture us and bury us
in the ground, and not take us out for twelve years. So, O great lord, we shall not go there today, nor go
there tomorrow.’

(PabujT said,) ‘Cado my chieftain, then tell me what is on your mind!

How shall I send (someone) to spy out Lanka?’

(Cado answered,) ‘O Pabiji, summon the goddess Deval to your house and courtyard and home;

155 Literally ‘unseen’ (anadithai).
156 Literally “firm’ (thada).

157" According to Parbii this was a lie, uttered with the intention of finding out who would be willing to undertake a dangerous
mission on Pabiji’s behalf. In other accounts, however, Cado and Dhébo do serve in Lainka before joining Pabuji.
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Deval will make a biro for Lanka.'>8

Whichever man takes the biro in his hand, he is the man who will go to Lanka!’
(Pabijt said,) ‘Cado my chieftain, then make swift speed;

quickly summon Deval into my palace!

Cado my chieftain, make swift speed;

quickly summon the lady Deval into my palace!’

Cado the chieftain tied on his genuine sloping Rathor turban;

on his feet Cado fastened his velvet shoes.

Cado the chieftain set off walking like geese or peacocks;

he swayed as he stepped, like a frightened wild peacock.

It was past midnight, shining with stars;

in the middle of the night Cado went and called out to Deval. [Scene 8]
The goddess Deval was sleeping in her palace (lofty as) a hovering cloud;
when she heard Cado’s call the lady Deval awoke from sleep.

Lady Deval, you opened your eyes from slumber;

straightway Deval stretched herself and arose.

Deval filled a tray with diamonds and fine pearls;

she came forth to perform Cado’s welcome-ceremony with pearls.

(Cado said,) ‘Listen, O goddess Deval! The spotless Sun(-god) with his rising rays has performed my
welcome-ceremony;

now you perform the welcome-ceremony for Pabiiji’s Kesar Kalami!’
(Deval said,) ‘O chieftain Cado, wait a little while;

come and clean your teeth within Deval’s palace!” !>

(Cado replied,) ‘Lady Deval, you are known as a Caran and Bhat;'®

a Rajpiit cannot clean his teeth in the house of Carans and Bhats.’

(Deval said,) ‘O chieftain Cado, tell me what is on your mind!

On what great business have you come into my palace?’

(Cado answered,) ‘Lady Deval, the spotless Sun(-god) with his rising rays disposes of (serious) business;
I have come to your palace, Deval, on a (minor) domestic matter.

Deval, make swift speed;

Pabiiji summons you into his palace!’

The lady Deval, the goddess, took the trident of Mother Karni in her hand,;
she cast a costly shawl from the land of Marwar over her shoulder.

The lady Deval set out as starry midnight passed;

at the break of day she came and paid her respects to Pabuji.

Pabiiji’s courtiers were seated proudly;

in the crowded assembly-room Deval paid her respects. [Scene 4]

The lady Deval stood in Lord Pabiiji’s court;

as she stood there she raised a matter with Pabdji.

‘O Pabijji, tell me what is on your mind!

On what great business have you summoned me into your palace?’

(Pabuji replied,) ‘Lady Deval, the (Sun-)god with his rays disposes of (serious) business;
I have summoned you into my palace on a (minor) domestic matter.

Lady Deval, break off five fresh campo-leaves;

fashion a biro of five leaves for Lanka!

Lady Deval, break off five campo-leaves;

fashion a biro of five leaves for Lanka!

O Deval, take the biro in your hand;

circulate the biro in PabijT’s glorious assembly!’

The lady Deval broke off five fresh campo-leaves;

158 A bio is a bundle of leaves (according to Parbii, typically from campo or pipal trees) which is circulated in any company to
determine who should carry out any particularly hazardous task: the man with sufficient courage signifies his willingness
by picking up the biro.

159 1e. ‘come and accept hospitality from me’.

160 Carans (court-poets) and Bhats (genealogists) are two separate castes, linked in the epic in a standard formula (cf. 1. 461).
There is nothing surprising in the use of such a formula in an inappropriate context, as appears to be the case here; Parba
however maintained — quite wrongly — that the two terms were interchangeable.
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Deval fashioned a biro of five leaves.

The lady Deval took the biro in her hand;

she circulated the biro in Pabiji’s glorious assembly.

Lady Deval, the biro circulated on all four sides of the rug;

the biro withered like an unripe lotus-flower;

but no man thrust his hand towards the biro.

The biro circulated (all four) sides of the rug;

Lady Deval, the biro withered in your hand.

When the word ‘biro’ was spoken some knights’ bellies'® hurt as if they would die;
some knights tied bandages over their eyes.

Other knights left Pabiiji’s dwelling;

some knights left Pabiji’s service.

The biro circulated on all four sides of the rug;

(but) no man thrust his hand towards the biro.

Bowing low Harmal Devasi made obeisance to Pabujt;

Harmal Devast took the biro in his hand as it circulated.

Harmal DevasT attached the biro to his turban;

his face was withered like an unripe lotus-flower.

Pabiijt considered, and spoke out:

‘Harmal Devasi, today your eyes appear wan;

your face is withered like an unripe lotus-flower.

O Devasgi, tell me what is on your mind!

Why are you standing disconsolate on the rug?’

(Harmal answered,) ‘Pabiiji, I took the biro in my hand as it circulated,;
I am going to my mother Bhimani’s house and home;

if my mother will give the command I shall go to Lanka, otherwise I shall bring your biro back and put
it on the rug.’

(Pabijt said,) ‘Harmal Devasi, go to your mother Bhimani’s house and home;
bring the command in the name of your mother!’

Harmal Devasi tied on his genuine sloping Rathor turban;

on his feet the Devasi fastened his velvet shoes.

The Devasi set out as starry midnight passed;

he went (to become) his mother Bhimani’s beloved guest.

Harmal Devast went and stood at his mother’s house and home;

he stood there disconsolate in mind. [Scene 38]

Scene 38: Harmal at home in his mother’s house
Opposite Harmal are the usual anonymous ‘courtiers’; outside the house on the right is Harmal
himself, visiting his family in the disguise he will later wear (cf. 1l. 1421-2); on the left are
the camels which he and his caste will later receive from Kelam (see n. 223).

161 I iterally ‘sweet bellies’ (mitho peta): according to Parbii this means that the pain was not violent.
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As his mother sat there she called out (to him).

‘Harmal Devasi, today your eyes appear to me wan;

your face is withered like an unripe lotus-flower.

My son, tell me what is on your mind!

O Devast, why are you standing disconsolate in mind?

Harmal Devasi, either Lord Pabiiji’s courtiers (must) have quarrelled,

or, O Devasi, you (must) have been beaten as you sat playing caupar'é> among your companions.’
(Harmal replied,) ‘O my mother, Lord Pabtji’s courtiers have not quarrelled,

nor have I been beaten as I sat playing caupar among my companions.

O my mother, Lord Pabijt has appointed me to spy out the dangerous land of Lanka!

Mother, if you will give the command I shall go to spy out Lanka!’ Then what did Harmal’s mother say?
‘Harmal Devasi, do you (really) have so much business with Lanka?

O Devasi, why are you setting off to spy out Lanka?’

(Harmal answered,) ‘O my mother, when Biro married the lady Kelam, his eldest daughter, (to Gogo,)
at the joining of hands Pabiiji promised reddish she-camels from Lanka.

So, mother, I am going to spy out the she-camels of Lanka.” His mother considered, and spoke out:
‘My son, Lanka is known to be on the far shore of the seven seas;

the man who goes to Lanka never returns again.

Harmal Devast, leave Lord Pabiiji’s service!

Harmal Devast, leave Lord Pabiiji’s service!

I shall put you into the service of the knight Biiro.

Harmal Devasi, leave Lord Pabiiji’s service!

My son, I shall put you into the service of an honest knight.’

Harmal Devast loaded up his wagons;

he drove his wagons to the left of Lord Pabiji’s assembly-room.!®3

It was past midnight, shining with stars;

the Devast shone on the road as the night passed.

Harmal Devasi, day broke, pale dawn came in the land;

at the break of day (Harmal) went and paid his respects to Biro.

Biro’s courtiers were seated;

in the crowded assembly-room (Harmal) bowed and paid his respects. [Scene 5]

King Biro sweetly asked Harmal:

‘Harmal Devasi, tell me what is on your mind!

On what great business have you come to my glorious assembly?’

(Harmal replied,) ‘King Biiro, the (Sun-)god with his rising rays disposes of (serious) business;

I have come to your palace, Biiro, on a (minor) domestic matter.

The spotless Sun(-god) with his rising rays disposes of (serious) business;

I have come to your glorious assembly on a (minor) domestic matter —

but, O Biiro, put me into service in your great fort!’

(Btro said,) ‘Harmal Devasi, stay alert in your mind!

I shall put you into service in my great fort.”!64

Then Biro considered, and what did he say? ‘Harmal, I shall put you into service in my fort, but these
will be your duties. I have two mares, one Phul-VacherT (known as) Abal, the other Dhel.'> You are to
take these two mares and graze them in the lake Buro.!®® All day you are to graze them there, and when
you have grazed them, bring them back home. Harmal, as you sit there all day, pluck doob-grass and tie
it into a great load; (then) ride the mare (home, but) place the load on yourself. If you place the load on
my mare, even by accident, then — the mare is pregnant — if any harm befalls the mare you will have
to be punished for it Harmal reflected, ‘I am to sit on the mare (but) place the load on myself? This is
nonsense!” Harmal reflected, ‘Oh well, let us do as he says.” Then (he said,) ‘O Biro, for food and drink
—’. (Biro interrupted:) “What about food and drink? If you get hungry, Harmal, then go to your house
and home; eat two chapattis from there yourself and bring two chapattis for me, so that the two of us,

162 A board-game.

163 T e. he avoided going past Pabiiji’s court for fear of being seen.

164 The following passage is told not in metrical arthav but in free prose, and is intended as a joke.

165 Tt is in fact usually Dhel that is referred to as Abal or Abal.

166 T e. alocal lake named after Biiro himself.
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master and servant, can sit here and eat (together).”'” Buro considered, and said, ‘If you get hungry, go
home and eat two of your wife’s millet chapattis, and then come and bring two millet chapattis for me,
so that the two of us, master and servant, can sit there and eat (together).” Harmal reflected in his mind,
‘O brother, this Biro is talking nonsense to me! No wages, nothing to eat, and he is appointing me to
do a nonsensical job. This job does not appeal to me.’

(Harmal returned to his mother [Scene 38], and said,) ‘Mother, stay well alert in your mind!
I shall go and spy out the reddish-brown she-camels of Lanka.

King Biiro is known as one who gives seventy cowrie-shells; 68

the feeder of the hungry is Laksmana, the ascetic deity of the sand-desert.

O my mother, when total famine'® struck in the land

I ate dried dates and coconut-kernel at Kesar’s hooves.

When total famine struck in the land

I ate dried dates and coconut-kernel at Kesar’s hooves.

O my mother, stay alert in your mind!

I shall go and spy out the reddish-brown she-camels of Lanka.

O my mother, take my bracelets, my turban-plume and my robe of honour!

My mind is set on the ochre dress of the jogi.'”

O my mother, take my bracelets and my turban-plume in your hand!

My mind is set on the ochre dress of the jogi.

O my mother, stay alert in your mind!

I shall go and spy out the reddish-brown she-camels of Lanka.’

Harmal Devast went into Kolu’s bazaar;

the Devast bought cloth of high price.

The Devasi went and sat in the storekeeper’s shop;

he bought cloth of high price.

When he had bought the cloth the Devast went to the tailor’s shop;

he had robes sewn that looked well on his body.

Harmal Devast went to the carpenter’s workshop;

he had staffs and sandals made from (the wood of) a sandal tree.

Harmal Devast went and sat in the master ironsmith’s shop;

the Devasi had iron ore broken up and tongs'’! made (from it).

The Devast had tongs made of steel.

Harmal Devast went and sat in the ochre shop;

the Devast bought ochre and fine dye the colour of (Black) Bhaird.

Harmal Devast went to the bank of the lake Biiro;

he poured out the ochre and dyed his garments.

Harmal Devast put on the fine dress of holy men and jogis;

O Devast, from the eastern direction came an assembly of jogis;

the battle-horn of Guru Gorakhnath!”? was sounding.

Half the jogis were encamped among the cow-houses;

half the jogis were encamped beneath a paras-pipal tree.

Harmal Devast took eight green coconuts;

he fell at Guru Gorakhnath’s feet.

Harmal Devast set out with the green coconuts;

O lord, he went (to become) the Guru’s beloved guest.

Half the jogis were encamped among the cow-houses;

half the jogis were encamped beneath a paras-pipal tree.

Harmal Devast went and stood in the assembly of jogis;

Harmal Devast went and made entreaty to the jogis.

167 Parbii here requested a pause in the recording, and then resumed by repeating what he had just said.
168 T e. he is mean.

169 iterally “famine (even) of grass and fodder’ (tanna-biiti...kala).

170" A holy man, here a kanpharo ‘split-ear’ follower of Gorakhnath.

171 Used by ascetic holy men for their dhiini, the fire over which they sit and whose smoke they inhale.

172" A major historical figure of early mediaeval Hinduism, founder of the tantric kanpharo ‘split-ear’ order. For his incorpo-
ration into the story of Pabiiji see Pabiiji the man above, p. 49.
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‘O gurus of the assembly, O holy men, tell me the Guru’s features!

By what kinds of features may I recognise the Guru when I see him?’

(The jogis answered,) ‘Listen, brother master-jogi! O lord, other jogis have ascetics’ fires whose wafting
smoke flies up;

(but) in the Guru’s assembly there burns an undying lamp.’

Harmal Devast took the green coconuts;

he set out and went straight to the Guru.

The Devasi went and, bowing low, prostrated himself before the Guru;

he made entreaty to Guru Gorakhnath. [Scene 39]

Scene 39: Guru Gorakhnath with his disciples

The small figures on the right represent both ‘Gorakhnath’s disciples’ in general and, specifi-
cally, Harmal (in the present context) and Riipnath (1. 3952).

Harmal Devast, the Guru asked you what you had to say:

‘O wandering jogi, where is your house and home?

Of which king are you called eldest (son and) crown prince?’

(Harmal answered,) ‘O Guru, O holy man, a wandering jogi has no house and home;

I am a master-jog7, wandering in all directions, bathing at holy places.’

(Guru Gorakhnath said,) ‘Harmal Devasi, tell me what is on your mind!

Of what kind of king are you called eldest (son and) crown prince?’

(Harmal replied,) ‘O Guru, O holy man, a jogr has no house and home;

the Sky released me and Mother Earth took me!’

(Guru Gorakhnath said,) ‘Brother master-jog7, you seem a young child (scarcely out) of your cradle;
O holy man, O Devasi, why did you leave home during the cold season?

Either your mother and father (must) have quarrelled,

or you (must) have come out of great anger with your brothers.

Brother master-jogi, tell me what is on your mind!

Why have you put on ochre garments?’

(Harmal answered,) ‘O Guru, O holy man, my mother and father have not quarrelled with me,
nor have I come out of great anger with my brothers;

but my mind is set on the ochre dress of the jogi.’

(Guru Gorakhnath said,) ‘Listen, O master-jogi’! You will find painful the wounds of the knife;
O lord, you will find painful the fine glass earrings'” in your ears!

O master-jogi, you will find painful the begging from house to house;

you will find painful the ceaseless burning of the ascetic’s fire!’

(Harmal replied,) ‘O Guru, O holy man, I shall find pleasant the wounds of the knife;

13 madarasé, not known to either RSK or RHSK, but regularly used by Parbi in this sense. The word is presumably con-

nected to mudra, the normal term for a jog?’s earring, but the -s- is hard to account for.
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O lord, I shall find good the fine glass earrings!

O Guru, O holy man, I shall find pleasant the begging from house to house;

I shall find good the undying burning of the ascetic’s fire!’

(Guru Gorakhnath addressed his disciples:) ‘O disciples of the assembly, lay your hands on Harmal!
Make him a disciple of the whole assembly!” '™

Pleased, the Guru laid his hand on Harmal’s head;

he made him a disciple of Guru Gorakhnath.

The Guru took his fine dagger'” in his hand;

he split open (Harmal’s) ears and inserted earrings in them.

From other disciples there came forth torrents of blood;

(but) from Harmal Devasi there issued spurts of milk.

The Guru reflected in his mind:

‘I initiate fifty or a hundred disciples a day;

(but) I have never seen or encountered a disciple like Harmal in this age.’

Pleased, the Guru laid his hand on (Harmal’s) head;

he made him a disciple of Guru Gorakhnath.

(Guru Gorakhnath said,) ‘O Devasi, now tell me what is on your mind!

Why have you put on ochre garments?’

(Harmal answered,) ‘O Guru, O holy man, when King Biro married Kelam, his eldest daughter, (to
Gogo,)

at the joining of hands Pabiiji promised reddish-brown she-camels from Lanka.

O Guru, I put on ochre garments in order to go to Lanka to spy out the she-camels!’

(Guru Gorakhnath said,) ‘Harmal Devasi, you have done ill in the land;

you are going to the dangerous land of Lanka to commit theft.

Harmal Devasi, if I had known that you were going to a foreign land to spy out she-camels, I should not
have made you a disciple!”’

(Harmal replied,) ‘O Guru, O holy man, you have formed a foolish idea in your mind;

with your blessing I shall set off to spy out Lanka.

O Guru, give me your blessing!

With your blessing I shall set off to Lanka.’

Then what did the Guru say?

‘O son, you are going to the dangerous land of Lanka;

you have no hope of returning.

O son, I give you sandals for your feet to take with you.” (Harmal) said, ‘O Guru, what properties do
these sandals have?’ (The Guru) said, ‘Son, in these sandals — you are going to Lanka: there are great
seas, and you will not be able to get across by swimming. So, son, when you arrive at the sea-shore put
these sandals on your feet, and you will be able to cross the sea easily (by walking) on it.” (Harmal) said,
‘O Guru, that is very good!” Then the Guru considered, and said, ‘O son, you will have to travel in the
wild, you will have to live in the wild, you will have to sleep there too. For this reason I give you this
begging-bowl. Wherever you get hungry or thirsty, speak my name and turn (the bowl) upside-down,
then the right way up: a fine meal'” will be ready for you.” So Harmal was very happy, and he said, ‘O
Guru, you have given me a very good gift!” Then the Guru considered, and reflected that (people) always
give drinking-gourds to holy men. He said, ‘Son, I give you this drinking-gourd. If you go to Lanka,
the camel-riders of Lanka — that is, the Rebaris — will certainly give you the milk of the she-camels
to drink. If you drink the milk of that place (you will not be able to return to steal its animals, since if
you do) you will commit perfidy; so do not drink the milk.” (Harmal said,) ‘But O Guru, if they give me
the milk to drink —’. (The Guru interrupted,) ‘Son, here is this very small drinking-gourd; put it on the
ground, invoke Pabiijt and invoke me, Guru Gorakhnath, and place the drinking-gourd in (a recess on
the ground). Then if they say to you, “O guru, drink milk!”, then you say, “Fill this drinking-gourd of

174" At this point Parbii omitted a few lines: Harmal refuses the form of initiation offered by the Guru, saying that he will not
be the disciple of a disciple.

15 Literally ‘his fifty-six dagger’ (chappana kataro). There are several ‘magic numbers’, used impressionistically to suggest
excellence. Parbi employed various permutations of twelve, sixteen and twenty-four when asked to give the numbers of
epic parvaros and miracle-story sayls, and the epic narrative itself contains other instances, notably ladies ornamenting
themselves sixteen-fold and thirty-two-fold (1. 538, 600, 628, 936, 959, 1013 etc.). For a parallel to the purely ‘adjectival’
use found here, cf. the ‘thirty-two meal’ of 1. 1420 and n. 176.

176 1 jterally ‘a thirty-two meal’ (battiso bhojana); cf. n. 175 above.
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mine, then I shall drink milk.” Then, son, invoke me, invoke Pabdiji, and put down this drinking-gourd;
even if they milk all the she-camels and fetch the milk and pour it in, this drinking-gourd will not be
filled. This drinking-gourd will not be filled, and you will not drink the milk, and you will not commit
perfidy.” So (Harmal) took the drinking-gourd in his hand.'”” Then what did the Guru say? ‘O Harmal,
first go to your mother’s house, first go to your mother’s house and awake her unseen. If your mother
recognises you, do not go to Lanka; bring back this cloth!”® of mine and give it to me. But if your mother
gives you alms, go to Lanka!’

Harmal Devast put on the fine dress of holy men and jogrs;

he went (and stood) outside his mother Bhimani’s courtyard. [Scene 38]

Harmal Devast went and stood at his mother’s house and home;

as he stood there the Devasr called out to his mother. [Scene 40]

Scene 40: Harmal in disguise converses with his wife and mother

Harmal in the guise of a jog7, with an anonymous male ‘courtier’, faces his mother Bhimani
and his wife Kalarde in the private apartment above his house.

‘Mother who bore me,'” hand out alms to a wandering jogi'!

I am setting forth, (or else) the Guru will scold me.’

(Bhimant said,) ‘Brother master-jogi, go back hence!

You will annoy Harmal’s she-buffaloes, both non-milkers and milkers.
Brother master-jogi, go back hence!

You will annoy Harmal’s she-buffaloes, both milkers and non-milkers.
Brother master-jogi, go back hence!

Harmal Devast will come and strike you with his bamboo staff.
Yesterday at dawn an assembly of jogis came here;

under your influence Harmal has become a jogi!” '8

Kalarde the RebarT woman filled a tray with fine pearls and diamonds;
Kalarde came down to give alms to the jogr.

As she came down the necklace of nine strings round her throat broke;
she scattered pearls in her mother-in-law’s ruby courtyard.'®!

177 Parbii forgot here to mention the remaining magic gift of a piece of cloth in which fire can be wrapped up.

178 See preceding note.

179 There seems no other possible way to take jalama ri jarani: it is presumably a case of Parbi nodding Homerically, since

Harmal’s purpose in visiting his mother is to test out his disguise on her. It is ironic that this is in fact Parbi’s first use of
such a phrase in the entire epic — all the more so since the simple ‘O mother’ could have been used without harm as a
respectful form of address to an old lady.

180 T am unsure of the point of this couplet, which certainly does not imply that Harmal’s mother has recognised him through

his disguise.

181 Two bad omens.
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Queen Kalarde came near to the jogr;

she came and called out to the jogr.

‘O master-jogt, hold out your bag and water-pot towards me!

I shall make you an offering of diamonds and fine pearls.’

Queen Kalarde saw the jogi’s face;

when she saw his face Kalarde drew aside her veil.

Then at this point Harmal’s sisters considered, and spoke out:

‘O my sister-in-law, is this jogi like your husband’s younger brother or elder brother?

Why have you drawn aside your long veil?’

(Kalarde replied,) ‘O my sisters-in-law, this wandering jogr is not like my husband’s younger brother or
elder brother;

I recognise the face of your eldest brother (Harmal).’

(Harmal’s sisters said,) ‘O my sister-in-law, may your family go to the bad!
You have spoken evil'®? of my brother.

Sister-in-law, may your (own) brother in your father’s home become a jogi'!
You have spoken evil of my brother.

My brother lives in Pabiji’s court;

he performs the service of Laksmana, the ascetic deity of the sand-desert!’
(Bhimant said,) ‘O Harmal’s wife, tell me what is on your mind!

Why have you drawn aside your long veil?’

(Kalarde answered,) ‘O my mother-in-law, you are examining diamonds and emeralds;
because of the ochre garments you have forgotten the child of your (own) belly!
O my mother, you are examining diamonds and emeralds;

how can you have forgotten Harmal because of the ochre garments?’
(Harmal’s) mother Bhimant put down her milking-vessel full of milk in the courtyard;
O lord, she clung to Harmal’s neck like a betel-vine.

(Bhimant said,) ‘Harmal Devasi, what kind of married woman has spoken insults of your mother to you?
What kind of barren woman has made mock of you and taunted you?

O Devasi, tell me what is on your mind!

Why have you put on the ochre of the jogi?’

(Harmal replied,) ‘O my mother, no barren woman has spoken insults to me,

nor has anyone made mock of me and taunted me.

When King Biiro married (Kelam) to Gogo Cauhan of Gogamerf,

at the joining of hands Pabiiji promised reddish she-camels from Lanka.

Mother, give me your blessing!

With your blessing I shall set off to spy out Lanka.’

(Bhimant said,) ‘Harmal my son, Lanka is known to be a land of witches;

the man who goes to Lanka never returns again.

Harmal Devasi, the wedding of your seven sisters has been arranged in your house;

who will give your sisters the (bridal) chaplets for their heads?’

(Harmal answered,) ‘O my mother, do not worry so much about this matter!

Lord Pabiijt will marry my sisters (to their husbands);

Cado and Dhébo will give my sisters wedding-gifts.’

(Bhimant said,) ‘O Harmal, wait a little while in the palace!

O son, take some citrmo'® with dried dates and coconut-kernel before you go!’

(Harmal replied,) ‘O my mother, jogis have no dealings with citrmo;

master-jogis are content with dry morsels (of bread) as they travel.

O my mother, give me your blessing!

With your blessing the master-jogi will set off to Lanka.’

Harmal Devast put on the fine dress of holy men and jogis;

Harmal spoke out to his mother as she stood there.

‘O my mother, give me your blessing!

183

182 L iterally ‘poisonously’ (visabhara).

183 .e. devoting inappropriate scrutiny to something whose quality should be obvious.

184 Bread crumbled up with gur (jaggery) and ghf (clarified butter). Gur and foods containing it are given to those about to
undertake journeys.
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1490 With your blessing I shall set off to Lanka.’
Now Harmal Devasi set out as starry midnight passed;
now he set out and went to Pabiji’s Sun-gate.'®> [Scene 4]
O Devasi, day broke, pale dawn came in the land;
at the break of day (Harmal) went and removed the stirrups from his feet.
1495 The Devasi spread out his ascetic’s fire there;
at the break of day the DevasT sat in the ascetic’s posture.
O chieftain Cado, Pabiji asked you what was on your mind:
‘What kind of master-jogi'® has come here practising austerities?
Cado my chieftain, where is this jogi’s house and home?
1500 (What kind) of master-jogi has come here practising austerities?’
(Cado replied,) ‘O Pabuji, this jogi has no house and home;
he is a master-jog7 wandering in all directions, bathing at holy places.
O Pabdji, you have done ill in the land;
because of the ochre garments you have forgotten the chieftain of your (own) house!
1505 O Pabiij1, you are examining diamonds and emeralds;
how can you have forgotten Harmal from your (own) house?’
(Pabiijt addressed Harmal:) ‘Harmal Devasi, tell me what is on your mind!
Why have you become an ochre jogi?’
(Harmal replied,) ‘O Pabiiji, when you married the lady Kelam, (Biiro’s) daughter, (to Gogo,)
1510 at the joining of hands you promised she-camels from Lanka.
So I am going to spy out the reddish she-camels of Lanka.’
(Pabijt said,) ‘Harmal Devasi, you are going to the dangerous land of Lanka;
have no fear in your mind!
Harmal Devasi, at the time of danger remember Pabijt;
1515 at the time of danger I shall hear your request!’
(Harmal answered,) ‘O Pabijt, I shall keep your name immortal in the land;
O Pabiji, when danger befalls hear my request!
O Pabiji, give me your blessing!
With your blessing I shall set off to Lanka.’
1520  Bowing low the Devast made obeisance to Pabiji;
he made entreaty to Laksmana, the ascetic deity of the sand-desert.
Harmal set out as starry midnight passed;
he set out and went straight to Lanka.'s’
(Harmal said,) ‘O Pabiji, show me the road to Lanka!
1525 Which road goes straight to Lanka?’
(Pabujt replied, ‘Listen, O Devast! The road to the left goes to the fortress of Girnar of the Gahlots;
the road to the right goes straight to Lanka.’
Harmal Devast set out as starry midnight passed;
he set out and went straight to Lanka.
1530 It was past midnight, shining with stars;
the Devast shone on the road as the night passed.
Once or twice he halted overnight on the road;
O Devasi, at the third halt (two) witches blocked your track. [Scene 41]
O Harmal, gnashing and gabbling the witches ground their teeth at you;
1535 they came at Harmal tearing their tangled hair.
(Harmal thought to himself,) ‘O my mother, may your family go to the bad!
Why did you not seize my arm and turn me back as I (set out to) go to Lanka?’
Then the witches came and stood hard in Harmal’s way; and Harmal began to reflect, ‘O brother, they
are going to eat me!’” So he began to say,
‘O witch sisters, wait a little while!
1540 PabiijT’s warrior Dhébo is coming after (me).’

185 Te. an east-facing gate.

186 Literally ‘a master-jogi from what kind of ascetic’s fire’ (kairT dhiini ro...jogesara) — i.e. ‘belonging to what kind of
ascetic order’.

187 Parbii recited this couplet too soon, then realised his mistake and recited the two couplets which should have preceded it.
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Scene 41: Harmal encounters two witches on his way to Lanka

Then the witches began to say, ‘Hey, brother, who is Dhébo?” So (Harmal answered,) ‘Dhébo is a
chieftain of Pabiiji. You will have great difficulty in (agreeing about) eating me alone, (but) if there are
two of us you will each have separate food!” Now when he spoke Dhébo’s name the witches began to
tremble and to be afraid, and they began to say, ‘O jogi, do not speak our name before Dhé&bo, because
Dhébo is very strong, and is said to be an incarnation of Hanuman. If he catches us and puts us in his
bag, or drops us into his belly, he will not pull us out for six months! For this reason do not speak our
name before Dhébo.

O jogi, you are like my adopted brother;

now [ am getting out of your way as you travel along your way.’

Harmal Devasi, the witches got out of your track;

now (Harmal) set out and went straight to Lanka.

O Devagi, it was past midnight, shining with stars;

the Devast shone on the road as the night passed.

Once or twice the Devasi halted overnight on the road;

at the third halt he went and removed his stirrups at the sea.

Harmal Devasi, pale dawn came in the land;

at the break of day (Harmal) went and removed the stirrups from his feet at the sea. [Scene 42]
Glittering, the sea tossed up foam;

O Harmal, the water of the black pit seemed to you frightening.

Harmal reflected in his mind:

‘O my mother, may your family go to the bad!

Why did you not turn me back as I (set out to) go to Lanka?

If I go on I shall die by drowning in the sea;

if I go back the lord of the nine districts will scold (me).

If I go on I shall die by drowning in the sea;

if I go back Laksmana the ascetic deity of the sand-desert will scold me.’

Harmal Devast stood at the shore of the sea;

as he stood there he called out to Pabji.

Harmal reflected in his mind:

‘O Pabiji, today you have a task to perform;

O Pabuj1 Rathor, why did you not seize my arm and turn me back as I (set out to) go to Lanka?

If I go on I shall die by drowning in the sea;

if I go back Laksmana the ascetic deity of the sand-desert will scold me.’

In his heart Harmal invoked the name of Guru Gorakhnath;
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Scene 42: Harmal reaches the sea

in his heart he invoked Laksmana, the ascetic deity of the sand-desert.
Harmal DevasTt offered incense of sandal;

he propitiated Kesar Kalam1 with incense.

When (Harmal) spoke Pabiiji’s name the flowing sea granted a path;

on hearing the Guru’s name the flowing (sea) granted a path.

Harmal Devasi put his sandals on his feet;

O lord, when he had put on his sandals he walked upon the sea.

Harmal Devast put his sandals on his feet;

O Harmal, the water did not touch the tips of your toes.

Harmal Devast crossed the sea and reached the far shore;

camel-calves were lowing; Harmal heard them with his ears.

Harmal Devasi walked round and looked at the she-camels of Lanka;

the Devast observed their little baby camels.

The she-camels and camel-calves drank the water of the black pit;

O lord, they made their couching-place in the shelter of the brown hills.
As the she-camels went forth they stripped the coconut-trees;

as they came back they stripped the cardamom-pods.

Harmal Devast went into the she-camels’ couching-place;

he set up his ascetic’s fire in the she-camels’ couching-place.

Harmal Devasi, the camel-riders of Lanka asked you:

‘O master-jogi, from what land have you come practising austerities?’
(Harmal replied,) ‘O camel-riders of Ravana, as a jogi I have no house and home;
I am a master-jog7, wandering in all directions, bathing at holy places.’
(The camel-riders said,) ‘O master-jogf, tell us truly what is on your mind!
O master-jogi, where is your house and home?

O master-jogi, where is your house and home?

What kind of master-jogi are you who have come practising austerities?’
(Harmal replied,) ‘O camel-riders of Lanka, this jogi has no house and home;
I am a master-jogi, wandering in all directions, bathing at holy places.’
(The camel-riders said,) ‘Brother master-jogi, take your ascetic’s fire away from here!
Bitten by mosquitoes, the she-camels will kick you painfully!’

Harmal Devasi, anger arose in your mind;

(Harmal) spread out Guru Gorakhnath’s cloth;

he tied up his burning ascetic’s fire in the cloth ;
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the Devasi put it on his shoulder and set off.

Harmal Devasi thrust his ascetic’s fire into the cloth;

he thrust his ascetic’s fire into the cloth and set off on foot.

The camel-riders of Lanka reflected in their minds:

“This jogr seems to us like some incarnation!

He thrust his burning ascetic’s fire into a cloth;

the master-jogr thrust it into a cloth and set off on his way!’

The camel-riders stopped him and reflected in their minds;

(they said,) ‘O guru, grant us your favour!

Set up your ascetic’s fire in the she-camels’ great couching-place!
O guru, we were joking with you;

(but) O guru, in your mind you took (our words) for true.

O guru, O lord, we shall serve you and honour you;

we shall serve you at pale dawn!’

Harmal Devast spread out his ascetic’s fire in the couching-place;
he sat in the ascetic’s posture in the she-camels’ couching-place.
(The camel-riders said,) ‘O guru, lay your hand on our heads!

O guru, make us disciples in your name!’

Harmal Devasr laid his hand on the camel-riders’ heads;

Harmal Devast made them disciples in his own name.

Then Harmal Devasi considered, and what did he say?

‘Listen, O camel-riders! You are called the disciples of me, your guru;
bring offerings of cloth and whole coconuts;

present offerings in your guru’s name!” [Scene 43]

Scene 43: Harmal accumulates evidence of the she-camels

Harmal is shown opposite one of the Rebarts of Lanka; next to him is the garland of camel-
dung and (presumably) the container full of camel-milk which the Rebaris give him.

Then the people of that place considered, and said, ‘O guru, we do not have any cloth. We have no
cloth, but we have blankets of camel-hair that we can produce amongst ourselves and bring.” Then
Harmal considered, and said, ‘Brothers, then bring those and give them (to me)!” So they brought those
and gave them to Harmal.'® Then the camel-riders of Lanka considered, and said,

‘O guru, grant us a little favour!

Drink the milk of the reddish-brown she-camels of Lanka!’

Then Harmal considered, and what did he say?

188 Harmal wishes to collect physical evidence of the she-camels to take back to Pabiiji: this is the first item.
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‘Listen, O camel-riders of Lanka! (Till) today I have drunk one milk at the breast of my mother Bhimant;
I have drunk a second milk from mother cow;

I have drunk a third milk from trees;

(but) in the land I have never heard with my ears of a fourth milk.

O camel-riders, in the land I have drunk one milk of my mother, I have drunk a second milk of the cow,
I have drunk a third milk from trees, but in this (world) I have never even seen a fourth milk.’

(The camel-riders replied,) ‘O my guru, you have formed a foolish idea in your mind;

the milk of the reddish-brown she-camels of Lanka is a sweet draught.

O guru, the milk of our she-camels is very sweet.” Then Harmal considered, and what did he say?

‘O camel-riders of Lanka, pour (milk) into this small drinking-gourd of mine;

draw off (milk) into this drinking-gourd (until it is full) to above the neck;

if the drinking-gourd can be filled to above the neck then I shall drink your milk. O camel-riders, if you
fill my little drinking-gourd up then I shall drink the milk of your she-camels; otherwise I shall not drink
it today, nor drink it tomorrow!’'%

Now when Harmal had made (the camel-riders) his disciples, there were she-camels standing opposite
him dunging; then Harmal began to see this, and he said, ‘What is this she-camel letting fall?” He began
to say, ‘Hey, disciples, what is this she-camel letting fall as it stands here?” They said, ‘O guru, this
she-camel is dunging.” (Harmal said,) ‘Dunging, is that so? Well, brother, this dung is very fine: bring
it to me, so that I may make garlands of it!” They said, ‘O guru, we shall tie up a load (of it) for you
and give you a great quantity!” (Harmal) said, ‘No, no, not a lot, bring a little: if one garland is made
for my throat, two for my hands, one for my waist, that will be sufficient for me.” The Rebaris of Lanka
arose and fetched the dung. They fetched the dung and took it to their guru, and he threaded garlands of
it, threaded huge garlands which he put round his throat, tied round his waist, tied round his arms, tied
round his hands. Now when he had made the garlands, what did the guru do? He broke open a ball of
dung and sniffed it with his nose; then he caught the scent of the cardamoms, pods and coconuts that
(the she-camels) ate. He began to say, ‘Oho! This dung is very fragrant!” (Harmal) reflected thus to
himself and took the dung.!”® Now there was one Devasi named Phatmal, who reflected as he sat there:
“This is a holy man and a saint. If he is a holy man and a saint, then why is he looking with such a fierce
gaze at this she-camel opposite him?” Then he began to say to the people of that place, ‘Hey, brothers,
this is not a holy man, nor a saint! This is not a holy man but a libertine: he has a fierce gaze and a
knife at his waist;!*! his eyes are on these camels; he will deprive us of these camels before he leaves!”
(Meanwhile) Harmal reflected, (and said,) ‘O brothers, the milk you spoke of just now: I shall drink the
milk when you fill my drinking-gourd!” So the people of that place all arose, took pots and began to
milk their she-camels as he had said. Then one Rebari considered, and said, ‘O guru, you have formed
a very foolish idea! I have a little she-camel that will fill your drinking-gourd by herself!” (Harmal)
said, ‘Brother, fill it!” So they milked all the she-camels there were, fetched (the milk) and put it in; but
the (level in) the drinking-gourd did not go up, nor did it come down. As they went and looked in the
drinking-gourd (they found that) there was not a drop of milk. What had Harmal done? He had taken an
oath on Guru Gorakhnath, taken an oath on Pabiiji, and said to the drinking-gourd, ‘O drinking-gourd,
if (your level) comes above the neck then I shall have to break you with a stick!” (The camel-riders)
brought the milk of all the she-camels there were and put it in; but (the level) did come above the neck
today, nor tomorrow.

(Phatmal) the camel-rider of Lanka (and his companions) set out as starry midnight passed;

he went (to become) Ravana’s mother’s beloved guest.

It was past midnight, shining with stars;

in the middle of the night he went and called out to (Ravana’s mother) SikotarT.'”> [Scene 44]

‘Mother Sikotar, you are sleeping in your palace (lofty as) a hovering cloud;

a wandering jogi has come into our couching-place;

he spread out his ascetic’s fire in the she-camels’ couching-place.

Mother Sikotari, tell me this holy man’s features!

189 The sequence of events in the — largely jocular — non-metrical passage which follows is a little confused: Parbi appar-
ently initially forgot that he was halfway through the story of the milk, and so had to return to it at a rather inconvenient
point in the middle of the story of the suspicious camel-rider Phatmal.

190 Harmal has now collected his second item of evidence of the she-camels.
191" A colloquial phrase meaning ‘he has evil intentions’.

192 This is not strictly her name: it means ‘woman with the power to tell past and future’.
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Scene 44: Phatmal the RebarT seeks Sikotar1’s advice

SikotarT is shown performing divination by means of a grinding-stone (she holds a basket of
corn to grind). Phatmal is offering her a pot of camel-milk. (JCM)

Where is this jogi’s house and home?

What kind of master-jogi has come here practising austerities?’

At this point Mother Sikotar1 considered, and said,

‘Listen, O camel-riders of Lanka! Listen to what I have to say!

I speak the events of six months past, I speak the events of six months in the future.

Listen, O camel-riders of Lanka! This jogi has no house and home;

he is a master-jogi, wandering in all directions, bathing at holy places.

Listen, O camel-riders of Lanka! The jogi is a courtier of Lord Pabiiji;

Harmal Devast has taken on the dress of a jogi and come into the she-camels’ couching-place.
Harmal Devasi is his name;

he has come to spy out the reddish-brown she-camels of Lanka!

Listen, O camel-riders! If (Harmal) Devasi gets back to Kol alive,

then in the third month he will make the milk of your she-camels disappear.

Have a nine-yard (hole) dug in the ground;

drop Harmal into it;

over him shift a wellhead-stone.

If he gets back to Pabiijt alive then he will make your milk disappear.’

(Phatmal) RebarT came back from there; he came back and said to his (fellow-)Rebaris, ‘Hey, Rebarts,
this is not a holy man, nor a saint!

Brothers, he seems to me to be a fraud;

seize him and press him down into the ground!’

So all the Devasts came together and seized Harmal Devast’s hands. They seized his hands and dug in
the ground, and buried him in the ground; over him they shifted a great wellhead-stone. Now when they
had shifted the wellhead-stone over him the Devasis were happy in their minds.

Harmal Devast offered incense of sandal;

in his heart he invoked Laksmana, the ascetic deity of the sand-desert.

Harmal Devast offered incense of sandal;

in his heart he invoked Laksmana, the ascetic deity of the sand-desert.

(Harmal said,) ‘O Pabiji, they have thrust me under the ground!

When shall I see the desert land of Marwar?’

In his heart Harmal Devasi invoked the name of Guru Gorakhnath;

in his heart he invoked Pabiiji’s Kesar Kalami.

When he spoke Pabiiji’s name the wellhead-stone shifted back from over him;

The Devasi seized his arm'®® and came forth.

193 The point of this phrase escapes me.
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O Harmal Devasi, pale dawn came in the land;

at the break of day (Harmal) went and spread out his ascetic’s fire in the couching-place.
He spread out his ascetic’s fire and sat in the ascetic’s posture;
Harmal Devasi observed the she-camels’ little camel-calves.

The camel-riders of Lanka gazed forth and saw:

a holy man was performing austerities in the she-camels’ couching-place.
The camel-riders of Lanka reflected in their minds:

‘We thrust him under the ground!

Either the master-jogt is a most excellent incarnation of the Lord,
or else he is Guru Gorakhnath!

At SikotarT’s bidding we have done an ill deed;

we seized a holy man and buried him in the ground!’

(The camel-riders addressed Harmal:) ‘O guru, forgive us!

O lord, at Sikotar1’s bidding we buried you in the ground.’
Harmal Devasi remained in Lanka for five months;

in the sixth month his heart longed for the desert land of Marwar.
Harmal Devasi remained in Lanka for five months;

in the sixth month his heart longed for the desert land of Marwar.
Harmal Devast took his bag and water-pot in his hand;

now he set out and went on the straight road to Kold.

(Harmal said,) ‘O camel-riders of Lanka, pay me your respects!

I shall not return to the dangerous land of Lanka.’

Harmal Devast went and stood at the shore of the sea;

at once he drew out his sandals.

He put his sandals on his feet;

but, O lord, the water did not touch the toes of Harmal’s feet.

The Devasi crossed the sea and reached the far shore;

he turned back and called out to the camel-riders of Lanka.

‘O camel-riders of Lanka, listen to what I have to say!

O camel-riders of Lanka, stay alert in your minds!

In the third month Pabtji will drive off the she-camels of Lanka!’
Harmal Devasi crossed the sea and reached the near shore;

his heart longed for the desert land of Marwar. [Scene 45]

Scene 45: Harmal travels back towards Kol
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Harmal Devasi, you became alert in your mind, (thinking,)

‘Now I shall go to the desert land of Marwar!’

Harmal Devast set out as starry midnight passed;

the Devasit shone on the road all alone.

It was past cold midnight, shining with stars;

the Devast shone on the road as the night passed.

Once or twice he halted overnight on the road;

O lord, on the fifth or fifteenth (day) he removed the stirrups from his feet at Kolu.
O Devasi, it was past midnight, shining (with stars);

in the middle of the night (Harmal) went and called out to his mother. [Scene 38]
‘Mother Bhimani, open my double door!

Your son who went to Lanka has returned.’

My mother, you opened your eyes from slumber;

straightway (Harmal’s) mother called out.

‘O wife of Harmal, make swift speed!

Light lamps within the palace;

the man who went to Lanka has returned.’

The mother who bore (Harmal) filled a tray with diamonds and fine pearls;
she performed the welcome-ceremony of her eldest son Harmal with pearls.
(Harmal said,) ‘O my mother, the (Sun-)god with his rising rays has performed my welcome-ceremony;
perform the welcome-ceremony for Guru Gorakhnath!’

Queen Kalarde lit a lamp in the palace;

in the light of the lamp Harmal sat in the ascetic’s posture.

Harmal Devast was seated in his palace (lofty as) a hovering cloud;

as she sat there his mother raised the matter of Lanka. [Scene 40]

‘Harmal my son, tell me what is on your mind!

Tell me the good news and the bad;

was your stay in Lanka pleasant or painful?’

(Harmal replied,) ‘O my mother, in Lanka I ate dried dates and coconut-kernel; my stay in Lanka was
pleasant;'**

O my mother, you tell me what is on your mind!

How did you pass the days after seeing me (go)?’

(Bhimani answered,) ‘O my son, I counted five!® leaves of a peepul tree;

O Harmal, as leaves fall, so I waited for you.’

Pabiijt was sleeping in his palace (lofty as) a hovering cloud;

today Pabiji saw with his eyes a lamp in Harmal’s palace.!®® [Scene 4]
Cado the chieftain tied on his genuine sloping Rathor turban;

on his feet Cado fastened his velvet shoes.

Cado the chieftain set off walking like geese or peacocks;

he swayed as he stepped, like a frightened wild peacock.

Cado the chieftain went and stood at Harmal’s house and home;

he went and called out to Harmal. [Scene 38]

‘Harmal Devasi, make swift speed;

Pabiiji summons you into his palace!’

Cado the chieftain did not ask the good news or the bad;

he straightway began to say, ‘Pabiiji summons you into his palace!’

O camel-rider (Harmal), anger arose in your mind;

Harmal Devasi took his bag and water-pot in his hand;"’

he set out and went to Lord Pabiiji’s Sun-gate.

The Devast went and stood at Pabiiji’s gateway;

194 This line is a little garbled.

195" An inappropriate choice of adjective, since the point of the phrase is to indicate that Harmal’s absence was very long.
kadca ‘unripe’ would have been better.

196 Parbi here omitted the couplet, ‘(Pabijt said,) “Cado my chieftain, make swift speed; quickly summon Harmal Devasi
into my palace!”’

197 T.e. he continued to maintain his jogi guise.
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he made entreaty to Laksmana, the ascetic deity of the sand-desert. [Scene 4]

Harmal Devast went and stood at Lord Pabaji’s fort;

the Devasi stood there disconsolate in mind.

The Devasi stood at Lord Pabiji’s court;

the Devast stood there disconsolate in mind.

O Devasi, Pabiijt asked you what sweet matter was on your mind:

‘Harmal Devasi, tell me what is on your mind!

By what kinds of features may we (know how to) drive off the plundered (she-camels of) Lanka?’
Anger arose in Harmal Devas1’s mind;

at once he made entreaty to Pabuji.

(Harmal said,) ‘O Pabaji, I went to my mother’s family home;

I did not go to the dangerous land of Lanka!’'*

(Pabijt said,) ‘Harmal Devasi, tell me what is on your mind!

By what kinds of features may we (know how to) urge on the plundered she-camels?’
O lord, Harmal Devasi put his hand into his bag and water-pot;'®®

he cast down garlands (of camel-dung) in Lord Pabiiji’s glorious assembly. [Scene 46]

Scene 46: Harmal presents his evidence at Pabaji’s court

(Harmal said,) ‘Lord Pabijt, take up this garland!’

O lord, he put down the blanket of camel-hair.

(Pabijt said,) ‘Harmal Devasi, there was joy in my mind,

(thinking that) you have come after spying out the reddish-brown she-camels of Lanka!
Cado my chieftain, make swift speed!

Take off Harmal Devast’s ochre;

dress him in garments given by Pabjt!

Harmal Devasi, tell me what is on your mind!

By what kinds of features may we recognise the she-camels when we see them?’
(Harmal replied,) ‘O Pabiiji, the little camel-calves drink the water of the black pit;
O lord, they make their couching-place in the shelter of the brown hills.

198 Harmal says this because he is annoyed that nobody ‘asks him the good news or the bad’ about his travels. A section
of song intervened at this point in the performance, and when Parbl resumed his arthav he did not pursue the motif of
Harmal’s false claim.

199 presumably he put his hand into his bag: the addition of the water-pot here is a typical instance of an inappropriately used
formula.
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O lord, as they travel forth they eat the clustered coconut-trees;

O lord, as they come back again they strip the cardamom-pods.’

Then he began to say to Pabiji, ‘O great lord, here is dung of the she-camels, here is a blanket of camel-
hair: take them up!” Now as he sat there Jam?>* considered, and spoke out — ‘O great lord Pabij, this
Harmal did not go to your Lanka, nor did he go to a foreign Lanka! He went to his mother’s family
home; he went to his mother’s family home, stayed there and came back!” Then as Dhébo sat there he
grew angry. [Scene 4]

(Dhébo said,) © O Jam, as you lie there, as you sit there you tell lies about Harmal!’

O opium-drinker Dhébo, anger arose in your mind;

Dhébo the opium-drinker drew his most excellent sword;

he went and took the reclining®! Jam’s lock of hair in his hand.

Dhébo the opium-drinker fixed a post (in the ground) for Jam;

he threw Jam down and thrust a nose-string of miij-grass (through his nose).

He thrust a nose-string (through Jam’s nose) and dropped him into (a hole in) the ground;

over him Dhébo shifted a wellhead-stone.

(Pabiji said,) ‘Cado my chieftain, you are a true courtier of Pabiijt;

give Harmal Devasi a robe of honour;

dress Harmal in garments as the customary gift of Pabji!’

Harmal Devast took off his ochre dress;

he dressed in the garments of Laksmana, the ascetic deity of the sand-desert.

(Pabuji said,) ‘Cado my chieftain, we are seated in our court at Kola;

make swift speed;

quickly adorn Kesar Kalami!

Cado my chieftain, make swift speed;

quickly adorn Kesar Kalam1 for me to ride!

Cado my chieftain, I feel joy in my mind;

we shall go and plunder the reddish-brown she-camels of Lanka!

Cado my chieftain, make swift speed;

quickly adorn Kesar Kalami!

Cado my chieftain, have diamonds and fine pearls threaded in her mane;

have diamonds and fine pearls fastened to her hindquarters!

Attach the mare Kesar’s chain-linked red bridle;

on her four hooves (fasten) beautiful jingling anklets!

Have diamonds and fine pearls threaded in her mane;

have diamonds and fine pearls fastened to her hindquarters!’

(Then Pabijt spoke to the ironsmith:) ‘O ironsmith of Kolid, make swift speed;

set up your forge in the middle of Kolu’s market-square!

O lord, engrave Pabiiji’s spear with (decorations as fine as) millet-grains;
prepare his chieftains’ spears of steel!” [Scene 47]

(Cido) adorned Kesar and brought her out of the seven underground rooms;
she shone like a flash of lightning in a dark cloud. [Scene 9]

Pabijt arose with a toss of his saffron robe;

Pabiiji commanded the mare Kesar Kalami to be brought into his presence.
Harmal Devast took hold of the mare Kesar’s red bridle;

Cado held the stirrup for Pabiji’s foot.

Pabiiji mounted the mare Kesar;

as he mounted, his brave leading warriors conversed with him.

In Kolu the war-drums were beating rhythmically;

to the beat of drums Pabiji’s army came forth.

The armies of chieftains and men travelled along in throngs;

Kesar Kalami stepped with a strut.

It was past midnight, shining with stars;

202

200 See 1. 23 and n. 10.
201 Literally ‘sleeping’ (siitd).

202 Eyidently Pabiiji kept his mare in the innermost of seven underground rooms, as Deval had done before him: see 1. 284
and n. 45.
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Scene 47: The ironsmith and his wife prepare Pabiiji’s weapons

Pabiiji shone on the road as the night passed.

(Pabiji said,) ‘Cado my chieftain, spur on your horse a little more gently;
PabiijT’s great turban is getting covered with dust.

Cado my chieftain, I feel joy in my mind,

we shall go and plunder the reddish-brown she-camels of Lanka!’
It was past midnight, shining with stars;

they set straight out and went straight to Lanka.

Pabiji set out as starry midnight passed;

he set out and went straight to Lanka.

It was past midnight, shining with stars;

Pabiiji shone on the road as the night passed.

Day broke, pale dawn came in the land;

at the third halt he went and removed the stirrups from his feet at the sea.
The flowing sea tossed up foam;

the water of the black pit seemed frightening.

Glittering, the sea tossed up foam;

the water of the flowing sea seemed frightening.

Pabiiji stood at the shore of the sea;

Pabiijt reflected in his mind:

‘How shall we cross the sea?’

(Pabiiji addressed Cado:) ‘Cado my chieftain, reflect on the sea;
how shall we cross the sea and reach the far shore of Lanka?

Lord Cado my chieftain, I shall turn the mare Kesar into a coot;?%
I shall turn my chieftains into crocodiles and fishes of the sea!’

(Dhé&bo answered,) ‘O Pabiji, if we turn them into fishes the courtiers of Pabiiji would be shamed;

ill-repute would attach to Laksmana, the ascetic deity of the sand-desert.

O Pabiji, if you will give the command I shall swallow up the sea!’

— Dhébo considered, and what did he say?

‘O Pabiji, if you will give the command I shall swallow up the sea;

(or) I shall take the water in my cupped hand and throw it into the desert land of Marwar!’
Then Pabiiji considered, and what did he say?

‘O opium-drinker Dh&bo, do not swallow up the seven seas;

265

203 papf ri...ada. The word dda and its cognates (e.g. Sanskrit adi-, Hindi ar) are glossed in most dictionaries either very
vaguely as ‘an aquatic bird’ etc., or wrongly as Turdus ginginianus. 1 am grateful to R. S. McGregor for providing the
correct translation ‘coot (Fulica atra atra Linnaeus)’: see Salim Ali and S. Dillon Ripley, Handbook of the birds of
India and Pakistan, together with those of Bangladesh, Nepal, Bhutan and Sri Lanka, 2nd ed. (revised), Delhi: Oxford

University Press, 1981—, vol. 2, pp. 180-83, especially the local names listed.
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the little fishes of the water would suffer death throes!

Cado my chieftain, we shall race our five horses;

we shall cry our war-cries and race our horses in the sea!’

Pabiiji mounted the mare Kesar;

(he and his companions) cried their war-cries and raced their horses in the sea.
O lord, (Pabuji and his companions) mounted their five horses;

they cried their war-cries and raced their horses in the water.

O lord, they crossed the sea and reached the far shore;

the water did not touch the stirrup of Pabiiji’s foot.

Pabiijt crossed the sea and reached the far shore;

camel-calves were lowing; Pabiji heard them with his ears.

Pabiijt crossed the sea and reached the far shore;

camel-calves were lowing; Pabuji heard them with his ears.

Pabiiji went into the she-camels’ couching-place;

he walked round and observed their little baby camels.

(Pabujt said,) ‘Harmal Devasi, which camel-rider spoke insults of your mother Bhimant to you?
Which camel-rider struck at you with his bamboo staff?

Which camel-rider buried you in the ground?

Which camel-rider shifted a wellhead-stone over you?’

(Harmal replied,) ‘O Pabiji, Dudmal the camel-rider spoke insults of my mother Bhimani to me;
Phatmal the camel-rider struck at me with his bamboo staff!

Dudmal the camel-rider buried me in the ground;

Phatmal the camel-rider shifted a wellhead-stone over me!’

Dhébo the opium-drinker seized the camel-rider’s left ear;

he struck off the camel-rider’s ear and left him earless.?**

(Pabiji said,) ‘Cado my chieftain, drive the she-camels in front of our horses;
we shall plunder the reddish-brown she-camels of Lanka!

Cado my chieftain, drive the newly calved she-camels back into Lanka;
(otherwise) the she-camels’ little calves will suffer death throes!’

(Cado answered,) ‘O Pabiiji, you have formed a foolish idea in your mind;

I shall not leave (so much as) a red hair of a she-camel in Lanka!’

(Pabujt said,) ‘O camel-riders of Lanka, go to your Ravana’s court;

go and call out to King Ravana!

O camel-riders, tell your Ravana about me:

“A mighty king has driven off plunder within your borders!”’

The camel-riders of Lanka set out as starry midnight passed;

running and falling, they went straight to Lanka.?%

They went and called out to Ravana in Lanka.

‘King Ravana, there is slumber in your eyes;

(but) a mighty (king) has driven off plunder within your borders!’

(Ravana answered,) ‘O camel-riders of Lanka, tell me what is on your mind!
Which king has driven off plunder within my (land of) Lanka?

O camel-riders of Lanka, tell me the plunderer’s features!

By what features may I recognise the plunderer when I see him?’

(The camel-riders replied,) ‘King Ravana, he appeared to us mounted on a black mare;
his brave leading warriors appeared in green turbans;

but all five were riders of Laksmana, the ascetic deity of the sand-desert.’
(Ravana said,) ‘O camel-riders of Lanka, I recognise the features of this plunder;
the she-camels driven off in this plunder will not come back to us today, nor tomorrow.’
(Meanwhile, Pabuji said to Dhébo,) ‘O opium-drinker Dhébo, drive the she-camels back;?%
set the she-camels of the mighty in front of our horses;

O opium-drinker Dhébo, drive the she-camels of the weak back into Lanka;

204 In Parba’s Hindi ‘explanation’, Dh&bo’s actions are somewhat better accommodated to the fact that Harmal has named
two enemies: he cuts off one camel-rider’s ears and puts a nose-string through the other camel-rider’s nose.

205 Here evidently used as the name of Ravana’s capital, rather than of his entire land.

206 This line is rather garbled: Parbii corrects it with the lines following.
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set the she-camels of the mighty in front of our horses!’

(Dhébo answered,) ‘O Pabiiji, you have formed a foolish idea in your mind;

I shall not leave (so much as) a red hair of a she-camel in Lanka!’

(Pabiji said,) ‘Cado my chieftain,?’ you have formed a foolish idea in your mind;
(we shall leave) painful memories of the reddish-brown she-camels of Lanka!’
Pabiijt drove off the she-camels and arrived at the far shore of the sea; [Scene 48]
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Scene 48: Pabijl and his companions round up the she-camels

Pabiijt reflected in his mind;

(Pabijt said,) ‘Cado my chieftain, form a causeway from masses of arrows;
we shall take the reddish she-camels of Lanka across by a causeway!’
Pabiijt formed a causeway from masses of arrows;

he took the reddish she-camels of Lanka across by the causeway.

Pabiiji crossed the sea and arrived at the near shore;

he had plundered the reddish-brown she-camels of Lanka.

In Lanka the war-drums and kettledrums were beating rhythmically;

to the beat of drums Ravana’s army came forth.

(Pabiji said,) ‘Cado my chieftain, in Lanka the kettledrums and war-drums are beating;
the pursuers of the she-camels are setting off in pursuit of us.

Dhébo and Cado, take shelter in the brown hills;

we shall not fight against King Ravana in the open.

King Ravana has created an empire;

we shall not fight against Ravana in the open.’

Dhébo considered, and spoke out:

‘O Pabji, you have formed a foolish idea in your mind;

the courtiers of Pabiji would be shamed by taking shelter;

ill-repute would attach to Laksmana, the ascetic deity of the sand-desert.
O Pabiji, Pabijr’s warrior Dhébo would be shamed by taking shelter.

O Pabdji, stay alert in your mind!

We shall win the battle against King Ravana in the open.

O Pabijji, you have made your name immortal in the land;

207 Parbi here appears to change his mind as to who Pabij is arguing with.
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entrust today’s battle against Ravana to Dhébo.2®

O Pabiiji, keep the shade of your (royal) parasol over Dhébo the opium-drinker;
Dhébo will win the battle against Ravana in the open!’

Dhébo made his chest into a shield of rhinoceros(-hide);

he made his moustaches into great fortifications.

At the sea Dhébo the opium-drinker bent his knee;

he began the fight against Ravana in the open. [Scene 49]

Scene 49: The battle between Pabiji and Ravana

Pabiiji and his companions Cado, Dh&bo and Salji Solanki(?), all mounted on horses, fight
against Ravana and his demon army from across the sea. Also fighting on PabiijT’s side are
a number of foot-soldiers. Ravana is shown, as is usual, with twenty arms and ten human
heads; at the top he also has an ass’s head, which he is said to have received to humble his
excessive pride. He rides a crocodile, which is his ‘vehicle’. To his left appears his wife
Mandodari, honouring him with an arati-lamp; above, in a pavilion amongst his cannon-
studded battlements, is his mother SikotarT, often depicted with a pig’s head (JCM).

O opium-drinker Dh&bo, arrows from your quiver shot forth from your fingers,
as if (the monsoon months) Savan and Bhadavo were pouring down.

O opium-drinker Dhébo, in the battle you bent your knee;

O Dhébo, she-vultures were circling over you.

(Dhébo said,) ‘O she-vultures, wait a little while;

today I shall satiate you with the fresh vital organs of Ravana’s army!’

O opium-drinker Dh&bo, arrows shot forth from your fingers;

Dhébo laid men low like the young leaves of a peepul tree.

O opium-drinker Dhébo, you slew Ravana’s excellent army;

in that army (Dhé&bo) left only Ravana alive.

Pabiijt mounted the mare Kesar;

PabiijT ascended into the sky with the mare.

Kesar put her two (front) hooves against the battlements of the fortress (of Lanka);
(Pabij1) hurled his spear through Ravana’s head.

The herds of she-camels travelled along in throngs;

their little baby camels sported as they went.

The armies of chieftains and men travelled along in throngs;

208 1 e. “You have established your reputation as a warrior; now give me an opportunity to establish mine.
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Pabiijr’s Kesar Kalami sported as she went.

It was past midnight, shining with stars;

Pabiiji shone on the road as the night passed.

Day broke, pale dawn came in the land;
1980 Pabiji drove his plunder within the borders of the Sodhos.>*

(Pabiji said,) ‘Cado my chieftain, tell me what is on your mind,;

which king’s excellent territory is this that we have reached?

Which king’s fortress-battlements are these that can be seen?’

(Cado replied,) ‘O Pabiji, this is the excellent territory of Strajmal Sodho that we have reached;
1985 these are the fortress-battlements of Prithimal Sodho that can be seen!”?!

O lord, Pabuji made his name immortal in the land;

O lord, Lord Pabiji drove his plunder along at the foot of the fortress. [Scene 50]

Scene 50: Pabijl and his companions drive the she-camels on

The figure on camel-back is Harmal Devasi.

The girl Phulvanti®!! was seated in her lattice window;
as she sat there she threaded little necklaces for her throat. [Scene 51]
1990 O lord, at the hoofbeats of the mare (Kesar) earth and heaven trembled;
the threaded and unthreaded pearls shook in the tray.
Phulvanti examined the pearls;
(Phulvantt said,) ‘Listen, my maidservants! Either total famine will strike in the land,
or a king will arise to rule the earth!
1995 My friends, examine these pearls;
the pearls shook as they lay in the tray!’
(Phulvantt’s maidservants answered,) ‘Lady, may total famine not strike in the land;
rather may a king arise to rule the earth!’
(Phulvantt said,) ‘O maidservant, climb up and look through the lattice window!
2000  What kind of king has driven his plunder within our borders?’
The maidservant climbed up and looked from the roof-pavilion;
O lord, (the maidservant said,) ‘My lady, he appears to me mounted on a black mare;

209 A Rajpiit clan, rulers of Umarkot in Sindh.
210 According to Parbii Siirajmal and Prithimal are brothers, of whom Prithimal is the elder, ruler of Umarkot.

211 Phulvanti (Sodhi) is the princess of the Sodhos: according to Parbi she is the daughter of Prithimal Sodho.
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IB)

Scene 51: Phulvanti in the palace of Umarkot

Phulvanti, surrounded by female companions, sits on a swing in the women’s quarters of the
palace of Umarkot. She holds the parrot which Pabijt will later give her (11. 3004-6).

his brave leading warriors appear in green turbans.
Lord Pabiijt’s brilliance is like that of the sun;

Pabiji appears to me spotless like the moon!’

The girl Phulvanti climbed up to the palace of lattice windows;?'?
with both eyes she observed Laksmana, the ascetic deity of the sand-desert.

Pabiiji came near to the garden;

he called out at once to Cado.

‘Cado my chieftain, let us stay a little while in this barren garden;

before we leave let us take opium in the barren garden of the Sodhos!’

(Cado answered,) ‘O Pabiiji, the green garden of the Sodhos has lain barren for twelve years;
heat will afflict Kesar Kalami in the barren garden!’

(Pabiji said,) ‘Cado my chieftain, through Pabuji’s magic power the excellent garden of the Sodhos will
become green;

through the magic power of my chieftains frogs and peacocks will cry in the garden!’

O lord, Pabijt went into the garden;

through Pabiiji’s magic power the excellent garden of the Sodhos became green;

through the magic power of his chieftains frogs and peacocks cried in the garden. [Scene 52]
(Pabij said,) ‘Cado my chieftain, spread out our rugs on the green grass;

before we leave let us take opium in the excellent garden of the Sodhos!

Cado my chieftain, make swift speed;

2o to the assembly of the Sodhos of Umarkot and quickly summon them!?"

Cado my chieftain, make swift speed;

quickly summon the Sodhos to our glorious assembly!’

Cado the chieftain tied on his genuine sloping Rathor turban;

on his feet Cado fastened his velvet shoes.

Cado the chieftain set off walking like geese or peacocks;

he swayed as he stepped, like a frightened wild peacock.

The glorious company of the Sodhos were seated proudly;

in the crowded assembly-room Cado went and paid his respects. [Scene 53]

O chieftain Cado, the Sodhos asked you what was on your mind:

‘O chieftain, where is your house and home?

of which king have you come here as messenger?’

(Cado answered,) ‘O Sodhos of Umarkot, Kolii in the barren sand-desert is known as my village;
Lord Pabijt has commanded, and his servant has performed the task.’

(The Sodhos said,) ‘O chieftain Cado, tell us what is on your mind!

212 Te. the roof-pavilion.

213 The line is somewhat garbled.
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Scene 52: The garden of Umarkot becomes fertile once more

A gardener is shown drawing water from a well. This scene lies to the immediate right of
Scene 50 above, and the two together can be taken as showing the watering of the she-camels.

Scene 53: The Sodho court at Umarkot

On the left sits the Sodho ruler Prithimal, attended by a servant with a fan. Facing him are
four male figures, of whom the one at the bottom left is indicated by his scroll as the court
genealogist (his horoscope will later determine the auspicious date for Phulvantt’s wedding
to Pabiij1, though the epic narrative does not mention him at that point). Of the other three
men, one must logically be Prithtmal’s brother Siirajmal; the other two are simply ‘courtier’
figures, one of them in the present context representing Cado.

On what great business have you come to our glorious assembly?’
(Cado replied,) ‘O Sodhos, the spotless Sun(-god) with his rising rays disposes of (serious) business;
Pabiiji summons you to his glorious assembly!’
2040 The Sodhos of Umarkot tied on their sloping Umarkoti turbans;
on their feet the Sodhos fastened their velvet shoes.
The Sodhos of Umarkot set off walking like geese or peacocks;
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they stepped slowly like frightened wild peacocks.
Lord Pabiijt’s courtiers were seated proudly;
2045 in the crowded assembly-room the Sodhos went and paid their respects to Pabiji.
The Sodhos of Umarkot sat on the hero’s rug which had been spread out;
the Sodhos of Umarkot drank liquor from a single cup (with Pabiiji and his men). [Scene 54]

Scene 54: Pabijl entertains the Sodhos in the garden

(Meanwhile, Phulvanti said to her friends, [Scene 51]) ‘O daughters of the Sodhos, make swift speed;
today we shall go into the excellent green garden!
2050 O tijanis of the Sodhos, adorn yourselves sixteen-fold and thirty-two-fold;
we shall go to swing on swings in the garden!’
The lady Phulvantt wore her fine dress of best Deccany cloth;
on her feet Sodhi fastened her velvet shoes.
The Sodhi princess adorned herself sixteen-fold and thirty-two-fold;
2055 she went and called out to the carriage-driver.
‘Brother carriage-driver, make swift speed;
fit out the carriage with jingling instruments!’
The tijanr sisters sat in the carriage;
close in front of them on the pole sat the old carriage-driver.
2060 The friends and sisters sang festive songs;
Sodhi spoke the praises of Laksmana, the ascetic deity of the sand-desert.?**
Singing and playing (instruments) the tfjanis came near to the garden;
they arrived and called out to the gardener. [Scene 55]
‘O gardener of the Sodhos, open the gate to your garden;
2065 the tijanis of the house of the Sodhos are standing outside!’
(The gardener replied,) ‘O fijani sisters, today is no time to open the gate to the garden;
Laksmana, the ascetic deity of the sand-desert, has halted in the garden.’
(Phulvantt said,) ‘Listen, O gardener! Open the gate to the garden today;
with both eyes I shall observe Laksmana, the ascetic deity of the sand-desert.
2070 O gardener, as I go in I shall give you an amulet on a necklace of nine strings for your throat;
as I come out I shall give you a gold ring for your little finger.’
The gardener fell into greed for wealth;
he opened all seven gates to the garden.
The tijant sisters spread out in the garden;
2075 they fastened a swing to the swaying branch of a campo-tree. [Scene 56]

214 Another rather garbled line.
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Scene 56: Phulvantt with her companions swings in the garden

The other fijanis observed the herds of she-camels and the little camel-calves;
O lord, Sodhit observed Laksmana, the ascetic deity of the sand-desert.
The other tijanis observed Pabiiji’s courtiers;
the Sodhi princess observed Laksmana, the ascetic deity of the sand-desert.
2080 The other fijanis fashioned necklaces of nine strings for their throats;
Sodhi fashioned a chaplet for Pabiiji’s head.
O lord, (Phulvantt addressed the gardener’s wife): ‘O gardener’s wife of the Sodhos, take this chaplet in
your hand;
present it to Laksmana, the ascetic deity of the sand-desert!’
The gardener’s wife took the chaplet in her hand;
2085 she went to Pabiji’s glorious assembly.
The gardener’s wife went and stood at the edge of Lord Pabiiji’s rug;
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O lord, she made entreaty to Laksmana, the ascetic deity of the sand-desert.

Then Pabiji considered, and spoke out:

‘Cado my chieftain, drive back this gardener’s wife!

she will bring ill-repute to Laksmana, the ascetic deity of the sand-desert.

I took incarnation in a plot of saffron, in a lotus-flower;

I am called an incarnation of Laksmana the ascetic;

I cannot look at the face of a woman as she comes towards me, nor at the back of a woman as she goes
away from me;

the gardener’s wife will bring ill-repute to Laksmana, the ascetic deity of the sand-desert!’
Then the gardener’s wife put her hand in her basket;

she presented the chaplet to Laksmana, the ascetic deity of the sand-desert.

When he saw the chaplet Pabiijt reflected in his mind:

‘O gardener’s wife of the Sodhos, tell me what is on your mind!

Who fashioned the garland of flowers for the mare Kesar’s throat?*'?

What man fashioned the chaplet for my head?’

(The gardener’s wife replied,) ‘Lord Pabiji, my gardener fashioned the garland of flowers for the mare
Kesar;

with my (own) hands I fashioned the chaplet for Pabiiji’s head!’

(Pabiijt answered,) ‘O gardener’s wife, do not speak such falsehood with your mouth!
This chaplet is the work of a clever and skilful hand.’

(Pabijt addressed Harmal:) ‘Harmal Devasi, make swift speed;

travel on the ancient road to the fortress of Sambhar!’

O lord, Harmal Devasi mounted his bull-camel;

he set out and went straight to Sambhar.

It was past midnight, shining with stars;

the Devasit shone on the road as the night passed.

Once or twice Harmal DevasT halted overnight on the road;

at the third halt he removed the stirrups from his feet in Sambhar.

The lady Kelam’s company were seated proudly;

in the crowded assembly-room Harmal Devasi bowed and paid his respects. [Scene 34]

O Devasi, the lady Kelam asked you what you had to say:

‘Harmal Devasi, tell me what is on your mind!

On what great business have you come to my glorious assembly?’

(Harmal replied,) ‘Lady Kelam, the spotless Sun(-god) with his rising rays disposes of (serious) busi-
ness;

I have come to your glorious assembly on a (minor) domestic matter.

Lady Kelam, stay alert in your mind!

Your father’s brother has plundered the reddish-brown she-camels to bring you.’

215 parbi evidently forgot to mention this earlier on.
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(Meanwhile, Pabiji said to Cado,) ‘Cado my chieftain, make swift speed;
we shall go on the ancient road to Sambhar.
The lady Kelam’s sisters-in-law are speaking words to her;
2125 I shall put an end to the mockery (she endures) about reddish-brown she-camels from Lanka.
Cado my chieftain, fasten the saddle on the mare Kesar;
quickly adorn Kesar Kalami!
Cado my chieftain, do the Sodhos honour!
We shall not return to the Sodhos’ great fort of Umarkot.’
2130 Pabiiji mounted the mare Kesar;
as he mounted, his brave leading warriors conversed with him.
O lord, the armies of chieftains and men travelled along in throngs;
Kesar Kalami sported as she went.
The herds of she-camels travelled along in throngs;
2135 their little baby camels sported as they went.
O Pabdji, it was past midnight, shining with stars;
Pabiiji shone on the road as midnight passed.
Once or twice he halted overnight on the road;
at the break of day PabujT called out to his chieftain Cado.
2140 ‘Cado my chieftain, which king’s excellent territory have we left behind?
Within which king’s borders have we driven our plunder?’
(Cado answered,) ‘O Pabiji, we have left behind the borders of Sarajmal Sodho;
we have driven our plunder within the borders of Devnarayan!’2!®
Pabiiji made his name immortal in the land;
2145 Devnarayan (and his companions) mounted their five horses;
he came and called out to Pabdji.
‘O Pabuji, you have made your name immortal in the land;
you have brought she-camels into the desert land of Marwar!
O lord, there is a great toll on this territory of mine;
2150 O Pabijji, pay a toll in the name of the she-camels!
O Pabiji, either give me half the she-camels,
or pay tribute for (entering) my land before you travel further!’
(Pabiiji replied,) ‘Devji,?”” I am (simply) taking these she-camels via your land; I have left behind so
many (other) kingdoms before arriving with the she-camels in your kingdom, but so far I have given no
tribute to any king. So for what reason should I give you she-camels? These she-camels are promised
to the lady Kelam: that is why I shall not give you the she-camels today, nor give them tomorrow.” Now
it was the end of the day, and Devj1 himself considered and said, ‘O Pabiji, the day has ended; if you
are outside my borders by the break of day I shall not demand tribute from you, but if you remain within
my borders by (the break of) day you will have to pay me tribute!” Pabiiji accepted this stipulation, then
set up his camp and settled down (for the night).?'
Cado the chieftain was sleeping peacefully;
2155 Cado was sleeping as the cold night passed.
O chieftain Cado, dawn came in the land;
at the break of day (Cado) called out to Lord Pabuji.
‘O Pabdji, there is sweet slumber in your eyes;
(but) Devnarayan has made use of his magic power.
2160 Lord Pabiji, arise, gaze forth and see;
Devnarayan has dragged mountains in front of us!’
Pabiji arose, banishing sleep from his eyes;

216 1 ike PabiijT himself, Devnarayan is a Rajasthani folk-deity honoured by the performance of an epic in front of a par.
217 A standard name for Devnarayan.

218 Literally ‘sat down’ (baitha giyo).



2165

2170

2175

2180

2185

2190

2195

2200

2205

2210

276 The epic of Pabijr

(Pabiiji said,) ‘Cado my chieftain, fasten the saddle on the mare Kesar;

cry our war-cries and drive the herds of she-camels along!

O Cado, take the other chieftains with us;

leave behind sleeping only Pabiiji’s warrior Dhébo.’

Pabiiji set out as starry midnight passed;

he set out and went towards the desert land of Marwar.

O Pabiiji, you travelled along for fifty kos;

O Pabiiji, you found no opportunity to cross the mountains.

O Pabiiji, anger arose in your mind;

Pabiiji stood in the shelter of the hill;

Pabiji struck at the hill with his whip;

as he struck with his whip the hill granted Pabdji a path.

There is a village called Lili-Lamana;

O lord, (there) Pabiji opened up a pass in Pabiiji’s name.

Pabiiji crossed the pass and reached the desert land of Marwar;

he set out and went straight to Sambhar.

(Meanwhile,) O opium-drinker Dhébo, pale dawn came in the land;

at the break of day (Devnarayan’s chieftain) Mogar came and called out (to Dh&bo).

‘O opium-drinker Dhébo, you are called a chieftain of Pabijt and a great hero;

give me news of Pabiijt;

pay tribute in the name of the she-camels!’

Then Dhébo considered, and spoke out:

‘O Mogar, you have formed a foolish idea in your mind;

Pabiji has arrived in the desert land of Marwar.

I do not have any tribute, nor any she-camels. If you want to take opium, tobacco or datura, come and
join me; beyond that I do not have a pice or a half-anna at the break of day today, nor tomorrow.’
(Mogar answered,) ‘O Dhébo, you are called a courtier of Pabijt;

either pay tribute on the she-camels,

or take on a battle against Mogar!’

Then Mogar considered, and said, ‘O Dhébo, either give me the tribute before you go, or take on a battle
against me!’

O opium-drinker Dh&bo, anger arose in your mind;

at the break of day (Dh&bo) took on a battle against Devji’s chieftain.

Mogar shot arrows from his quiver;

O Dhébo, one arrow lodged in your left moustache.

One or two arrows Mogar aimed and shot;

at the third arrow Dhébo spoke out.

‘O Mogar, wait a little while;

now grant Dhébo a turn!’

O Dhébo, the anger in your mind could not be contained;

Dhébo fired off a single arrow;?"

at the first twang (of his bow) he killed Mogar.

Pabiiji heard the twang of the bow at fifty kos;

Pabiijt heard the twang of the bow with his ears.

(Pabjt said,) ‘Cado my chieftain, Dh&bo has done ill in the land,;

he has either killed Mogar or killed the great god Devnarayan!’

Now when Dhébo shot off his arrow, (Mogar’s) head ascended into the sky and let his body fall to the
earth. Circling round and round, the head came over Pabiiji on the road where he was travelling, and
began to circle (there). Then the great lord Pabiij1 looked up, (and said,) ‘Oho! This is the head of
Devnarayan’s chieftain. Hey, brother, who brought you to this state?” (The head replied,) ‘O great lord,
your chieftain Dhébo did it. I demanded tribute and a quarrel arose between us; he brought me to this
state.

O Pabiiji, you are called an incarnation of Laksmana the ascetic;

now settle me in my proper place somewhere!’

(Pabij1) considered, and said, ‘Go, brother. It is true that you were killed by my chieftain’s hand; for
this reason your head will go and fall in the house of a Motesar Mino, and they will worship you by

219 According to Parbii’s Hindi ‘explanation’, Dhébo broke off a millet-stalk and used it for an arrow.
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the name of Mogar. My mare Kesar will be worshipped in secret, and the Minos will offer you incense
by the name of Mogar; but the Bhil caste will become untouchable to you.”?? (Having said) so much,
Pabiji settled Mogar in his proper place and set off.

(Meanwhile,) Dhébo the opium-drinker mounted his horse Haranagar;

O lord, he set out and arrived in front of Pabuji.?*!

Dhébo the opium-drinker set out as starry midnight passed;

he set out and went towards the desert land of Marwar.

Pabiji had travelled along for fifty kos;

Dhébo called out to him from behind.

(Pabuji said,) ‘Cado my chieftain, reassure Dhébo;

enraged by fighting, (he is now back) in the army of my house.
(Pabujt addressed Dhébo:) ‘O opium-drinker Dhébo, you have done ill in the land;

at the break of day you killed Mogar!’

(Dhébo replied,) ‘Lord Pabtji, he came and demanded tribute on the she-camels from me;
at the break of day I paid Mogar the tribute!’

2222

220 ‘Bhil’ here means ‘Nayak Bhil’, the caste to which Dh&bo belonged (and to which bhopos of Pabiji also belong). ‘Un-
touchable to you’ apparently means ‘untouchable to Motesar Minos’.

221 A mistake, corrected in the next lines.

222 Dhébo is in such a warlike rage that Pabiiji fears he may start attacking his own comrades.
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Pabiijt (and his companions) mounted their five horses;

they set out and went straight to Sambhar.

O Pabiji, pale dawn came in the land;

at the break of day (Pabtji) went and called out to the lady Kelam. [Scene 57]

Scene 57: Pabijl arrives at Sambhar to give Kelam the she-camels

Pabiijt stood at the lady Kelam’s Sun-gate;

as he stood there Pabijt called out to Kelam.

‘O Rathor lady, take charge of your she-camels!

Your father’s brother has plundered the reddish-brown she-camels of Lanka to bring you.

Your sisters-in-law have spoken words to you;

they have made mock of the reddish she-camels of Lanka.’

The lady Kelam filled a tray with diamonds and fine pearls;

she came forth to perform Pabiiji’s welcome-ceremony with pearls.

(Pabijt said,) ‘Lady Kelam, the spotless Sun(-god) with his rising rays has performed my welcome-
ceremony;

perform the welcome-ceremony for Pabiiji’s mare Kesar Kalami!

Lady Kelam, now release me from my pledge!

I have put an end to the mockery (you have endured) about reddish-brown she-camels from Lanka!’
(Kelam replied,) ‘O Pabiiji, receive the blessing of your brother’s daughter!

May your name remain immortal in the land;

may your brave leading warriors remain immortal!’??3

(Kelam addressed her sister-in-law:) ‘O my sisters-in-law, carry your spinning-wheels and (cotton-
)baskets away from your place here;

here will sit the she-camels’ little calves!

O my sisters-in-law, you used to speak words to me about the she-camels;

223 In his Hindi ‘explanation’, though not in his gav or arthav, Parbi at this point has Kelam tell Pabiji that she will retain
only a single camel, and that Harmal and his caste are to take the rest.
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2245 my father’s brother has brought me the reddish-brown she-camels of Lanka!” [Scene 35]
Pabiijt (and his companions) raced their five horses;
they set out and came straight to Kola.
The armies of chieftains and men travelled along in throngs;
O Pabijji, Kesar Kalami sported as she went.
2250  Pabijt set out as starry midnight passed;
he came straight to Kold.
Once or twice he halted overnight on the road;
at the third halt he went and removed the stirrups from his feet in Kola.
(Pabujt said,) ‘O gatekeeper of Kolu, open the gates of my Kolu!
2255 Pabiijt has returned after going to Lanka.’
Pabiji spread out his hero’s rug;
close in front of him were seated his brave leading warriors. [Scene 4]
(Pabijt said,) ‘Cado my chieftain, have the other horses tethered in the stable;??*
have my Kesar Kalami tethered in my sight!’
2260  PabiijT was seated on a tasselled rug which he had spread out;
close in front of him were seated his brave leading warriors.

224 This is the same word (ghura...vela) which Parbii uses elsewhere (cf. 11. 542, 544, 844, 904) to mean ‘horse-carriage’. In
conversation he insisted that it had not only these senses, but also that of ‘horse-necklace’.
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The lady Phulvantt was lying?? in her palace of lattice windows;

Phulvanti lay there disconsolate in mind. [Scene 51]

O Phulvanti, your mother asked you:

‘Lady Phulvanti, why are you lying in your palace disconsolate in mind?

O lady, today your eyes appear to me wan;

O lady, your face is withered like an unripe lotus-flower.’

(Phulvantt replied,) ‘O my mother, you have travelled round from country to country;
(but) you have not found a husband for me to wed.

O my mother, stay alert in your mind!

I shall tell you of a husband for me to wed.

There is in the barren sand-desert a village (named) Kold;

in Koli lives Laksmana, the ascetic deity of the sand-desert!’

(Phulvantt’s mother said,) ‘Lady Phulvanti, tell me what is on your mind!
When did you see Laksmana, the ascetic deity of the sand-desert?

O lady, either you are an incarnation of the Goddess,

or Pabujt has secretly sent you a letter.’

(Phulvantt answered,) ‘O my mother, I am not an incarnation of the Goddess,
nor has Pabiijt secretly sent me a letter.

When he drove off King Ravana’s reddish-brown she-camels,

on arriving (here) he set up his camp in our excellent green garden.

I went into the excellent green garden;

with both eyes I observed Laksmana, the ascetic deity of the sand-desert!’
(Then Phulvanti’s mother spoke to her domestic priest:) ‘O brahmin, make swift speed;
O brahmin, take the garlands for a bridegroom on the ancient road to Kolu!
O brahmin, prepare provisions of flour and water;

O brahmin, you will get no water in the barren sand-desert.

Brother brahmin, make swift speed;

take the garlands for a bridegroom on the straight road to Kola!

Brother brahmin, prepare provisions of flour and water;

O brahmin, you will get no water in the barren sand-desert.’

The brahmin took eight fresh coconuts for the betrothal;

he set out and went straight to Kola.

The brahmin set out as starry midnight passed;

the brahmin shone on the road all alone.

Day broke, pale dawn came in the land;

at the break of day he went and removed the stirrups from his feet in Kolu.
Lord Pabiijt’s courtiers were seated proudly;

in the crowded assembly-room the brahmin bowed and paid his respects. [Scene 4]
O Pabdji, your gaze fell upon the brahmin;

Lord Pabiji called out at once to Cado.

‘Cado my chieftain, ask after the wellbeing of this man who has arrived here;
of which king has he come here as messenger?’

O brahmin, Cado asked you what you had to say:

‘O brahmin, where is your house and home?

of which king have you come here as messenger?’

(The brahmin answered,) ‘O chieftain Cado, Umarkot is known as my house and home;
the Sodhos have commanded, and their servant has performed the task.’
(Cado said,) ‘O brahmin, tell me what is on your mind!

On what great business have you come to our glorious assembly?’

225 Literally ‘sleeping’ (siit7).



The episode of Pabiiji’s wedding 281

Scene 58: The Sodhos’ brahmin asks a flower-seller the way to Pabiiji’s court

This short sequence does not occur in Parbii’s performance of the epic, but is known from
other performances.

(The brahmin replied,) ‘O chieftain Cado, the spotless Sun(-god) with his rising rays disposes of (seri-
ous) business;
I have brought garlands for a bridegroom from the house of the Sodhos in Pabiiji’s name.” [Scene 59]

=i

Scene 59: The Sodhos’ brahmin presents the wedding-proposal at Pabiiji’s court

The brahmin holds one or two coconuts, which are among the items normally presented to a
bridegroom at the betrothal ceremony.

Pabiiji heard these quiet-spoken words with his ears;
straightway he called out to Cado.
2315 ‘Cado my chieftain, drive back this brahmin!
he will bring ill-repute to Laksmana, the ascetic deity of the sand-desert.
I am called an incarnation of Laksmana the ascetic;
O lord, (this brahmin) will bring dishonour to Laksmana, the ascetic deity of the sand-desert.’
(Then Pabijt spoke to the brahmin:) ‘O brahmin, go back hence!
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You will bring ill-repute to Lord Pabdji, the great god Laksmana.’

Then Pabiiji considered, and said, ‘O Cado, I shall not marry today, nor marry tomorrow, because if
I marry and become a householder what good would it do me? I shall not marry today, nor marry
tomorrow. O brahmin, I have an elder brother (named) Biiro; take this garland and go to his palace. If
he will take the garland, give it to him and return. No-one else here will take your garland.” As soon as
he heard this, the brahmin set off from there. When he had set off, Cado, Dhébo and all the chieftains
reflected, and said, ‘O great lord, today you have made a great error on our account. You have chieftains
such as Cado, Dh&bo, Harmal and the augurer Salji Solanki, and you have achieved great fame for the
name of Pabuji in the family of the Rathors. For this reason when a garland for a bridegroom came for you
you sent it back; but while we are here we would not have you remain unmarried. When the unmarried
ones of the lineage die they always become ancestors;?? for this reason you will have to marry.” Then
Pabiiji considered, and spoke out: ‘Very well, Cado, if you are going to be so insistent I shall take the
garland; but there is a stipulation. If you fulfil this stipulation I shall take the garland; otherwise I shall
not be married today, nor tomorrow.” (Cado) said, ‘O great lord, pronounce your command!’ (Pabiji)
said, ‘In my wedding-procession there must be the colour of saffron. If you do not bring saffron then I
shall not go to be married today, nor tomorrow!’

226 This is shorthand: they become ancestors without sons who can perform the sraddha rites to free them from wandering
this earth as ghosts.
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The episode of the saffron

(Cado said,) ‘O Pabijt, stay alert in your mind!

I shall quickly bring oxen-loads of saffron.

O Pabiiji, tell me the features of saffron!

By what kinds of features may I recognise saffron when I see it?

In which king’s land are there plots of saffron?

Which king has plots of saffron?’

O lord, (Pabujt said,) ‘Cado my chieftain, go and ask the lady Deval about (saffron)!
Deval went in Ano Vagelo’s wedding-procession;??

on the return journey she saw near Patan plots of saffron belonging to Lakkht Pathan.’
Cado the chieftain tied on his genuine sloping Rathor turban;

on his feet Cado fastened his velvet shoes.

Cado the chieftain went and sat at Deval’s house and home;

as he stood there Cado called out to Deval. [Scene 8]

O chieftain Cado, Deval asked you what you had to say:

‘O chieftain Cado, tell me what is on your mind!

On what great business have you come to my glorious assembly?’

(Ciado said,) ‘Lady Deval, today you have a great task to perform;

without saffron Pabiijt will not become a bridegroom!

Lady Deval, tell me the features of saffron!

By what kinds of features may I recognise saffron when I see it?’

(Deval replied,) ‘Listen, O chieftain Cado! There is saffron in Lakkhi Pathan’s village.
I went in Ano Vagelo’s wedding-procession;

on the return journey I saw plots of saffron in Lakkha Pathan’s gardens.’

(Cado said,) ‘Lady Deval, make swift speed,;

the mighty Rathor summons you to his great fort!

The Caran lady (Deval)*?® took the trident of Mother Karni in her hand,;

they cast costly shawls from the land of Marwar over their shoulders.

Lord Pabijt’s courtiers were seated proudly;

in the crowded assembly-room the lady Deval went and paid her respects. [Scene 4]
(Deval said,) ‘O Pabiji, do you (really) have so much business with Carans and Bhats?
Why did you call out to me?’?%

(Pabiiji replied,) ‘Listen, Lady Deval! You went in Ano Vagelo’s wedding-procession;
on the return journey you saw plots of saffron.

Lady Deval, make swift speed;

without saffron Pabiijt will not become a bridegroom!”’

(Deval answered,) ‘O Pabiiji, stay well alert in your mind!

I shall bring oxen-loads of saffron!’

The goddess Deval took the trident of Mother Karnt in her hand;

she set out and went into Lakkhii Pathan’s land.

As she travelled along the Caran sang songs of King Karna and his virtues;

she spoke the praises of Laksmana, the ascetic deity of the sand-desert.

Lady Deval, pale dawn came in the land;

227 According to a story Parbii told me, Ano Vagelo was the father of Cado and Dhébo (though one would hardly guess so
from this occurrence of his name). Ano was king of Kacch; after the birth of his two sons he was told by the brahmin
who cast their horoscopes that they would bring him terrible misfortune. He therefore put them in a box and set it afloat
in a river. The box was found by a fisherman who took it to his house, where there was a Nayak (one of the caste from
whom the bhopos of Pabiiji are drawn). The fisherman laid claim to the box, the Nayak to its contents; then they opened
it and found Cido and Dhébo inside. Thus the two brothers were Rajpiits by birth but Nayaks by upbringing.

228

with ‘trident’ in this same line), and there is no suggestion that Deval was accompanied by her sister.
229

its variants.

Literally ‘the Caran sisters’ (caraniyd baind). But the plural is often used in place of the singular (as is indeed the case

An odd choice of formula; more normal would be ‘On what great business have you summoned me into your palace?’ or
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at the break of day (Deval) went and removed the stirrups from her feet at Lakkht Pathan’s place.
Lakkha Pathan’s courtiers were seated proudly;

in the crowded assembly-room the lady Deval went and paid her respects.

O Deval, Lakkhii Pathan asked you what was on your mind:

‘O Deval, tell me what is on your mind!

Of which king have you come here as messenger?’

(Deval replied,) ‘O proud king, hear what is on my mind!

O Lakkhi Pathan, the spotless Sun(-god)**° with his rising rays disposes of (serious) business;

I have come to your glorious assembly on a (minor) domestic matter.

There is known to be a plot of saffron in your gardens;

it is for saffron that I have come (to be) your beloved guest!’

Then Lakkhii Pathan considered, and what did he say? ‘Lady Deval, my saffron is very costly. It is very
costly.

Do you (really) have business with saffron?

Why are you going to buy oxen-loads of saffron?’

(Deval answered,) ‘Listen, O Lakkhii Pathan! In the barren sand-desert lives the great god Pabuji;
without saffron Pabiiji will not become a bridegroom!

O Lakkhi Pathan, without saffron my Pabuji will not become a bridegroom; that is why I have come to
you to obtain saffron. Give me a few flowers and a little saffron from the plots of saffron in your garden,
so that I may take (him) saffron!” (Lakkha Pathan replied,) ‘O Deval, the flowers in my garden are for
me alone, not for your Pabuji! If your Pabiiji needs flowers and garlands, there is plenty of ak**! in your
Marwar! Pluck ak-flowers, and fashion the flowers into a (bridal) chaplet for his head, fashion a garland
for Pabiiji’s throat! You can take (him) garlands of ak, but beyond that you will not get your hands on
saffron from my garden today, nor tomorrow!” The lady Deval reflected, (and said,) ‘O Lakkha Pathan,
you are a great king. If a king will not come to the aid of a king, to whose aid will he come? If you will
give me a little saffron and a few flowers from your plot of saffron, my Pabiijt will become a bridegroom
and go to be married.” Then what did Lakkhii Pathan say?

‘Lady Deval, I employ men such as Cado and Dhébo to oversee my granaries;

men such as your Pabijt serve in my bedchamber.

O Deval, I employ men like Cado and Dhébo to oversee my granaries, and men like Pabaji fan me when
I go to sleep on my bed. I have no (saffron for you) today, nor tomorrow.” Then Deval became angry:
‘O Lakkhii Pathan, stay alert in your mind!

I shall bring mounted Laksmana, the ascetic deity of the sand-desert.

O Lakkhii Pathan, stay alert in your mind!

I shall bring mounted Laksmana, the ascetic deity of the sand-desert.’

Lady Deval, anger arose in your mind;

Deval set out and travelled back to Kolu.

As she travelled along the Caran sang songs of King Karna;

she spoke the praises of Laksmana, the ascetic deity of the sand-desert.

It was past midnight for Deval, shining with stars;

at the break of day she arrived and removed the stirrups from her feet in Kola.

Lord Pabiiji’s courtiers were seated proudly;

in the crowded assembly-room the lady Deval went and paid her respects. [Scene 4]

O goddess Deval, Pabiijt asked you what was on your mind:

‘In what kind of mood did Lakkhii Pathan discuss matters with you?’

(Deval replied,) ‘O Pabii, he (said that he) would employ Cado and Dhébo to oversee his granaries;
he (said that he) would employ you, Pabiiji, to serve in his bedchamber.’

Dhébo heard these quiet-spoken words with his ears;

O opium-drinker Dh&bo, anger arose in your mind;

Dhébo flared up and drew his most excellent (sword).

(Pabiiji said,) ‘Cado my chieftain, make swift speed;

quickly adorn Kesar Kalami!

O Ciado, have diamonds and fine pearls threaded in her mane;

230 This line is strangely garbled, and instead of ‘the spotless Sun(-god)’ (niramala bhana) actually ends with ‘house and
home’ (ghara nai...bara). Parbii was probably disconcerted by realising that the question Deval was answering (‘On what
great business have you come to my glorious assembly?’) had not in fact been put to her.

231 The giant swallow-wort, a common poisonous bush with small purplish-white flowers.
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have diamonds and fine pearls fastened to her hindquarters!

Attach Kesar’s chain-linked red bridle;

fasten on her shining, Patan-conquering stirrups!’ 23

(Cado) adorned the mare Kesar and brought her out of the seven underground rooms;

she shone like a flash of lightning in a dark cloud. [Scene 9]

Pabiiji arose with a toss of his saffron robe;

Pabiiji commanded Kesar Kalami to be brought into his presence.

Pabiiji mounted the mare Kesar;

as he mounted, his brave leading warriors conversed with him.

The Hindu king set out as starry midnight passed;

he set out and went to Lakkht’s land.

O Pabijji, the armies of chieftains and men travelled along in throngs;

O Pabijji, your Kesar Kalami sported as she went.

The teams of horses travelled along in throngs;

Dhébo’s green robe flew with a rushing sound.

(Pabijt said,) ‘Cado my chieftain, make swift speed;

go to Lakkht’s glorious assembly!”’

Cado the chieftain mounted his horse;

he set out and went to Lakkhi’s glorious assembly.

Lakkha Pathan’s courtiers were seated proudly;

in the crowded assembly-room (Cado) bowed and paid his respects.

O chieftain Cado, Lakkhiu asked you what was on your mind:

‘On what great business have you come to my glorious assembly?’

(Cado replied,) ‘O Lakkhi Pathan, the spotless Sun(-god) with his rising rays disposes of (serious)
business;

I have come to your glorious assembly on a (minor) domestic matter.

O Lakkhii Pathan, there is a plot of saffron in your garden;

without saffron Pabiijt will not become a bridegroom!

O Lakkhi Pathan, I need a little from the plot of saffron in your garden, because without saffron Pabiijt
will not become a bridegroom.” Then Lakkht Pathan considered, and what did he say?

‘O chieftain Cado, you have formed a foolish idea in your mind;

there are ak-bushes in your Marwar;>*?

fashion (their) white flowers into a (bridal) chaplet for Pabiiji’s head!

O Cado, in your Marwar there are no (worthwhile) flowers, but there is plenty of a@k. Pluck ak-flowers
there, and fashion a garland for Pabiiji’s throat and a (bridal) chaplet for his head! I have no flowers and
no saffron (for you).” Then Cado considered, and said, ‘O Lakkhi Pathan, I came to you full of hope
that you would have to give me saffron!” (Lakkht) said,

‘I employ men such as you to oversee my granaries;

men such as your Pabijt serve in my bedchamber.

Am I to give saffron to men such as you? I have no saffron. Men such as you are my servants and men
such as Pabiiji are my attendants; I shall not give you saffron today, nor tomorrow.’

O Cado, the anger in your mind could not be contained;

straightway (Cado) called out to Lakkhi.

‘O Lakkhii Pathan, ask a little after my wellbeing when you speak with your mouth;

you will come to your senses when Cado’s sword rings!

O Muslim king, ask after my wellbeing when you speak with your mouth;

you will come to your senses when Cado’s sword rings!’

(Lakkha Pathan answered,) ‘O chieftain Cado, I see the hands of both you brothers;

now I shall see your Laksmana, the ascetic deity of the sand-desert!

O chieftain Cado, make swift speed and go;

go and call out to your great god Pabuji!’

O chieftain Cado, anger arose in your mind;

Cado flared up, arose, and drew his most excellent (sword).

(Cado said,) ‘O Lakkhi Pathan, ask a little after my wellbeing when you speak with your mouth;

232 There is a small slip here: Parbii accidentally uses the other common formula ‘the stirrups of her feet’ (pagd ra...pagard).

233 tharai maravara mé akara akadodiya ghana kijai peda; as at 1. 928, it is possible that the word ghana should be taken as

intrinsic to the line, in which case the meaning is ‘there are many ak-bushes in your Marwar’.
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I did not bring the command of Laksmana, the ascetic deity of the sand-desert.

O Lakkha Pathan, if I had come with (his) command I should have cut off your head for what you have
said; but I did not come with Pabiji’s command, I only came to talk to you.’

Then anger arose in Cado’s mind;

he set out and came to Pabuj1i’s glorious assembly.

Pabiiji was seated on a tasselled rug which he had spread out;

Cado arrived and paid his respects.

(Pabijt said,) ‘Cado my chieftain, tell me what is on your mind!

In what kind of mood did Lakkhii Pathan discuss matters with you?’

(Cado replied,) ‘O lord, how could matters be discussed, how could things be said?

He (said that he) would employ both us brothers to oversee his granaries;

he (said that he) would employ you to serve in his bedchamber.

He told me, “There are ak-bushes in the sand-desert,?*

with white flowers;

fashion them into (bridal) chaplets for (Pabiji’s) head!”

He has no flowers (for us) today, nor tomorrow. Sir, he said, “Thread ak-flowers and fashion them into
(bridal) chaplets for Pabiiji’s head! Beyond that I have no (saffron for you) today, nor tomorrow!”” Then
the great lord Pabiiji considered, and what did he say?

‘Cado my chieftain, fasten the saddle on the mare Kesar;

we shall begin the fight against Lakkhii Pathan in the open!’

Pabiijt (and his companions) mounted their five horses;

they began the fight against Lakkhs Pathan in the open. [Scene 10]

Lakkhu Pathan fastened wooden saddles on hundreds of thousands of horses;

he fought a battle against Laksmana, the ascetic deity of the sand-desert.

In the battle Dhébo the opium-drinker bent his knee;

Dhébo laid men low at pale dawn;

Dhébo laid men low like the young leaves of a peepul tree.

O opium-drinker Dh&bo, arrows shot forth from your fingers;

O Dhébo, she-vultures were circling above you.

Lakkhi Pathan had the magic power of the twenty-four pirs,>*> and would not accept defeat. As Lakkhi
Pathan fought, what did he do? The great lord Pabiijt had given his mare a sudden jerk of the bridle
and made her rise up high; then with the power of the pirs Lakkht Pathan erected spears everywhere
beneath the mare. So now Lakkhii Pathan had put spears for twelve or twenty-four kos round the mare.
Then Pabiiji said, ‘Mother Kesar, there is no room now to set foot on the earth. How can I now descend
to the earth and fight against Lakkh@ Pathan, when Lakkha Pathan has covered every inch with spears?’
Then the mare Kesar spoke out: ‘O Pabiiji, in the middle of the spears you can see a (single) great spear:
if you can somehow pull it out, Lakkhii’s magic power of the fifty-two pirs will completely vanish, and
you can defeat Lakkht Pathan with that spear.” (Pabiji said,) ‘Mother, how can I take the spear?’ (The
mare) said,

‘O Pabdj, I shall rise up into the night (sky) with its constellations;

from there I shall come down on my back.

O Pabuji, I shall rise up high in the sky, and from there I shall come down on my back. So when I
am coming down on my back do not let any spear touch your body, and you will easily take the (great)
spear.” Then Kesar suddenly rose up high, and from there she returned on her back. She returned on her
back and suddenly came near the spear, and Pabiji took the spear. When he took the spear, the magic
power of the fifty-two pirs which was in the spear vanished. Now Lakkhii Pathan had no power left;
then Lakkhi Pathan put his hands together (in supplication) and went>* to stand before Pabiji. He said,
‘O great lord, spare my life!” Then, let me tell you, Cado and Dhébo fought so fiercely that they killed
every man in his army; and they destroyed his gardens. They plucked the saffron, and with it filled the
loads of all Deval’s oxen that were standing there. They defeated Lakkhu Pathan so badly that Lakkha
Pathan could not face Pabiijt and could not speak a word.

(Dhébo said,) ‘O Pabiji, give me your command to carry out!

234 Asat 1. 2435, the word ghand ‘many’ occurs, and may be intrinsic to the line.

235 Muslim saints. The figure of twenty-four, however, is simply a ‘magic number’ (cf. n. 175 above): in a few sentences it
becomes fifty-two.

236 Literally ‘began’ (ldgo).
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2485 If | have your command I shall strike Lakkhii Pathan with my sword;
I shall make Lakkhii Pathan wear a long-sleeved bodice!’?*’
(Pabijt said,) ‘Cado my chieftain, race our five horses!
Drive the oxen-loads of saffron before us.” [Scene 60]

Scene 60: Cado drives the pack-oxen back to Kola

Pabiijt (and his companions) mounted their five horses;
2490 they set out and came straight to Kolu.
It was past midnight, shining with stars;
Pabiijt shone on the road as the night passed.
Once or twice he halted overnight on the road;
at the third halt he removed the stirrups from his feet in Kola.
2495 (Pabijt said,) ‘Cado my chieftain, make swift speed;
put the oxen-loads down in the court at Kolu!
Cado my chieftain, tether the other horses in the stable;
have Kesar Kalamt tethered in my sight!”’
Pabiijt was seated in his court at Koli;
2500  close in front of him were seated his brave leading warriors. [Scene 4]
(Cado said,) ‘O Pabiji, you have made your name immortal in the land;
O Pabiji, you have won the battle of the saffron!’
(Pabiiji said,) ‘Cado my chieftain, put the saffron into a clean tub;
first dye Lord Pabijt’s turban!
2505 First do (that), then after that dye Kesar’s horse-cloth;
after that dye my chieftains’ great turbans!’

237 14b7 kicalf, the black garment worn by widows. More normally, as at 1. 2617 below, one would vow to make one’s
enemy’s wife wear such a garment. Possibly Dh&bo’s words combine the threat of death with insulting aspersions on
Lakkhi Pathan’s manliness; more probably this is a slip on Parbu’s part. According to the Hindi ‘explanation’ Dhébo
now caught Lakkhi as he fled, and killed him.
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As (Pabiji) sat on his throne the brahmin put the garland of flowers round his throat;

as Pabijt turned round he tied on him the bridal threads dyed with turmeric.

Pabiji was seated on a tasselled rug which he had spread out;

close in front of him were seated his brave leading warriors.

(Pabijt said,) ‘Cado my chieftain, have nine maunds of rice prepared in turmeric;

circulate invitations to all the gods and goddesses in the land!

Summon all the other deities (to join) my wedding-procession,

(but) do not send an invitation to Jindrav KhicT of Jayal!

There is an ancient feud in progress between the Rathors and the KhicTs;

the two brothers-in-law have no love for each other (and cannot sit) on the same rug.’

(Then Pabijt spoke to Deval:) ‘O goddess, O lady Deval, take my wedding-rice in your hand;

O goddess, go forth to give the rice!’

The Caran of Gadvaro®® took the rice in her hand,;

the goddess went forth to give the invitations.?’

The lady Deval took Pabiiji’s wedding-rice and set off to all the gods in the land to give the invitations.
The lady Deval went to give the first rice to GaurT’s son Gane$a, who has two wives, Rddhi and Siddhi.
So what did Ganesa say?

‘O lady Deval, if you give me (one or) two grains of Pabiiji’s wedding-rice then I too shall come to
Pabiji’s wedding, riding on my rat!’

(Deval) gave some rice to the great lord Ganesa; he was very happy to come in the Rathors’ wedding-
procession. [Scene 15]

‘The next rice...Vemata, writing (like) a mad woman you fix the age (each person will attain);

one gets an incomplete (span), one a complete one; (yet) she lives her life free from care.’

So Vemata considered, and what did she say?

‘Mother (Deval), if you give me (one or) two grains of the wedding-rice of Pabiji, incarnation of Laks-
mana, then I too shall be very happy to come in PabiijT’s wedding-procession, riding on my goose!’
(Deval) gave some rice to Vemata; she was very happy to come in Pabiiji’s wedding-procession.
[Scene 16]

After her to whom should the rice be given?

‘Krsna plays a flute, Radha keeps time;

many good folk played with him, when he was a cowherd in his childhood.

He seized Kamsa’s lock of hair, he dealt blows with his club; Krsna destroyed Kamsa’s kingdom and
established his own authority.’

(Deval) gave some rice to Krsna; he was very happy to come in Pabiiji’s wedding-procession. [Scene 17]
After him to whom should the rice be given?

‘(Through the favour of) Hanuman the ascetic one is free from the slightest illness.’

So Hanuman considered, and what did he say?

‘Mother (Deval), if you speak my name (once or) twice then I too shall come in the Rathors’ wedding-
procession, bringing my army of monkeys with me!’

(Deval) gave some rice to Hanuman; he was very happy to come in the Rathors’ wedding-procession.
[Scene 19]

After him to whom should the rice be given?

‘Should I call him Ramo or Ramdev — should I call him a diamond or a ruby?

The person who meets Ramdev has his every wish granted in the twinkling of an eye.’

(Deval) gave some rice to Ramdev; he was very happy to come in Pabiiji’s wedding-procession. [Scene
18]

After him to whom should the rice be given?

238 Deval.

239 The following passage, in which various deities are invited to attend Pabaji’s wedding, is closely similar to its equivalent
preceding the wedding of Gogo (cf. 11. 745-94), though the invitations to Hanuman and Ramdev are reversed in sequence.
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‘If Siva gives a morsel (of food) the whole world’s hunger vanishes;

if you worship Siva, you will get sugar-candy and dried fruit when you rise each day.’

(Deval) gave some rice to Siva; he was very happy to come in Pabiiji’s wedding-procession. [Scene 20]
After him to whom should the rice be given?

‘Black Bhairll is terrifying, White Bhairu is the son of Camunda;

with his roars he destroys malarial fever and drives away (even) ancient ghosts.’

So what did Bhaira say?

‘O goddess, if you give me (one or) two grains of rice before you go, then I too shall be very happy to
come in Pabijr’s wedding-procession!’

(Deval) gave some rice to Bhairii; he was very happy to come in Pabiiji’s wedding-procession. [Scene 21]
After him to whom should the rice be given?

‘The Goddess, queen of the world, broke a mountain into powder;

she brandished her trident at the buffalo-demon.’

What did the Goddess say?

‘If you speak my name (once or) twice, if you give me an invitation to Pabiji’s wedding, then I too shall
come in Pabijr’s wedding-procession, riding on my tiger!’

(Deval) gave some rice to the Goddess; she was very happy to come in the Rathors” wedding-procession.
[Scene 22]

After her to whom should the rice be given?

What did the bhomiyo say?

‘If you speak my name (once or) twice then I too shall come in the Rathors” wedding-procession, rescuing
cows!’

(Deval) gave some rice to the bhomiyo; he was very happy to come in Pabiiji’s wedding-procession.
After him to whom should the rice be given?

‘Sarvan Kavariyo ministered to his parents’ needs.’

What did Sarvan say?

‘O goddess, (if you speak) my name (once or) twice, if you give me (one or) two grains of rice, then I
too shall come in Pabiiji’s wedding-procession, carrying my parents in a kavar on my shoulders!’
(Deval) gave some rice to Sarvan; he was very happy to come in the Rathors’ wedding-procession.
[Scene 23]

(Pabji said,) ‘Cado my chieftain, all the gods and goddesses in the land have come;

shower them with invitations (to join) Pabij1’s splendid wedding-procession!” [Scenes 24-30]

So (let us see) what invitations (to join) Pabiji(’s wedding-procession) were showered, and. . .>*
(Pabiji said,) ‘Cado my chieftain, all the gods and goddesses in the land have come;

the travellers have formed the wedding-procession and set off in a great throng like the Pleiades.

Cado my chieftain, ask after the welfare of my wedding-procession;

who has come (to become) my beloved guest in my wedding-procession?’

Cado the chieftain took his fine spear?*! in his hand,;

he walked round and observed the immaculate travellers in Pabiiji’s wedding-procession.
(Pabuji said,) ‘Cado my chieftain, tell me what simple matter is on your mind!

Who has come in Pabiiji’s splendid wedding-procession?

Cado my chieftain, give me tidings about my wedding-procession!

Who has come in Pabiiji’s splendid wedding-procession?’

(Cado replied,) ‘O Pabiji, all the gods and goddesses in the land have come;

only Jindrav Khict of Jayal has not come.’

(Pabijt said,) ‘Cado my chieftain, do not speak the name of Khici of Jayal with your mouth!
The two brothers-in-law have no love for each other (and cannot sit) on (the same) rug.’
Cado my chieftain, ask after the welfare of my wedding-procession;

what kind of people have come as immaculate travellers in my wedding-procession?’

Cado the chieftain took his fine dagger in his hand;

he walked round and observed the immaculate travellers in Pabiiji’s wedding-procession.
Khici of Jayal had put on the dress of holy men and jogis;

242

240 This link (cf. n. 24 above) introduces a song in which a number of deities are requested to give generous gifts.
241 1 jterally ‘his fifty-six spear’ (chappana bhalo). See n. 175 above.

242 Parbii recited this couplet a little too early; he now describes a further conversation between Pabiiji and Cado, then repeats
the couplet in its proper place.



2595

2600

2605

2610

2615

2620

2625

2630

2635

2640

290 The epic of Pabiiji

he was spying on PabiijT’s splendid wedding-procession.

Cado spoke to the wandering jogr:

‘Brother master-jog7, where is your house and home?

What kind of master-jogi are you who have come practising austerities?’

Then the master-jogi — that is, KhicT of Jayal — considered, and what did he say?
‘O chieftain Cado, a wandering jogi has no house and home;

I am a master-jog7, wandering in all directions, bathing at holy places.’

Cado considered, and what did he say?

‘O jogi, do not speak such falsehood with your mouth!

You will come to your senses when Cado’s sword rings!’

Cado the chieftain seized the spy’s left hand;

he brought him into the presence of Laksmana, the ascetic deity of the sand-desert.
O chieftain Cado, Pabiji asked you what sweet matter was on your mind:

‘O courtier of Pabiji, tell me what is on your mind!

What kind of master-jogi has come here practising austerities?

O chieftain Cado, where is this jogi’s house and home?

What kind of master-jogi has come practising austerities?’

Then Cado considered, and what did he say?

‘O Pabdji, this jogi has no house and home;

he is a master-jogi, wandering in all directions, bathing at holy places.>*

O Pabijji, you are examining diamonds and emeralds;

how can you have forgotten an in-law from your (own) house, your sister’s husband Khici of Jayal?’
The great lord Pabuji considered, reflected in his mind, and spoke:

‘Cado my chieftain, speak a little softly with your mouth;

Pabiiji’s warrior Dhébo is listening nearby.’

(Cado said,) ‘O Pabijt, if you will give the command I shall strike KhicT with my sword;
I shall make Pema wear a long-sleeved bodice!’

(Pabujt answered,) ‘Cado my chieftain, do not strike my sister’s husband KhicT with your sword;
give the lady Pema a bodice of immortality!?*

Give KhicT a robe of honour;

give him a horse as my gift!’

(Ciado said,) ‘O KhicT of Jayal, take this horse with your hand;

(but) do not ride within the borders of the Rathors!’

KhicT of Jayal took the horse with his hand;

he set out and went straight to Jayal.

Fistfuls of coloured powder flew in the wedding-procession;

in the wedding-procession perfume of sweet marjoram and dye were sprinkled.

The war-drums were beating rhythmically;

in Pabijr’s splendid wedding-procession the kettledrum was beating with a roar.

O Pabiiji, you became a bridegroom like the moon of the full-moon night; [Scene 61]
the travellers formed the wedding-procession and set off in a great throng like the Pleiades.
In the splendid wedding-procession Carans and Bhats spoke;

the goddess Deval called encouragement from her doorway.?*>

In the splendid wedding-procession Carans and Bhats spoke;

Deval the Caran lady called encouragement from her doorway.

O chieftain Cado, the teams of horses travelled along in throngs;

O Pabiji, Kesar Kalami stepped with a strut.

Harmal Devast took hold of Pabiiji’s mare’s red bridle;

Dhébo the opium-drinker held the stirrup for Pabiij1’s foot.

Pabiiji gazed forth and saw:

243 At this point Parbi evidently remembered that Cido had already seen through Khici’s disguise; a more appropriate couplet

follows.
244

245

ammara...kdcali: a symbolic gift to a woman to wish for her the good fortune of dying before her husband, rather than
suffering the shame of widowhood. Here of course it is contrasted with the lambi...kécali, the widow’s long-sleeved
bodice, which Cado has offered to make Pema wear; Pabiiji refuses the offer because Pema is his sister (also because his
business with KhicT is not yet finished).

Parbi stumbled badly over this line, and now repeated the entire couplet.
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Scene 61: Pabijl is anointed as a bridegroom

In a private apartment above the public area of the Kol court Pabiji, dressed only in a loin-
cloth, receives the bridegroom’s ceremonial anointment with a mixture containing turmeric.
Two courtiers attend him, and two women are also present to sing the songs that accompany
this ceremony. The rectangular object in front of Pabijt is a mirror. (JCM)

Pabiiji observed his wedding-procession.?#

The wedding-procession rode, and arrived outside the gate (of Kolu);

(there) the lady Deval, the goddess, stopped (Pabiji) and addressed him. [Scene 62]

The great lord Pabuji considered, and spoke out:

‘Lady Deval, you are inauspicious by nature and birth!

How could you create a bad omen by blocking the way of my virgin wedding-procession?’
(Deval replied,) ‘O Pabiijt, you are travelling to Umarkot of the Sodhos to be married;

O Pabijji, what man have you left behind to protect my fortress and my cows?

These days a feud is in progress between the Rathors and the KhicTs;

KhicT of Jayal will attack unprotected Gadvaro!’

(Pabijt said,) ‘Lady Deval, speak a little softly with your mouth;

lady Deval, speak a little softly with your mouth;

do not speak the name of KhicT of Jayal!

He does not ride within the borders of the Rathors.

Lady Deval, now tell me what is on your mind!

How could you create a bad omen by blocking the road of my wedding-procession?’
(Deval answered,) ‘O Pabiiji, you are travelling to Umarkot of the Sodhos to be married;
O Pabijji, what man have you left behind to protect my fortress and my cows?’

(Pabji replied,) ‘Lady Deval, I have left you the mighty heroes®*’ of the village;

I have left behind the village joganis,**® hungry for (food from) my spear!’

(Deval said,) ‘O Pabiji, what will the mighty heroes of the village do?

What will the joganis, hungry for (food from) your spear, do?’

(Pabijt answered,) ‘Lady Deval, the mighty heroes of the village will throw their discuses;
the joganis, hungry for (food from) my spear, will fill their drinking-gourds (with blood)!
Lady Deval, I have left you the spotless Sun(-god) with his rising rays;

I have left you my brother Biro, elder than all (of us).’

(Deval said,) ‘O Pabiji, do not speak the name of King Bairo with your mouth!

246 Literally ‘the wedding-procession of his house’ (ghara ri...jana nai).

247 Literally ‘the fifty-two heroes’ (bavana...vira), another numerical ‘adjective’ denoting excellence (cf. n. 175 above). Both

RSK (s.v. bavanavira) and RHSK (s.v. bavanabira) recognise this usage.

248 cauvata jogani. T suspect that this is Parbii’s own personal phrasing; the more common formula is causatha jogant ‘the

sixty-four joganis’. The jogants are fierce female spirits haunting battlegrounds.
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Scene 62: Deval halts Pabiiji’s wedding-procession

Deval, with arm raised in challenge, stands in front of the advancing wedding-procession. In
the version shown this consists of Pabjt himself, three courtiers on horseback, Harmal riding

=i

a camel, and a male figure riding an elephant, identified by Srilal JosT as Pabiiji’s brother-in-
law Siiro Devaro of Sirohi, by Parbt Bhopo as the brother of Queen Gailovat. The last two
figures do not always appear on pars.

My trust in the knight Biro has vanished.?*

O lord, do not speak the name of King Biro!

Biiro’s beasts and those of the Khicis graze together within the borders (of the Khicis).
O great lord, I place no trust in King Biiro’s words.

O Pabiji, take King Buro with your wedding-procession;

leave your chieftain (Cado), the great hero, behind in my fortress to protect it!”

(Pabiiji replied,) ‘Lady Deval, Cado the chieftain cannot be left behind by Pabiijt;
Cado will deal with the Carans and Bhats of the Sodhos.’

(Deval said,) ‘O Pabijt, take your chieftain Cado with your wedding-procession;
leave Dhébo the opium-drinker behind in my fortress to protect it!’

(Pabujt answered,) ‘Lady Deval, you have formed a foolish idea in your mind;

Dhébo the opium-drinker will deal with the great food-cauldrons*° of the Sodhos.
For six months there have been camel-trains of opium (arriving at Umarkot);

the Sodhos have dissolved opium and filled wells and step-wells (with it).

So, lady Deval, without Dhébo there will seem to be no chieftain in my wedding-procession to eat their
opium and their food. So I shall not leave you Dhébo today, nor tomorrow.’

(Deval said,) ‘O Pabiiji, take Dhébo the opium-drinker with your wedding-procession;
leave Salji SolankT in my great fort!’

(Pabuji replied,) ‘Lady Deval, Salji Solankt cannot be left by Pabaji;

Salji earns his keep®! by (interpreting) omens.

If Pabijr’s wedding-procession is halted Salji will reflect on the procession’s omens.’
Then the lady Deval considered, and what did she say?

‘O great lord, take Saljt Solanki with your wedding-procession;

leave Harmal DevasT in my great fort!’

249 Literally ‘has fled’ (bhdago).
250 savana...bhadava: the names of the two monsoon months are used to refer to huge cooking utensils used to prepare the

food for weddings etc.

251 Literally ‘eats his cooked food-wages’ (arogai...pakka...petiya).
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Then what did Pabiijt say?
‘Lady Deval, Harmal Devasi cannot be left by Pabijt;
Harmal Devast will take Pabiji by known roads to Umarkot.’
Then the lady Deval was amused,?? and laughed, and said:
2695 ‘O Pabijt, you have formed a foolish idea in your mind;
since when has the Devasi been an aged guide?’
(Pabujt answered,) ‘Lady Deval, when we drove off King Ravana’s reddish-brown she-camels,
since then the Devast has been a master-guide in the land.’
The lady Deval was very angry, and she considered, and said:
2700 ‘O Pabiji, take all your chieftains with your wedding-procession;
return my mare Kesar and have her tethered (in my fortress)!’
Then the great lord Pabiij1 considered, reflected, and spoke:
‘Lady Deval, do not speak the mare Kesar’s name with your mouth;
without the mare (how can) I honour the Sodhos’ foran?*>
2705 Lady Deval, do not speak the mare Kesar’s name;
my mount Kesar Kalami has been released (to me) in return for (the pledge of) my head!
Lady Deval, give Lord Pabijt your blessing!
With your blessing Lord Pabijt will honour the Sodhos’ foran.
Lady Deval, give me your blessing!
2710 With your blessing Pabiijt will honour the Sodhos’ foran.
Lady Deval, stay alert in your mind!
When danger befalls Pabiji will hear your request.
Lady Deval, when danger befalls remember Pabiji;
Pabiiji will hear your request (even) if he is seated in the wedding-pavilion!’
2715 (Deval answered,) ‘O Pabiji, may your name remain immortal in the land;
may your brave leading warriors remain immortal!’
The lady Deval gave Lord Pabiiji her blessing;
O lord, the Caran got out of the track of the wedding-procession as it travelled along.
The wedding-procession rode, and arrived outside the gate (of Koll);
2720 an unmarried girl bearing a load appeared in front of Pabuji.>>* [Scene 63]
(Pabujt said,) ‘O Saljt Solanki, reflect on the omens (presented by) this unmarried girl;
an unmarried girl bearing a load of firewood has passed in front of my wedding-procession!’
O Pabiji, (Saljt Solanki) reflected (and said):
‘Make her leave her (load of) firewood in the kitchens of Koli;
2725 give the unmarried girl a bangle of ivory to wear;
give the girl a bangle of ivory to wear.’
Pabiji set out as starry midnight passed;
he set out and went on the ancient road to Umarkot.
It was past midnight, shining with stars;
2730 Pabiiji shone on the road as the night passed.
O Pabijji, day broke, pale dawn came in the land;
O Pabiiji, at the break of day a snake blocked your track. [Scene 63]
When Pabiiji saw the snake-god he at once halted his mare Kesar. A snake-god was sitting to the right
side of him,?> and Pabiji halted his mare.
(Pabujt said,) ‘O Salji Solanki, set out and bring your horse to the front;
27135 O Salji SolankT, set out at once and bring your horse to the front;
reflect on the omens that have halted Pabiji’s wedding-procession!’
Then at this point Dh&bo came before him with his horse, (and said,)
‘O Pabuj, if you will give the command I shall strike the snake with my sword,
or else I shall fix it with the point of my spear.
27140 If you will give the command I shall strike the snake with my sword,

252 Literally ‘happy’ (rdji).
253 See n. 114 above.

254 This and the various other sightings that follow are all bad omens; Pabiji asks his augurer, Salji Solanki, to find ways of
neutralising them.

255 The direction in which an omen is observed has a radical effect on its meaning.
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Scene 63: Pabiij1’s wedding-procession encounters bad omens

Different pars show different collections of omens; the ones depicted here are jackal, snake,
partridge, woman carrying empty water-pot, woman carrying load of firewood, woman with
unlit lamp, woman with uncovered hair. (JCM)

or else I shall fix it with the sharp point of my spear.’
‘O opium-drinker Dhébo, do not strike the snake with your sword!’
— Saljt Solanki considered, and what did he say?
‘O opium-drinker Dh&bo, do not strike the snake with your sword!
2145 He is making entreaty to the palely rising spotless Sun.
Offer the snake a bowl of milk;
offer the vultures? the raw vital organs of goats!
The snake is asking for sweet milk;
the vultures are asking for the vital organs of men!’
2750  The great lord Pabaji brought his mare Kesar near;
Pabiji offered the snake a bowl of milk;
he offered the vultures the raw vital organs of goats.
Pabiji set out as starry midnight passed;
in the middle of the night partridges*’ called out. [Scene 63]
2755 (Pabiiji said,) ‘Cado my chieftain, listen to the sound of this bird;
in the middle of the night partridges have called out to Lord Pabji’s right!
O Saljt Solanki, reflect on the omens (presented by) these birds;
in the middle of the night partridges have called out!’
Then Salji Solanki considered, and what did he say?
2760 ‘O Pabuji, the jackals?® are howling in the wild at the hoofbeats of your mare;
the jackals are howling in the wild at the hoofbeats of your mare;
the partridges are calling out at dawn at the brightness of your spear!’
Pabiiji set out as starry midnight passed;
Pabiji shone on the road as the night passed.
2765 O lord, day broke, pale dawn came;

256 Parbii obviously forgot to refer to these earlier.
257 Literally ‘Persian partridges’ (parasa titara).

258 Like the vultures, Parbii evidently forgot to introduce these at the appropriate point. SaljT’s point in this speech is that
what appear to be bad omens should not be taken as such: the jackals have been disturbed by the sound of Kesar Kalamf,
and the partridges fooled by the brightness of Pabiiji’s spear into thinking dawn has come early.
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at the break of day a tiger® blocked Pabiij1’s track.

(Pabujt said,) ‘O Salji Solanki, reflect on the omens (presented by) this tiger;
O Salji Solanki, reflect on the omens that have halted my wedding-procession.
At the break of day a tiger has blocked my track!’

At this point Dhébo was standing at his side.

O opium-drinker Dh&bo, anger arose in your mind;

Pabiiji’s wedding procession halted there.

Dhébo the opium-drinker mounted his horse Haranagar;

Dhébo pressed his horse in pursuit of the tiger.

The tiger went on for fifty kos;

Dhébo called out to the tiger from behind.

‘O son of a jackal, step a little more softly and sweetly;

you will come to your senses when Dhébo’s sword rings!” [Scene 64]

(.

Scene 64: Dhébo kills the tiger

The iconography of the fighting figure is confused: he wears Cado’s red topcoat, not Dhebo’s
spotted green one, yet behind him stands Dh&bo’s brown horse Haranagar. Srilal JosTidentifies
the figure as Cado, but every known version of the epic narrative attributes this deed to Dhébo.

Tigers and Rajputs take disrespect as insult;?*°

the tiger came upon Dhébo brandishing its claws.

Dhébo the opium-drinker deflected on his knee the first (blow of the tiger’s) claw;
he seized the tiger’s head and cut it off.

Dhébo the opium-drinker killed the tiger;

enraged with the tiger he came (back) into the wedding-procession of (Pabuji’s) house.
Dhébo the opium-drinker mounted his horse Haranagar;

he came straight to Pabiiji’s glorious assembly.

The great lord Pabiiji saw Dhébo and said to Cado,

‘Cado my chieftain, reassure your brother Dhébo;

enraged by the tiger, (he is now back) in the wedding-procession of my house.’
Then what did Cado say?

259 The word used throughout this passage is sigaripi, ‘creature having a lion’s form’. The use of lion-words to refer to tigers
is common in India, where the native lion has long been virtually extinct; but why this particular word is used is not clear.

260 Literally ‘Saying “thou” affects tigers and Rajpiits as an insult’ (n@rd rajapiitd lagai tikara-valr...gala) — a standard
proverbial saying.



2795

2800

2805

2810

2815

296 The epic of Pabiiji

‘O Pabiiji, you have formed a foolish idea in your mind;

my brother will not become calm unless his lord (speaks to him)!’

Then Pabiji put a weight on Dhébo’s shoulders.?"!

(Pabujt said,) ‘O opium-drinker Dh&bo, you have done ill in the land;

you have spilt drops of blood in my virgin wedding-procession!’

Then Dhébo was distressed and sad, and he came near (to Pabiijt and said,)

‘O Pabiji, I have killed the tiger;

if you make use of your magic power the tiger’s head will be joined (back on to its body);
through the magic power of your chieftains the tiger will come alive (again) and set off into the wild!’
Pabiiji mounted the mare Kesar;

he went to the tiger’s side.

Pabiiji made the mare Kesar circle over (the tiger);

he joined on the head of the tiger as it lay there.

Through Pabiji’s magic power the tiger’s head was joined (back on to its body);
through the magic power of his chieftains the tiger arose and sat up.

It was past midnight, shining with stars;

Pabiiji shone on the road as the night passed.

The armies of chieftains and men travelled along in throngs;

Kesar Kalami stepped with a strut.

The Sodhos of Umarkot performed their special custom in the land;

the Sodhos travelled out a hundred kos to welcome Pabiijt as bridegroom. [Scene 65]

=i

Scene 65: The Sodhos ride out to greet Pabiiji’s wedding-procession

Pabiji and his companions are on the right, the Sodhos on the left. All eight riders have one
hand raised in greeting (JCM).

Pabiiji spread out his rugs on the green grass;

the Sodhos of Umarkot drank liquor from a single cup (with Pabiiji and his men).
His bride’s other brothers greeted Pabuji with outstretched arms;

(but) his bride’s youngest brother, Anadi, stood there disconsolate in mind.?%?
(Pabiijt said,) ‘O Sodhos of Umarkot, tell me what is on your mind!

261 1 jterally ‘put a log on his neck’ (gala mé dalo nhdkiyo). The phrase usually means ‘to burden somebody with an unwanted
task’; here, Pabiiji calms Dhébo down by ‘burdening’ him with remonstrances.

262 The meaning of the formula in this context appears to be ‘preoccupied’, rather than ‘sad’.
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Why do you stand on the rug disconsolate in mind?’

(Anadi Sodho replied,) ‘O Pabiiji, we have heard the mare Kesar’s sweet name in Marwar;
having heard her name, (now) we have seen Kesar with our eyes.’

(Pabiiji said,) ‘O Sodhos of Umarkot, tell me what is on your mind!

Why do you stand on the rug disconsolate in mind?’

(Anadiu Sodho replied,) ‘O Pabiiji, we have heard the mare Kesar’s sweet name in this age;
having heard her name, (now) we have seen the mare Kesar with our eyes.

O Pabiiji, the Sodhos have a special custom;

as bride’s brother and bridegroom, let us race our horses to the toran!

Let us write on a paper the sums (wagered on) losing and winning;

let us let us set up boundary-stones on our borders (indicating what we have wagered on) losing and
winning!

If I lose I shall write the Sodhos’ great fort of Umarkot;

if I lose I shall write the great fort of Umarkot;

if I win I shall take your chieftain Dhébo and the mare Kesar Kalami!

If I win I shall take Dhébo and the mare Kesar Kalami!’

(Pabiiji answered,) ‘O Sodhos of Umarkot, do not insist so much on (my wagering) my mare Kesar!
The mare Kesar has arrived here after travelling from afar.’

(The Sodhos replied,) ‘O Pabiiji, there was joy in our minds,

(thinking,) “We shall race our excellent horses against Kesar!”’

(Pabijt addressed his mare:) ‘O Kesar, tell me what is on your mind!

The Sodhos of ancient Umarkot are being insistent.

O Kesar, if I win I shall take you to the land of your birth;

if I lose I shall give you to the Carans and Bhats of the Sodhos!

O Kesar, the feed-stalls of the Sodhos lie barren;

you will stand there pining for Pabiiji’s tender millet!’

These words pained the mare Kesar in her vital organs;

at once Kesar spoke out:

‘O Pabiji, stay alert in your mind!

I shall make the ponies and nags of the Sodhos run at my tail.

O Pabiji, have your turban tied tight on your head;

have your turban tied tight on your head!

O Pabdji, stay well alert in your mind!

I shall make the ponies and nags of the Sodhos run at my tail.’

(Pabiji addressed Cado:) ‘Cado my chieftain, fasten the saddle on the mare Kesar;
we shall cry our war-cries and race our horses to the foran!’

Pabiiji mounted the mare Kesar;

(he and the Sodhos) cried their war-cries and raced their horses to the foran.

The armies of chieftains travelled along in throngs;

Kesar Kalami stepped with a strut.

The horses of the Sodhos raced, their hooves beating on the earth;

Kesar Kalami1 flew without wings.

(Kesar said,) ‘O Pabdj, if you will give the command I shall break the stars from the sky to bring you;
I shall introduce you to the court of the innocent (god) Rama!’

(Pabiijt answered,) ‘O Kesar, do not break the stars from the sky to bring me;

help me to honour the foran on the sharp battlements of the Sodhos!

The Sodhos of Umarkot have performed their special custom in the land;

they have tied the foran to the sharp battlements of their fortress!’

(Kesar said,) ‘O Pabdji, stay alert in your mind!

I shall help you to honour the foran on the battlements of the Sodhos’ fortress.’

The mare Kesar exerted the power of her body;

she brought the tips of her ears (level with) the battlements of the fortress. [Scene 66]
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Scene 66: Pabiiji, riding Kesar Kalami, strikes the Sodhos’ toran

Pabiji is depicted riding a leaping Kesar, whose forelegs are encased in red leggings for the
wedding ceremony. He strikes the emblematic toran with his whip, dislodging the wooden
birds attached to it. Before him in the Sodho palace a band plays in his honour, a brahmin
offers him two coconuts, a woman holds out an arat7-lamp to him, and another carries on her
head a pot to receive gold coins from him (JCM). Behind him are two attendants, one carrying
a chowrie fly-whisk, the other a ceremonial umbrella.

Kesar put her two (fore-)hooves on the wall of the fortress;

she brought the tips of her ears within the fortress.?%3

(Kesar said,) ‘O Pabdji, strike the toran;

Lord Pabiij1, honour the foran on the sharp battlements of the Sodhos’ fortress!’
Then what did the great lord Pabiji say to Dhébo?

‘O opium-drinker Dhébo, we have forgotten (something);

we have forgotten (to bring) a stick from a green tree!

O Dhébo, we have not brought a stick from a green tree, so what am I to honour the foran with?’
Dhébo the opium-drinker went and stood by a khejart tree;

Dhébo the opium-drinker gave a roar like Hanuman;

with a jerk he picked up the khejari tree and returned with it on his shoulder.
Dhébo the opium-drinker lifted the khejari tree on to his shoulder;

he brought it and set it up in the ruby courtyard of the fortress. [Scene 67]
(Dhébo said,) ‘O Pabiji, take this fine green stick in your hand;

honour the foran on the sharp battlements of the fortress!’

Pabiji took the tulchi®®* stick in his hand;

Pabiiji honoured the toran of the Sodhos with a gold stick.?®

Pabiijt struck the toran with the stick;

he broke off all seven birds from the toran.?

Pabiiji’s mother-in-law filled a tray with diamonds and fine pearls;

263 Tt is possible that this is a slip, and that the line ought to be the same as 1. 2867.

264 Tylcht (Hindi tulst) is sacred basil, a herb greatly honoured by Hindus. The word is here applied honorifically to a stick
from a khejart tree, which is also highly prized.

265 The ‘gold stick’ is not intended to be different from the ‘green stick’ produced by Dh&bo; Parbi has merely used a different
formula containing a different colour-word (cf. 1. 823).

266 The reference is to carved wooden birds used to ornament the foran. The bridegroom strikes the foran seven times; Pabiji
struck it so hard that at each blow a wooden bird ‘flew off’.
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Scene 67: Dhébo carries a khejart tree into the Sodho court

she performed the welcome-ceremony for Laksmana, the ascetic deity of the sand-desert, with pearls.
(Pabiij1) honoured the toran and stood in the shade to its left;

his mother-in-law came to perform his arati with a tray of lamps.
(Phulvantt’s mother said,) ‘O Pabiiji, during the first arati lay down fifty rubies;

count out areca-nuts together with gold, and a hundred and fifty rupees!’

(Pabtj1’s) mother-in-law took a tray of curd in her hand;

his mother-in-law came forth to give the bridegroom a tilaka (of curd).?6®

(The SodhT queen said,) ‘O Rathor, bow your head low!

Your mother-in-law is coming before you to put curd on your forehead.’

Pabiiji considered, and spoke out:

‘O mother-in-law, put the curd on the mare Kesar’s forehead!

Rathors do not bow the head before a woman.’

His mother-in-law put the curd on the mare Kesar’s forehead (and said,)

‘Step forward into the ruby courtyard of the Sodhos!’

(Pabiiji addressed Cado:) ‘Cado my chieftain, couch our tuskless elephant in the courtyard;
O Cado, we shall shower down pearls from the far shore of the sea!

Cado my chieftain, all the townsfolk will gather up pearls;

the beautiful queens of the Sodhos will gather up rubies!’

Cado the chieftain couched the tuskless elephant; [Scene 68]
Lord (Pabtji) showered down pearls of high price.

All the townspeople gathered up pearls;

the beautiful queens of the Sodhos gathered up rubies.

Pabiijt stood in the ruby courtyard of the Sodhos;

(the Sodhos said,) ‘O Pabiji, take opium with your hand;

we shall take opium and then go into the courtyard of the Sodhos.
(Dhébo said,) ‘O Pabuj, if you will give the command I shall swallow the opium in a single gulp;

267

2269

267 See n. 115 above.
268 A tilaka is a mark on the forehead: it is traditional for the bride’s mother to give the bridegroom a tilaka of curd.

269 As with the horse-race and the foran tied out of reach, the bride’s party are here showing the traditional spirit of rather
aggressive competitiveness towards the bridegroom and his party: the Sodhos intend to shame Pabiij1 by providing opium
(and also food, which Parbii has forgotten to mention here) far in excess of what he and his companions can consume.
Pabiijt had expected this, and had made sure that the insatiable Dhébo would be with him (see 11. 267682 above).
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Scene 68: Pabiiji’s wedding-procession enters the Sodho court

The foremost horseman rides a green horse and is identified as the local god Devnarayan.
acm)

I shall deal with the great food-cauldrons of the Sodhos.’
2015 (Pabijt said,) ‘O opium-drinker Dhébo, swallow the wells and step-wells full of opium in a single gulp;
O Dhébo, deal with the great cauldrons of food of the Sodhos.’
Dhébo the opium-drinker gave a roar like Hanuman;
Dhébo swallowed the opium in a single gulp;
Dhébo dealt with the great food-cauldrons of the Sodhos. [Scene 69]
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Scene 69: Dhébo consumes the Sodhos’ food and opium

Dhébo sits in the Sodhos’ garden, next to a rectangular well full of opium, smoking a hookah
and eating from a dish whose lid lies at his feet. Before him is a second, smaller dish and a
trolley for transporting the hookah (JCM). A male attendant fans him, and two women sing
and drum for him.

2920 (The Sodht queen addressed her domestic priest:) ‘O brahmin, make swift speed;
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take the bridal clothes into the ruby palace of the Sodhos!”

O Pabdji, all the townsfolk praised the bridal clothes;

the beautiful queens of the Sodhos praised the bridal gifts.

(The Sodhi queen said,) ‘O Pabiji, you have made your name immortal in the land;
you have brought bridal clothes of pure gold!’

(Then the Sodht queen spoke to her domestic priest:) ‘O brahmin, make swift speed;
prepare the wedding-pavilion in the ruby courtyard of the Sodhos!

O brahmin, make swift speed;

prepare the wedding-pavilion in the ruby courtyard of the Sodhos!

O brahmin, set up wedding-posts in the four cardinal directions;

O brahmin, over them pitch a fine tent!’

The brahmin hammered in posts in the four cardinal directions;

over them the brahmin pitched a fine tent.

Pabiijt sat in the fire-bright pavilion;

from behind a curtain came the eldest daughter of the Sodhos.

The brahmin tied (Phulvanti’s) sar? to (Pabiiji’s) woollen cloak in a big knot;
in the pavilion he performed the joining of hands of the bride and bridegroom.
Pabiijt sat in the fire-bright pavilion;

the brahmin made an oblation of cows’ ghee.

Pabiji arose with a toss of his saffron robe;

as midnight passed Pabiiji performed the circumambulations. [Scene 70]

Scene 70: The wedding of Pabiiji and Phulvantt

As with the wedding of Gogo and Kelam (Scene 32), bride and groom sit within the wedding-
pavilion while the brahmin performs the ceremony. However, Pabiijt looks over his shoulder
to where Deval has arrived in the form of a bird; similarly on the left Cado looks over his
shoulder at the whinnying Kesar Kalami.

Pabiijt performed one or two circumambulations in the pavilion;
during the third circumambulation the mare Kesar whinnied.

At this point Pabji considered as he performed the circumambulations, and what did he say?
‘Cado my chieftain, reassure Kesar;

(if she does not become quiet) I shall strike her with my whip as I stand in the pavilion!’
Then what did Cado say in reply?

‘O Pabiji, strike your enemy’s body with your whip!

The lash of the whip would be painful on Kesar’s spotless body.’

Gnashing and gabbling Kesar champed on (the bit of) her red bridle;

Kesar broke her steel (tethering-)chains.

The Caran lady (Deval) took on the form of a gold bird;

the Caran lady came and spoke bitterly during the circumambulations.

(Deval said,) ‘O Pabiiji, you are rejoicing at having joined hands with the Sodhi princess;?”

210 Literally ‘the Sodhi queen’ (sodf ranf): Phulvanti is often given this title.
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KhicT is rejoicing at (having captured) Deval’s excellent cows!’

Pabiijt heard the Caran’s cry as he performed the circumambulations;

during the third circumambulation Pabiiji halted his steps.

(Deval said,) ‘O Pabijt, the cows whose sweet boiled milk I drink,

KhicT has driven them off and is striking them with his whip!

O Pabiiji, my cow-houses lie empty;

the cows’ little calves are lowing in their enclosure.’

(Pabujt addressed the brahmin:) ‘O brahmin, release the bridal knot and finish the joining of hands,

or else I shall strike you with the sharp blade of my sword!’

At this point the Sodhos considered, reflected in their minds, and spoke:

‘O Pabiji, what fraud or flaw have you seen in our daughter?

We shall marry you to another girl, the eldest daughter of her mother’s brother!’

(Pabiiji replied,) ‘O Sodhos of Umarkot, there is no fraud or flaw in your daughter;

the Sodht princess has few faults and many virtues!’

(Then Pabiji spoke to the brahmin:) ‘O brahmin, release the bridal knot and finish the joining of hands;
Pabiiji cannot perform the circumambulations when cows have been driven off!

Khici of Jayal has done ill in the land;

he has driven off Deval’s cows while I was performing the circumambulations!’

Then the Sodhi princess spoke out as she sat in the pavilion, and what did she say?

‘O husband’s brother-in-law Khici, may your family go to the bad!

O husband’s brother-in-law, you committed an outrage while I was performing the circumambulations!
O Khici of Jayal, may your eldest son die!

You have driven off Deval’s cows while I was performing the circumambulations.’

What did the great lord Pabijt say in reply to the Sodhi princess?

‘O daughter of the Sodhos, do not curse my sister’s husband Khici of Jayal so hard!

It was written in heaven (that we should have only) a short (time in) our father’s home and father-in-law’s
home.?"!

It was written in our fate that we (should have only) a short (time in) our father’s home and father-in-law’s
home.

O Sodht girl, do not curse my sister’s husband!

It was written in heaven that we (should have only) a short (time in) our father’s home and father-in-law’s
home.’

Pabiijt drew his most excellent sword;

Lord Pabiijt cut the bridal knot with the sharp blade of his sword.

(Pabiiji said,) ‘Cado my chieftain, make swift speed;

quickly bring near the mare Kesar Kalami for me to ride!’

Pabiijt mounted the mare Kesar;

(O Pabiji,) the Sodht girl, the young bride, clung to your stirrup. [Scene 71]

(Pabijt said,) ‘O daughter of the Sodhos, let go of the stirrup of my foot;

Pabiiji cannot delay when cows have been driven off!’

(Phulvantt said,) ‘O Pabiji, wait a little while in the palace;

observe in the palace the halls and chambers of the Sodhos!’

(Pabijt replied,) ‘O Sodhi princess, if I wait the courtiers of Pabiji will be shamed;

ill-repute will attach to Laksmana, the ascetic deity of the sand-desert.

KhicT is striking the cows with his whip;

the cows’ little calves are calling to Pabiijt!’

Pabiiji mounted Kesar;

then the Sodhi princess seized his stirrup and spoke out.

‘O Kesar, you have done ill in the land;

as you brought Pabiiji, so you have taken him back!’

(Pabijt said,) ‘O Sodhi princess, do not curse my Kesar!

It was written in heaven (that we should have only) a short (time in) our father’s home and father-in-law’s
home.’

Pabiji rubbed his back and chest with his hand;

PabiijT made a little gold parrot from the bridal ointment on his back;

he made a parrot and gave it into the SodhT princess’s hand.

271 T e. it was fated that we should both die young.
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Scene 71: Pabuji prepares to leave after his wedding

Pabiji sits on Kesar, whose bridle is held by Cado; Phulvanti clings to Pabdjt in an effort to
prevent him from leaving. In Pabuji’s hand is the parrot which he gives her.

(Pabujt said,) ‘O Sodhi princess, take this gold parrot in your hand;

the parrot will inform you?”? of (my) living or dying in battle.’

The Sodhi princess took her husband’s parrot in her hand;
3010 as PabijT (prepared to) travel the Sodht princess gave him leave to depart.

(Pabijt said,) ‘Cado my chieftain, do the Sodhos great honour!

We shall not return to the Sodhos’ great fort of Umarkot.’

O Pabiiji, the townsfolk greeted you with benedictions;

in the market-place the brahmins and merchants paid you their respects.
3015 Pabiiji mounted the mare Kesar;

he set out and went straight to Kola.

272 Literally ‘will raise the matter’ (vatd...calavai).
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(Pabiiji said,) ‘Cado my chieftain, do the Sodhos great honour!

We shall not return to the Sodhos’ great fort of Umarkot.’

Cado the chieftain did the Sodhos great honour:

‘O Sodhos of Umarkot, accept my respects!

I shall not return to the Sodhos’ great fort of Umarkot.’

PabiijTt mounted the mare Kesar;

as he mounted, his brave leading warriors conversed with him.

Pabiijt (and his companions) raced their five horses;

they set out and came straight to Kola.

O Pabiji, you felt love for the cows in your mind;

(Pabuji) quickly went straight to Kola.

It was past midnight, shining with stars;

Pabiiji shone on the road as the night passed.

Day broke, pale dawn came in the land;

at the break of day (Pabtji) removed the stirrups from his feet in Kold.
(Pabijt said,) ‘O gatekeeper of Kolii, open the gates of my Koli!
Pabiiji has returned after going to Umarkot and being married.” [Scene 72]
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Scene 72: Pabiiji’s wedding-procession returns to Kola
The riders are shown approaching the gate of Kola.

Pabiji sat on a tasselled rug which he had spread out;

close in front of him were seated his brave leading warriors. [Scene 4]
(Pabiij said,) ‘Cado my chieftain, have the other horses tethered in the stable;
have my Kesar Kalami tethered in my sight!’

Pabiji was seated in his court at Koli;

as he sat there he raised the matter of the cows.

The lady Deval took the trident of Mother Karnt in her hand;

she cast a costly shawl from the land of Marwar over her shoulder.
The lady Deval set out as starry midnight passed;

she went (to become) Biiro’s beloved guest.

King Biiro was sleeping in his palace (lofty as) a hovering cloud;

the Caran lady went and called out to Biiro. [Scene 73]
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Scene 73: Deval visits Bliro as he sleeps to demand his help

Biiro is shown sleeping in a private chamber above the public area of his court. Deval is also
shown in a similar challenging posture in the depiction of the main court: cf. Scene 5.

‘King Biiro, as you sit there sleeping there is slumber in your eyes;
(but) my cows have crossed the pass of Garvar!’?”

King Biro, you opened your eyes from slumber;

Biro called out to the Caran as she stood there.

‘O Caran, speak a little more softly and sweetly;

there is a throbbing pain in Buro’s left eye.’

(Deval replied,) ‘King Biro, there was joy in my mind about you,
(thinking,) “Biiro will travel in pursuit after the missing cows!”
But King Biiro, may the Caran’s curse fall on you;

O Biiro, may the bandage on your left eye never open!’

(Buro said,) ‘Lady Deval, do not curse King Biiro!

Laksmana, the ascetic deity of the sand-desert, arrived during the night from his wedding.
I heard the hoofbeats of the horses as they travelled along;

I saw Kesar Kalami stepping gently!’

The lady Deval dishevelled the hair of her head;*™

O lord, she set out and went to Pabiiji’s Sun-gate.

The lady Deval set off walking like geese or peacocks;

as she travelled along the Caran lady spat drops of blood.

The goddess Deval went and stood in Lord Pabiijt’s court;

as she stood there the Caran lady spat drops of blood. [Scene 74]
Lord PabiijT was seated at his Sun-gate in Koli;

as she stood there the Caran lady wept bitterly.

‘O Pabiji, there is slumber in your eyes;

(but) my cows have crossed the pass of Garvar.

O Pabiiji, the cows whose sweet milk I drink,

KhicT has driven them off and is striking them with his whip!

O Pabiijt, my cow-houses lie empty;

the cows’ little calves are lowing in their enclosure.

O Pabijji, there was joy in my mind,

(thinking,) O Pabiiji, that you would drive back the missing cows!’
Then the great lord Pabijt considered, and what did he say?

‘O lady Deval, speak a little softly and sweetly;

the bridal threads dyed with turmeric are (still) fastened to my hands and feet.’

273 A mountain, said by Parbii to be near Mount Abu.

274 A sign of her anger, like the image in 11. 3063 and 3065.
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Scene 74: Deval and her sister visit Pabtji to demand his help

Deval holds her churning-rope, complaining that without her cows there is no milk to churn.
Her sister holds a dagger, and threatens suicide unless Pabiiji rescues the cows. (JCM)

The lady Deval grew very angry, and she began to say,

‘O Pabuji, may my Caran’s curse fall on you;

O Pabiiji, may my Caran’s curse fall on you;

may the bridal threads be unfastened with the point of a spear!

May the gold turban be unfastened from your head with the point of a spear;
may the bridal threads be unfastened from your hands and feet with the point of a lance!’
(Pabujt answered,) ‘Lady Deval, do not curse Lord Pabiijt so hard!

Lady Deval, I shall drive back the missing cows.

I performed three circumambulations in the pavilion;

during the third circumambulation I heard your request.

I mounted the mare Kesar;

I left behind weeping the Sodht girl, my young bride.

Lady Deval, stay alert in your mind!

Place your trust in Pabij;

Pabiijt will drive back the missing cows!

O Caran lady Deval, tell me: you went to King Biiro’s house and home;

in what kind of mood did Biiro discuss the matter of the cows?’

(Deval said,) ‘O Pabiij1, King Biiro was sleeping in his palace (lofty as) a hovering cloud;
a bandage was tied on Biiro’s left eye!’

(Pabijt replied,) ‘Lady Deval, keep trust in your mind;

I shall drive back the missing cows!

O Deval, go to the Dholi’s?”> house and home;

go and call out to the Dholi!’

The lady Deval took the trident of Mother Karni in her hand;

she went among the alleyways calling out to the Dholi.

The lady Deval went and stood at the Dhol1’s house and home;

she went and called out to the Dholi. [Scene 75]

275 The Dholis are a caste traditionally associated with music and drumming.
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Scene 75: Deval visits the Dholt

‘O Dholi’s son, you are like my adopted brother;

beat your drum so that my brave men will ride in pursuit!

O Dholt’s son, beat your war-drum;

to the beat of drums Pabiijt will set forth in pursuit of the cows!’

Then the Dholi considered, and what did he say?

Brother Dholi, you put your hands together (in supplication);

(the Dholi) made entreaty before Deval.

‘Lady Deval, the silken strings of my drum lie broken;

the kettledrum of Kol lies shattered.

My kettledrum of Koli lies shattered;

the gehar-players of Holi?’® have taken my drumstick!’

Deval considered, reflected in her mind, and, growing very angry, said:
‘Brother Dholt, may your family today go to the bad!

You have answered me back when the matter had been decided.?”

O Dholi, may my Caran’s curse fall on you;*

may your body lie (between) three villages!

May they bury you on the border of three villages;

may they toss a double handful of salt over you from (the back of) a black ox;
may no drop of the great god Indra’s rain fall (on you)!’

Lord Pabiji’s courtiers were seated proudly;

then in the crowded assembly-room the lady Deval went and called out. [Scene 4]
O Deval, Pabiijt asked you what was on your mind:

‘Lady Deval, tell me what is on your mind!

In what kind of mood did the Dholi answer you?’

(Deval replied,) ‘O Pabiji, the Dholi’s kettledrum lies shattered;

the gehar-players of Holi have taken his drumstick!

O Pabijji, the Dholi of the great village fortress of Koli refused;

he answered me back when the matter had been decided!’

(Pabiijt said,) ‘Lady Deval, stay alert in your mind!

216 Gehar is a stick-dance performed at the Spring festival Holi.
277 Literally ‘in a settled matter’ (viniya kamd mé).

278 Deval’s curse is hereditary: Dholis today are treated as described.
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O lord,? go and call out to the Babi!?%°

Lady Deval, go to the BabT’s house and home;

go and call out to the Babi about the pursuit!’

The lady Deval took the trident of Mother KarnT in her hand;
she went straight to the Babi’s house.

The lady Deval went and stood at the Babi’s house and home;
she went and called out to the Babi. [Scene 76]

Scene 76: Deval visits the Babi
The Babi and his wife are depicted standing in front of their loom.

‘O Babt’s son, you are like my adopted brother;

O Babi, you have a task to perform;

O Babi, call out about the pursuit!?3!

O Babi, climb up the bank of Gijavo;

climb up the bank and call out about the pursuit!

(If) you will call out about the pursuit,

because of your call Pabiijt will ride in pursuit.’

Then the Babi considered, and what did he say?

‘Lady Deval, you have formed a foolish idea in your mind;

I do not have enough time to call out;

I am weaving dhotis**? for the knight Biro.

Lady Deval, I cannot call out because I am weaving dhotis for King Biro!”
Anger arose in the lady Deval’s mind, (and she said,)

‘O Babi, may Deval’s curse fall on you;

may the thread of your warp not rejoin when it breaks!

(When) total famine strikes in the land,

O Babi, there will be no food in your house!”

The Babi considered and reflected in his mind that the words which the lady Deval had spoken were
(bound to come) true. The Babi considered, and said,

‘Lady Deval, goddess Deval, give me your blessing!

219 The word andata is often used by Parbii as little more than a filler: it is safe in lines addressed to important male figures
and in lines of narrative, all of which can be thought of as being addressed to Pabiji. Here, in a line addressed by Pabujt
to a woman, it is an unfortunate choice.

280 The Bibis (also known as Bhibis) are a caste traditionally associated with weaving.

281 1e. ‘Give a rallying cry’; but the phrase used is the same as that addressed to Deval in 1. 3135 above (vard ro helo...para
de/dai).

282 A dhoti is a length of cloth worn by Hindu men as a lower garment: it is wrapped around the waist and covers most of
the legs.
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With your blessing I shall call out about the cows.
Lady Deval, stay alert in your mind!
The Babi will call out about the missing cows.’
The lady Deval became alert in her mind;
3165 at once she began to give her blessing to the Babi.
‘Brother Babi, may the Caran’s blessing fall on you;
your thread will rejoin at (the touch of) your spit-moistened fingers!
May there be no knots in your warp;
may the thread of your warp rejoin at (the touch of) your spit-moistened fingers!
3170 Brother Babi, (when) total famine strikes in the land,
there will be no shortage of food in your house!’
The lady Deval gave the Babi her blessing;
the lady Deval gave her blessing and set off to Pabiiji’s palace.
The Babi’s son climbed up the bank of Gujavo well;
35 at Giijavo he climbed up and called out about the cows.
‘O Pabiji, the cows’ little calves are weeping;
the cows’ little calves are calling out to Pabiji.
O Pabiji, the cow-houses lie empty;
the cows’ little calves are lowing in their enclosure.
3180 As they travel along the cows shed tears from their eyes;
the little calves are calling out to Pabujt.
O Pabijji, may your name remain immortal in the land;
O Pabiji, may your brave leading warriors remain immortal!’
Kesar listened, tethered in the seventh underground room;
3185 the mare Kesar heard with her ears the call about the cows.
Gnashing and gabbling the mare Kesar champed on (the bit of) her red bridle;
Kesar broke her steel (tethering-)chains.
(Pabiiji said,) ‘Cado my chieftain, put the ironsmith to forced labour;
Cado my chieftain, polish my spears of genuine steel!
3190 Cado my chieftain, make swift speed;
O lord, we shall go in fine pursuit of the cows!’
(Then Pabijt spoke to the ironsmith:) ‘O ironsmith of Kolii, make swift speed;
set up your forge in the court of Kola!
O ironsmith, break up iron ore;
3195 break up iron ore and make a spear of steel!” [Scene 47]
(Pabiji addressed Cado:) ‘Cado my chieftain, make swift speed;
quickly adorn Kesar Kalami for me to ride!
Cado my chieftain, have diamonds and fine pearls threaded in her mane;
fasten on the mare’s shining, Patan-conquering stirrups!’
3200 (Cado) adorned Kesar and brought her out of the seven underground rooms;
the mare Kesar Kalami would not stand still on her four hooves. [Scene 9]
O lord, Harmal Devasit took hold of Pabiiji’s red bridle;
Cado took hold of the stirrup for Pabjt’s foot.
(Pabji said,) ‘Cado my chieftain, now tell me what is on your mind!
3205 Which men shall ride in straight pursuit of the cows?
Cado my chieftain, take the other chieftains in pursuit of the cows;
leave behind sleeping only Pabiiji’s warrior Dhébo.
Dhébo the opium-drinker has a great belly;
Dhébo will not look good to the army of my sister’s husband.’?
3210  PabiijT (and his companions) mounted their four horses;
they left behind sleeping only Pabiji’s warrior Dhébo.
O Pabiiji, the armies of chieftains travelled along in throngs;
Kesar Kalami stepped with a strut.

283 This rather lame excuse for not taking into battle the man who has already annihilated three armies single-handed conceals
Pabij1’s real motive for leaving Dhé&bo behind, which is that he fears that Dhébo will kill Khict: see further p. 61 above.
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Scene 77: Kamalade tries to prevent Pabaji from fighting Khict

This is the identification proposed for this scene by Srilal Josi: it does not occur as a narrative
sequence in any known version of the epic. Bhopos commonly identify the scene as repre-
senting Deval bringing PabiijT down from his first aerial ride on Kesar Kalam1 (1. 300-311),
but the female figure here has a red shawl instead of Deval’s black one, and is also lacking
the trident, Deval’s other standard iconographic feature. (JCM)

Pabiijt went fifty kos;

then behind him the lady Deval reflected in her mind;

at once the Caran called out to her maidservant.

‘O my maidservant, climb up into the palace (lofty as) a hovering cloud;
observe with both eyes the pursuers of the cows!

What kind of men have remained in Kolt, and what kind of men have set off in pursuit of the cows?’
When the maidservant heard the lady Deval’s words she climbed up into the palace.
The Hiragar maidservant climbed up into the palace (lofty as) a hovering cloud;
the maidservant gazed forth and saw;

with both eyes she observed the pursuers of the cows.

(The maidservant said,) ‘Lady Deval, I can see four men mounted on horses;
alone I cannot see Pabiiji’s warrior Dhébo!’

The lady Deval took the trident of Mother Karn;

she cast a costly shawl from the land of Marwar over her shoulder.

The lady Deval went to Dhébo’s Sun-gate;

she went among the alleyways calling out to Dhé&bo.

Lady Deval, day broke, pale dawn came in the land;

at the break of day (Deval) went and called out to Dhébo.

Deval stood at Dhébo’s Sun-gate;

as she stood there she called out to Dhébo.

Dhébo the opium-drinker was sleeping peacefully;

Dhébo was sleeping at pale dawn.

Deval reflected in her mind, ‘Dhé&bo is sleeping.

If I touch him with my hand, this is the brave hero Dhébo;

if I call out, in what kind of mood?** will Dh&bo awake?

284 Literally “in what kind of sleep’ (kairi nidara mé).
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If T touch him with my hand, my vow is damaged;?® and if I call out, who knows how angry Dhébo will
be when he sits up?’

So the lady Deval went and stood by the opium-drinker Dh&bo’s bedhead;

as she stood there she shed tears from her eyes.

O opium-drinker Dhébo, the cold tears from (Deval’s) eyes fell upon you;

O Dhébo, as soon as Deval’s tears fell you opened your eyes from sleep.

Dhébo gazed forth and saw;

Dhébo observed Deval with both eyes as she stood there.

(Dhébo said,) ‘Lady Deval, tell me what is on your mind!

O Deval, why have you awoken me?’

(Deval replied,) ‘O opium-drinker Dh&bo, you are sleeping peacefully;

(but) the great lord Pabiiji has gone in hot pursuit of the cows!’

When she spoke the name of the cows, Dhébo grew suddenly angry. He became angry and sat up; then
both the side-pieces of his bedstead broke, and all four of its legs broke. And Dh&bo grew angry, and
said at once to Deval:

‘Lady Deval, I am angry with you;

I shall seize your arm and dash you against the wall of the fortress!

O Deval, may your family go to the bad!

O Deval, why did you call out to me after all (the others)?

Pabiji has arrived at the bloody (battle)field;

you called out to me alone after all (the others).

But Lady Deval, stay well alert in your mind!

Dhébo will drive back the missing cows.

Lady Deval, give me your blessing!

With your blessing I shall defeat KhicT in battle.’

(Deval answered,) ‘O opium-drinker Dhébo, may the Caran’s blessing fall on you;
with my blessing drive back the missing cows!’

Dhébo the opium-drinker mounted his horse Haranagar;

he set out and went in hot pursuit of the cows.

O Dhébo, it was past midnight, shining with stars;

Dhébo shone on the road all alone.

Dhébo mounted his horse Haranagar;

Dhébo urged on his horse into open country.

Dhébo the opium-drinker went fifty kos;

O Dhébo, your horse Haranagar grew weary as he travelled along.

Then Dhébo considered, and what did he say to the horse?

‘O horse Haranagar, may your family go to the bad!

O horse Haranagar, you have answered me back when the matter had been decided.’
Dhébo the opium-drinker gave a roar like Hanuman;

he seized the horse and thrust it under his arm.

Dhébo the opium-drinker thrust the horse under his arm;

Dhébo set off in pursuit of the cows on foot.

Dhébo the opium-drinker went fifty kos;

O Dhébo, vultures were circling above you.

Dhébo the opium-drinker gazed up and saw:

ramagar®® vultures were circling above him.

Then Dhébo considered, and what did he say to the vultures?

‘O vulture sisters,?®” keep a little fortitude in your mind;

today I shall satiate you with the fresh vital organs of the Khicis!’

Then what did the vultures say?

‘O Dhébo, you are a hero in the land, and we are vultures; for this reason give us first a meal of your
own flesh!” Then what did Dhébo the opium-drinker say?

285 I.e. Deval’s virtue as a woman would be harmed.

286 This term, which derives from Sanskrit ramakara- ‘mine of gems’, ‘ocean’, is often used by Parbu to refer to the sea. I
have no idea what it denotes when applied to a vulture.

287 According to Parbi, these vultures were in fact the sisters of Jindrav Khic in bird form: they were intent on the destruction
of Dhébo, who was known to be Pabiiji’s best warrior.
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‘O vulture sisters, stay alert in your mind!

Dhébo will give you a meal of his own flesh!’

Dhébo the opium-drinker took his fine dagger in his hand;
3290 Dhé&bo cut open his belly and drew out his entrails.

Half the entrails he fed to the vultures;

half the entrails he cast on to a khejart tree. [Scene 78]

Scene 78: Dhébo disembowels himself

Dhébo considered and reflected in his mind:
‘O opium-drinker Dhébo, a sign of you will remain immortal in this age;

3205 from (your) entrails the khejari tree will bear small (reddish) pods.’
(Then Dhébo spoke to the vultures:) ‘O vulture sisters, follow me;
today we shall go to the bloody battlefield;

I shall satiate you with the fresh vital organs of the Khicis!’
Dhébo the opium-drinker tied the belt tight at his waist;

3300 now he mounted his horse and set off in pursuit of the cows.
Dhébo the opium-drinker tied his belt, drawing it tight over his belly;
he summoned the horse Haranagar close to him.

Dhébo the opium-drinker mounted his horse Haranagar;
as he travelled along Dhébo called out to the vultures.

3305 ‘O vulture sisters, follow me, Dhébo;
today I shall satiate you with the fresh vital organs of the Khicis!’
Dhébo the opium-drinker mounted his horse Haranagar;
he set out and went in hot pursuit of the cows.

As he travelled along Dhébo the opium-drinker left the road;

3310 Dhébo urged on his horse into open country.

KhicT of Jayal had gone fifty kos;

Dhébo called out to Khici from behind.

‘O Khici, step a little more softly and sweetly;
you attacked Deval’s unprotected Gadvaro!

3315 O Khic, reflect a little in your mind,;
today you will come to your senses when Dhé&bo’s sword rings!
O Khici, do not strike the cows with your whip!

The lash of the whip is painful on Dhébo’s body.
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O Khici, stay alert in your mind!

Today you will come to your senses when Dhébo’s sword rings!’

(Jindrav KhicT said,) ‘O opium-drinker Dhébo, tell me what is on your mind!

O opium-drinker Dhébo, tell me what is on your mind!

You have come alone in fine pursuit of the cows!

O opium-drinker Dhé&bo, tell me truly what is on your mind!

Where did you leave behind Laksmana, the ascetic deity of the sand-desert, when you came here?
Your Pabiiji is sleeping in his court at Kol;

O Dhébo, he has sent you in pursuit of the cows!

O opium-drinker Dhébo, go back by the way?*® you came,

or else, O Dhébo, I shall kill you painfully!

In my Khict (army) excellent horses are saddled with wooden saddles;

O Dhébo, we shall kill you painfully like a goat!’

(Dhébo replied,) ‘O Khici, do not be so very proud of your army!

Dhébo will escape harm in your army (though) all alone.’

(Jindrav KhicT said,) ‘O opium-drinker Dhébo, tell me what simple matter is on your mind!
On what great business did you leave Pabiijt in his court at Kolti when you came here?’
(Dhébo answered,) ‘O Khict of Jayal, do not speak Lord Pabiiji’s name!

Dhébo will escape harm in your army.’

(Jindrav KhicT said,) ‘O opium-drinker Dhébo, I shall kill Pabijt’s courtiers;

I shall kill your Laksmana, the ascetic deity of the sand-desert!’

O opium-drinker Dh&bo, when (Khici) spoke Pabiiji’s name the anger in your mind could not be con-
tained;

in the battle Dhébo flared up and bent his knee. [Scene 79]

Scene 79: Dhébo does battle against the Khici army
Dhébo, his knee bent as described in the epic narrative, fires arrows at the Khici army.

O Dhébo, anger arose in your mind;

in the battle Dhébo flared up and bent his knee.

O opium-drinker Dh&bo, arrows from your quiver shot forth from your hand,
as if (the monsoon months) Savan and Bhadavo were pouring down.

O opium-drinker Dh&bo, arrows shot forth from your fingers;

O Dhébo, she-vultures were circling above you.

(Dhébo said,) ‘O vulture sisters, keep trust in your mind today;

today I shall satiate you with the fresh vital organs of the Khicis!

O vultures, place your trust in Dhébo;

288 Literally ‘steps’ (pagalyd).
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today I shall satiate you with the fresh vital organs of the Khicis!’
(Meanwhile,) Pabtji travelled along fifty kos behind;
Pabiiji heard the twang of a bow as he travelled along the road.
(PabujT said,) ‘Cado my chieftain, either a slight sound reaches my ears,
3355 or Dh&bo has gone ahead and blocked the pass of Garvar.’
(Cado replied,) ‘O Pabiji, you have formed a foolish idea in your mind;
we left behind sleeping in Kolu only Pabiiji’s warrior Dhébo!’
(Pabiji said,) ‘Cado my chieftain, set out and bring your horse to the front;
see these vultures, and reflect;
3360 without a battle, vultures do not wheel overhead!’
Dhébo the opium-drinker slew Khici’s excellent army;
alone Dhébo drove back the cows. [Scene §80]

Scene 80: Dhébo rounds up Deval’s cattle

(Dhébo said,) ‘O cows,?®* keep trust in your mind,;
I shall take you back by the ancient road to Kola!’
3365 O opium-drinker Dhébo, you made your name immortal in the land;
alone Dhébo began the battle against Khici.
Dhébo the opium-drinker slew KhicT’s excellent army;
he left only KhicT alive.
Dhébo the opium-drinker seized KhicT’s left hand;
3370 Dhé&bo the opium-drinker flared up and drew his most excellent (sword).
Dhébo the opium-drinker struck at KhicT with his sword;
as he struck with his sword, Pabiji seized him with his hand.
(Pabujt said,) ‘O opium-drinker Dhébo, you are doing ill in the land,;
O Dhébo, do not commit regicide!
3375 O opium-drinker Dhébo, do not strike Khict with your sword;
O Dhébo, give Pema a bodice of immortality!
O opium-drinker Dhébo, do not strike Khici with your sword;
O Dhébo, give Pema a bodice of immortality!’
(Dhébo answered,) ‘O Pabiji, you have done ill in the land;
3380 you have struck up an alliance with an enemy in the midst of a battle!’
(Pabujt said,) ‘O opium-drinker Dhébo, you have made your name immortal in the land;
O Dhébo, you have driven back the cows without your lord!
O opium-drinker Dhébo, you have made your name immortal in the land;

289 Literally ‘mother cow’ (suriyd mata).
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you have arrived before me and halted the army of Khict of Jayal!’

O lord, the herd of cows travelled along in throngs;

O Pabiji, your Kesar Kalami sported as she went.

Pabiji set out as starry midnight passed;

now he set out and came straight to Kola.

Pabiji came fifty kos;

at once he called out to Cado.

‘Cado my chieftain, spread out our rugs on the green grass;

we shall give opium to the weary Dh&bo!’

Pabiji spread out a rug;

Lord Pabiijt poured opium into a cup.

Cado, Dhébo, Harmal Devasi and Salji Solainki were seated on the edge of Lord PabijT’s rug;

close in front of him were seated his brave leading warriors.

Pabiijt poured opium into a golden bowl;

O lord, Pabiji circulated opium in his glorious assembly’s session.

(Pabujt said,) ‘O opium-drinker Dhébo, take opium in your hand;

O Dhébo, consume opium at pale dawn!’

Then Dhébo the opium-drinker considered, and said, ‘O great lord, what need have I now to take opium?
I have taken opium at your court in Kola;

I shall take my next opium in the court of the innocent (god) Rama!’

Then Dhé&bo opened the belt at his waist. He opened the belt at his waist and said, ‘O great lord, there
are no entrails in my belly. So how can I take opium and food into my belly?

O Pabijji, accept the respects of Dh&bo the opium-drinker!

Now we shall meet (only) in the court of the innocent (god) Rama.’

With these words Dhébo the opium-drinker gave up his life; and Dhébo the opium-drinker became a
heaven-dweller.

Pabiijt reflected in his mind:

‘Pabiji’s warrior Dhébo has passed on to the court of the innocent (God) Rama.’?*

Dhébo had played a joke. When he drove off the cows, Dhébo had caught a small bull-calf and tied it to
his belt...Dhébo had played a joke: he had caught the bull-calf and put it inside his opium-box. He put
it there and set off from that place. When the great lord Pabiijt spoke about opium — ‘O Dhébo, take
opium!” — Dhébo began to say, ‘O great lord, here is my opium-box. There is opium in it, and I shall
not take opium today, nor tomorrow.

I have taken opium once in your court at Kold;

I shall take my next opium in the court (of the innocent god Rama)!’

With these words Dhébo opened his belt and became a heaven-dweller. Now Deval’s bull-calf remained
fastened in the opium-box. The bull-calf remained in the opium-box; and (on the instruction of) the
great lord Pabiji Cado took Dhébo’s weapons and his opium-box, and (they) set off from that place.?”!
Pabiijt set out as day broke at pale dawn;

he came straight to Kold.

Pabiijt came to the lady Deval’s house and home;

he came and called out to the goddess Deval. [Scene 8]

‘Lady Deval, you are sleeping peacefully;

Pabiiji has driven back the missing cows!’

Lady Deval, you opened your eyes from heavy slumber;

O lord, straightway Deval filled a tray with diamonds and emeralds.

She filled the tray and came near to the palace;

she performed the welcome-ceremony for Laksmana, the ascetic deity of the sand-desert, with pearls.
(Pabijt said,) ‘Lady Deval, take charge of your cows;

release Laksmana, the ascetic deity of the sand-desert, from his pledge!’

The lady Deval walked round all four sides of the cows;

as she walked round she looked at the cows’ little calves.

(Pabujt said,) ‘Lady Deval, take charge of your cows;

let the cows’ little calves happily take suck.’

290 The following passage supplies a narrative detail which Parbii had omitted from the story of Dh&bo’s last battle and death,
and for which I prompted him (see n. 132, p. 173).

291 The syntax of the last sentence is rather confused, but this is clearly its meaning.



3430

3435

3440

3445

3450

3455

3460

3465

3470

316 The epic of Pabiijr

The lady Deval walked round all four sides of the cows;

she looked at the cows’ little calves.

(Pabujt said,) ‘Lady Deval, take charge of all your cows;

release Laksmana, the ascetic deity of the sand-desert, from his pledge!’

(Deval answered,) ‘O Pabiji, I can see before me Deval’s excellent cows;

alone I cannot see my one-eyed bull-calf!’

Then Pabiji considered, and what did he say? ‘Lady Deval, if it was a small bull-calf it may have
remained behind in (the confusion of) the horses” hooves, or it may have died; for the rest, I have brought
all your other cows.

The calf may have remained (behind) in the dust raised by the cows;

(but) Laksmana, the ascetic deity of the sand-desert, has brought the other cows.’

(Deval replied,) ‘O Pabiji, either I should have made the one-eyed bull-calf my Sun-bull,>*?

or else I should have made it an ox for Phulvanti’s carriage.

O great lord Pabiji, either I should have made it my Sun-bull or I should have made it an ox for your
queen’s carriage.” Then the great lord Pabiji said, ‘Lady Deval, do not lament so much over a one-eyed
bull-calf! There are thousands like it among your cows, so do not think about the one-eyed bull-calf.’
Then the lady Deval said,

‘O Pabdyji, take charge of the cows;

the Caran lady Deval of Gadvaro will not take the cows!’

Cado the chieftain absent-mindedly took in his hand the opium-box that had belonged to Dhé&bo, and
began to look at it. Then at this moment Cado opened the lid of the opium-box. He opened the lid,
and then out came the one-eyed bull-calf from inside it. Then Cado considered, and said, ‘O great lord
Pabiiji, this is a joke played by Dhébo, that he fastened the one-eyed bull-calf in the opium-box!

Take charge of the one-eyed bull-calf;

give it into the lady Deval’s hand;

release Laksmana, the ascetic deity of the sand-desert, from his pledge!’

Then the great lord Pabaji was very happy, and he said, ‘Lady, take charge of your one-eyed bull-calf!’.
And now the lady Deval says to the great lord Pabiji, ‘My cows have been thirsty for many days, so
water them!’; and then next through her magic power she makes Susiyo Pir?*? sit in (the well), and tells
Pabiji to water (the cows).

(Pabij said,) ‘Cado my chieftain, make swift speed;

we shall set off to Gujavo well to water the cows!’

Pabiijt drove off the cows;

they went to the glorious ancient steps of Glijavo.

Pabiiji went and stood on the bank of Gijavo;

at once Pabuji called out to the camel-rider.?**

‘Harmal Devasi, yoke (oxen to) the well of Gujavo;

the cows’ little calves are dying of thirst!’

Harmal Devast yoked (oxen to) Glijavo;

with a jerk the Devast dropped the leather water-bag into the well.

The lady Deval (had) made (Susiyo) Pir sit in the well;

he dried up the water on the steps of Gujavo.

Harmal Devasi dropped the leather water-bag into the well;

(he saw that) Pabiji’s well Gujavo was lying dry.

(Pabiiji said,) ‘Cado my chieftain, tell me what is on your mind!

Why does no water flow from Gujavo?’

(Cado replied,) ‘O Pabiiji, I do not know so much about this;

you are known as an incarnation of Laksmana the ascetic;

the water has dried up on the steps of Gijavo.’

PabiijTt mounted the mare Kesar;

at once Kesar and the lord rode on to the steps of Gljavo.

Pabiijt gazed into the well and saw:

Susiyo Pir, the pir of pirs, was seated in the well.

92 suraji ro...sdda. RHSK (s.v. siiraji-ro-sid) glosses “a bull branded with the sign of the Sun’.

293 A magic creature created by Deval to dry up the water of Giijavo well.

294 1.e. Harmal.
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Then Pabiji considered, and said, ‘Hey, brother, who are you? My cows are dying of thirst and you sit
there after taking the leather water-bag? You have dried up the water of the well! Who are you?’ Then
(Susiyo) said, ‘O great lord, I am Susiyo Pir.’

O Pabiiji, anger arose in your mind;

(Pabij1) hurled his spear through Susiyo’s head. [Scene 81]

Scene 81: Pabijt kills Susiyo Pir

Pabiji, mounted on Kesar Kalami, kills Susiyo Pir with his spear, releasing the water for the
thirsty cattle. To the right, Harmal drives the bullocks which draw the water from the well
and into the channel in front of the cattle.

3475 Pabiyji killed Susiyo Pir;
the water flowed on to the steps of Gijavo.
(Pabiiji said,) ‘Cado my chieftain, water the cows;
Deval the Caran lady of Gadvaro will release me from my pledge!’
(Meanwhile,) KhicT of Jayal mounted his horse;
3480 he set out and went to (Jaisingh) Bhati’s glorious assembly.



The episode of the Bhatis

The hero®? of Jayal set out as starry midnight passed;
he set out and went to (Jaisingh) Bhatt’s glorious assembly.
Bhat1’s courtiers were seated proudly;
O lord, Jindrav Khici went and paid his respects.
3485 The company of the Bhatis were seated proudly;
O lord, KhicT went and paid his respects.
Jindrav KhicT put his hands together (in supplication) to BhatT;
he cast down his turban in Bhati’s assembly.?*® [Scene 82]

Scene 82: The Bhati court at Jaisalmer

On the right is Jaisingh Bhatt; facing him are two male figures, one of whom represents
Jindrav Khici, his hands together in a gesture of supplication. The turban which KhicT casts
down can be seen next to Bhatt.

(Jaisingh Bhat said,) ‘O KhicT of Jayal, tell me what is on your mind!
3490  On what great business have you come to my glorious assembly?’
(KhicT replied,) ‘O Jaisingh Bhati, hear what is on my mind!
I drove off the lady Deval’s excellent cows;
a battle took place with the Rathors.
Pabiji drove back my cows from me;
3495 Pabujt has driven away the cows and taken them to Kola!”
(Jaisingh Bhati said,) ‘O hero of Jayal, keep trust in your mind;
O lord, I shall bring the cows to the village of Jayal!’
Bhatt put saddles on his excellent horses;
the (Bhati) army rode straight to Kold.
3500 The army travelled along in throngs;
Khici and Bhati set out and came straight to Kolu.
Pabiiji was standing on the bank of Giijavo;
Pabiijt gazed forth and saw:

295 The word dhoro is glossed by RSK as ‘hero; brigand’. The latter sense is tempting in this context, but at 1. 3496 Jindrav
is addressed with the same word by his Bhat ally.

296 A gesture of submission.
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massive clouds of (dust from) the army?’ were approaching.

(Pabiji said,) ‘Cado my chieftain, look and reflect on this army;

what kind of king’s army is pouring down upon us?

Cado my chieftain, we have done ill in the land;

we left Jindrav KhicT of Jayal alive.

Cado my chieftain, I can see a proud knight;

Bhatt of Jaisalmer has mounted and arrived, (and his) army is pouring down (upon us).

Cado my chieftain, make swift speed;

race our four horses;

we shall ride into the beautiful army of the Bhatis.

Cado my chieftain, call out to the Dholi of Koli, and say,

“O Dholi, beat your drum for the splendid army!””’

O Pabdji, in Kol the war-drums were beating;

to the beat of drums Pabiiji’s army set forth.

King Biro was sleeping in his palace (lofty as) a hovering cloud;

Biiro heard the beat of drums with his ears. [Scene 5]

King Biiro gazed forth and saw:

Jaisingh Bhat1’s splendid army had arrived in the village of Kolu.

King Biro tied on his genuine sloping Rathor turban;

O lord, as Biiro travelled along he fastened the buttons of his armour.

King Biro mounted his mare Dhel;

now he set out and arrived in PabijT’s glorious army.

Lord Pabiji was standing within Giijavo, the well of Kold;?*®

Biiro went and called out (to him).?*

King Biiro, the army was massed;

in front of them all Biiro urged on his mare.

Now seven-and-a-half score Rebarts were going with a wedding-procession to see the bridegroom mar-
ried. On the way they met the great lord Pabiiji. And they said to the great lord Pabiji, ‘Sir, where are
you going today? Today you have fastened on your armour; where are you riding (with) the Rathors
of the twenty-four territories?” (Pabiji) said, ‘O Devasis, today there will be a mighty war between
me and KhicT and the Bhatis; that is why I am going to the bloody battlefield to fight!” So then the
Rebarts reflected, (and said,) ‘O great lord Pabiiji, you are the protector of our family and we are your
servants. We may die but we shall not cease following you. We are setting off to die with you!” Then
they left the wedding-procession, and together with the bridegroom they joined in Pabiiji’s army and set
off. [Scene 83]

Scene 83: Rebarts from a wedding-procession join Pabiji’s army

297 phaujd ra dala-vadala. This is how Parbi interprets this phrase in his Hindi ‘explanation’; dala-vadala can itself, however,
mean ‘massive army’ as well as ‘cloud-mass’.

298 The idea is presumably that he is standing on steps leading down to the water; in reality Giijavo (which is still a functioning
well at Kolt) is a narrow borehole, not a step-well.

299 This scene marks an important shift in Biiro’s character: up to now he has seemed feeble (1. 71-95), callously lazy
(1. 581-97), a potential traitor (1. 2665-73) and a coward (11. 3040-59). Now, when the final crisis befalls Pabiiji, Biiro
redeems himself by riding to his brother’s aid.
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The Rebaris gazed forth and saw:3®
Pabiiji’s splendid army had arrived.
There was a wedding-procession of seven score Rebaris;
they joined together with the splendid army.
3535 Pabij1 (and his companions) mounted their five horses;
they went straight to the bloody battlefield.
O Pabijji, you did ill in the land;
the swords of the Rathors and the Khicis rang in battle. [Scene 84]
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Scene 84: The final battle
Pabiiji leads his men from the left; Jindrav KhicT leads the Bhati-KhicT alliance from the

= -

right. Pabiiji and Khici meet, and exchange weapons: thus Pabiji holds Khici’s whip, and
Khict holds Pabiiji’s sword by its blade (JCM).

O chieftain Cado, arrows shot forth from your fingers;
3540 vultures were circling over you.
(Cado said,) ‘O she-vultures, wait a little while;
today Cado will satiate you with the fresh vital organs of the Khicis!’
Pabiiji mounted Kesar;
he gazed forth and searched for KhicT in the battle;
3545 (but) he could not see Jindrav KhicT of Jayal.
Lady Deval, you took on the form of the goddess Karnf;
Deval came and circled about the battle.
Pabiiji called out to KhicT;
then, O lord, the two brothers-in-law discussed matters in the battle.
3550 (Pabijt said,) ‘O Khici of Jayal, take my sword in your hand,
give your whip into my hand;
Pabiijr’s body will not fall from (a blow of) your sword!’
The great lord Pabuji began to say, ‘O Khici, my body will not fall from (a blow of) your sword, so
I shall not raise my hand against you today, nor tomorrow. Here is my sword: I give it to you. Give
me your whip. Strike at me with my own sword so that my body falls, and your vow and mine will be

300 This line and the next three form a brief metrical recapitulation of the story of the Rebars.
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fulfilled here!’3"" Jindrav KhicT reflected in his mind; and then the great lord Pabiji gave his sword into
his hand and took his whip. But Khici did not raise his hand against Pabaji. Then the great lord Pabiiji
considered, and said, ‘O Khici, O sister’s husband, strike at me with your sword so that the vows you
and 1 took in our previous birth may be fulfilled here today. Otherwise, O Khici, if I fight with you you
will not defeat me today, nor tomorrow!” (But) Jindrav KhicT did not raise his hand against Pabji.

O Pabijji, anger arose in your mind;

(Pabiji) took the whip and struck at KhicT.

The great lord Pabujt struck Khici two or three lashes of the whip.

O Jindrav Khici, anger arose at once in your mind;

straightway Khici drew his most excellent (sword).

Jindrav KhicT struck at Lord Pabiiji with his sword;

Jindrav KhicT struck at Pabji with his sword;

a heavenly palanquin came up to Pabdjt.

Pabiji entered the palanquin;

Pabiijt travelled away in the heavenly palanquin. [Scene 85]

Scene 85: Pabiji ascends to heaven
Two nymphs carry Pabiji, mounted on Kesar Kalami, to heaven in a palanquin.

So the great lord, together with his mare, travelled away in the palanquin. Now his chieftains who re-
mained behind fought and fought, and killed many of the (Bhati) army; and now those chieftains could
not die, and nobody could kill those chieftains. Then when (Pabiiji) went away, let me tell you, Cado,
Harmal and SaljT Solanki saw that the great lord PabajT had (travelled away) in a heavenly palanquin. ..
Let me tell you, Cado, Harmal and Salji Solariki, who were Pabaji’s three principal chieftains, consid-
ered, and reflected, ‘O chieftains! A palanquin has come for the great lord Pabiiji. The great lord Pabiijt
has left us and passed on to heaven. Now we have nobody in the land, in this village, in Kolu. If we
fight these (enemies), nobody will be able to kill us and we shall not obtain release. So let us take up our
swords against each other, and cut off each other’s heads!” Then Harmal Devasi considered, and said,
‘First strike me!”; then Salji Solanki said, ‘No, no, first cut me!” Cutting at each other in this way, Cado
struck off Salji Solanki’s head; all of the great lord Pabiiji’s chieftains cut at each other and met their

301 Pabiji is referring to his and Khici’s previous existence as Laksmana and Ravana in the Ramayana story: see pp. 59—60
above. The whole purpose of their subsequent reincarnation was for Khici (Ravana) to return the death-blow which Pabajt
(Laksmana) had inflicted on him.

302" At this point the tape ran out. Parbii resumed after I had started a fresh tape.
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end there in the battle. At that time, as the great lord Pabiijt was travelling in the heavenly palanquin,
he saw below him that the lady Deval, the goddess, had filled her drinking-gourd (with blood) and set
it to her mouth, and was seated there with it in her hand, drawing a line. Now the blood of three castes,
Rebari, Bhil and Rajpiit, was mingling in a single stream;** then Deval made a bank between. She
began to make a bank between, when Pabiiji, as he ascended, saw below (what she was doing, and said,)
‘O goddess, I have fulfilled your oath. My life and that of the KhicTs has come to its end because of your
oath; but why are you separating out this blood?’ Deval considered, and said, ‘O great lord, this is Bhil
blood, this is Rebari blood, this is Rajpiit blood.” (Pabijt replied,) ‘O goddess, let this blood mingle!
These have died in my service, they are my own warriors: let their blood mingle. If their blood remains
separate then (in future) Bhils will not protect Rajptts and Rajptits will not protect Bhils, and nobody in
the world will recognise Pabiji. Honour my oath, and let the blood of my warriors mingle!” The lady
Deval heard Pabiiji’s words, and, let me tell you, she broke down the bank from between (the different
streams of blood). She broke down the bank, and the blood mingled [Scene 86]. Now only Biiro was
left behind. King Biiro was left completely alone in the battle.

Scene 86: Deval allows the blood of the warriors to mingle
The red crescent shape represents the stream of blood.

The swords of the Rathors and the KhicTs rang in battle;
Biiro was left completely alone in the battle.

King Biro gazed forth and saw:

Pabiiji had passed on to heaven in the palanquin.

Then Biiro considered, and what did he say?

‘O KhicT of Jayal, stay well alert in your mind!

Today you will come to your senses when Biiro’s sword rings!’
KhicT of Jayal flared up and drew his sword with a jerk;
he cut off the head of the knight Biiro.

As the head fell a camel-rider took it in his hand;

the camel-rider took the head and set off to Kolu.

303 A powerful image which clearly implies a community of higher and lower castes in the service of the god Pabiiji. Most of
Pabiji’s followers would have been Rajpiits like himself; Harmal was a Rebari, and so were the members of the wedding-
procession that joined in the battle (11. 3530-34 above); Rajpiits and RebarTs are the primary worshippers of Pabiji today.
‘Bhil’ here will mean ‘Nayak Bhil’, that is, the caste to which performers of the present-day epic of Pabiji themselves
belong: no Nayaks have been specifically named as participating in the battle (though see n. 227 above), but evidently
some did so.



3580

3585

3590

3595

3600

3605

3610

3615

The episode of the widows’ pyre

Queen Gailovat was sleeping in her palace (lofty as) a hovering cloud;

O Queen, as you slept, Yama*** at your bedhead showed you the battle in a dream.
As she slept, the Queen said to Yama in her dream:

‘O son of JamarT, go back hence;

Pabiijt will come and kill you painfully with the point of his spear!’

Then what did King Yama say?

‘Queen Gailovat, do not be so very proud of Lord Pabuji!

Pabiijt has passed on to the court of the innocent (god) Rama.’

(Gailovat replied,) ‘O son of Jamarf, I curse your tender, soft tongue;

you have spoken such evil of my husband’s brother!

O son of Jamari, go back hence;

Cado and Dhébo will come and kill you painfully!’

(Yama said,) ‘Queen Gailovat, do not be so very proud of Cado and Dh&bo!
In the battle memorials were erected to Cado and Dhébo.

The swords of the Rathors and the KhicTs rang in battle;

Queen Gailovat, in the battle memorials were erected to Cado and Dhébo.

il

(Gailovat answered,) ‘O son of Jamari, I curse your tender, soft tongue;
may a black snake cling to your tongue!

O son of Jamar1, may your family die, may they go to the bad;

you have spoken such evil of my husband!’

Queen Gailovat, pale dawn came in the land;

at the break of day you opened your eyes from slumber.

Queen Gailovat sat in her palace (lofty as) a hovering cloud;

she sat there disconsolate in mind.

Queen Gailovat sat in her lattice window;

Queen Gailovat cleaned her teeth at pale dawn.

O Gailovat, your thirty-two teeth would not come clean;**

the five fingertips of your hands could not be washed.?%

(Gailovat said,) ‘O royal maidservant, take this water-vessel in your hand;
today the five fingertips of Gailovat’s hand cannot be washed.’

Queen Gailovat adorned herself sixteen-fold and thirty-two-fold;

she went to her mother-in-law’s glorious assembly.

307

O Gailovat, as you came down from the palace the necklace of nine strings round your throat broke;

pearls scattered in your mother-in-law’s fine

308 courtyard.

Queen Gailovat went and stood at her mother-in-law’s Sun-gate;

Gailovat stood there disconsolate in mind.

Queen Gailovat, Kamalade asked you:

‘O daughter-in-law, why are you standing disconsolate in mind?

O Biiro’s queen, your eyes appear to me wan;

your face is withered like an unripe lotus-flower.’

Then Queen Gailovat considered, and what did she say?

‘O mother-in-law, at night I slept in my palace (lofty as) a hovering cloud;
in a dream I saw the memorial of my husband in battle.

The swords of the Rathors and the Khicis rang in battle;

304
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Parbi here uses the name Jam, which refers to a minor demonic figure (see n. 10), but subsequently changes to Jamaro, a
local name for Yama, god of the dead. JamarT as the name for Yama’s mother is also seemingly a local usage.

Literally ‘did not accept the tooth-cleaning’ (datana ni jhelai).
Literally ‘did not accept the water’ (pant ni jhelai).

This refers to Biiro’s mother Kamalade who, in Parbi’s explanation, is identical with Pab@ijT’s mother KesarparT — see
n. 3 above.

sigaratha: see nn. 35 and 140 above.
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in the battle memorials were erected to Cado and Dhébo.

O mother-in-law, Pabiiji passed on to the court of the innocent (god) Rama.’

Then what did (Gailovat’s) mother-in-law say?

‘O daughter-in-law, may this dream come true in your own father’s home;

otherwise may it come true in an unpeopled place!*®

O Gailovat, I curse your tender, soft tongue;

you have spoken evil of my sons!’

(Gailovat replied,) ‘O my mother-in-law, you have formed a foolish idea in your mind;
it was written in our fate that we (should have only) a short (time in) our father’s home and father-in-law’s
home.’

Queen Gailovat climbed up into her palace (lofty as) a hovering cloud;

at pale dawn she saw a camel-rider approaching.

(Gailovat said,) ‘O tijanis of the Rathors, examine this camel-rider;

the camel-rider is whipping his bull-camel as it travels along.

The camel-rider is whipping his young camel;

the camel-rider is whipping his bull-camel as it travels along.’

The camel-rider arrived at the court of Kolu;

he arrived and couched his bull-camel low in Kold.

Queen Gailovat was seated in her palace (lofty as) a hovering cloud;

the camel-rider went and paid his respects to Gailovat. [Scene 87]

Scene 87: The camel-rider delivers Biiro’s turban to Queen Gailovat

(Gailovat said,) ‘O camel-rider, tell me what is on your mind!

Which men’'” were defeated, which men triumphed?’

(The camel-rider replied,) ‘Queen Gailovat, Jindrav KhicT the ruler of Jayal triumphed with the sword;
(but) Laksmana the ascetic deity of the sand-desert triumphed with magnanimity.’

(Gailovat said,) ‘O handsome camel-rider, tell me what is on your mind!

Which men lived, which men journeyed to the lord of heaven?’

(The camel-rider answered,) ‘Queen Gailovat, the swords of the Rathors and the Khics rang;
Pabiiji passed on to the court of the innocent (god) Rama;

in the battle memorials were erected to Cado and Dhébo.

Queen Gailovat, take up the turban of King Biiro!

Biiro passed on to the court of the innocent (god) Rama.’

Queen Gailovat’s eyes filled and she shed tears;

Queen Gailovat scattered tears like a frightened wild peacock.

Queen Gailovat came down from her palace and went and paid her respects to her mother-in-law.

309 Literally ‘within a worn-out fence’ (bodi...vara mé).

310 Literally ‘what kind of men’ (kaira nara).
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‘O mother-in-law, hear about my dream:

Gailovat’s dream has come true!

The swords of the Rathors and the Khicis rang in battle;

in the battle memorials were erected to the Rathors.

O mother-in-law, give me your blessing!

With your blessing I shall set off to (join) the sazis.”*!!

So Queen Gailovat asks for leave from her mother-in-law. Meanwhile, let me tell you, the Sodht
princess’s parrot dies in her hand. Now the Sodhi princess says what the parrot has told her, and weeping
and wailing she asks for leave from her parents, and travels to Kold.

The lady Phulvanti was seated in her lattice window;

as she sat there she discussed matters with her parrot. [Scene 51]

‘O parrot of my husband, today your eyes appear to me wan;

O parrot, your face is withered like a tender, soft flower.’

Then what did the parrot say as it died?

‘O Sodht princess, today ill has befallen in the land;

O Sodht princess, Pabijt has passed on to the court of the innocent god (Rama).’
(Phulvantt said,) ‘O parrot, tell me what is on your mind!

Which men triumphed and which men were defeated?’

(The parrot replied,) ‘O Sodhi princess, Jindrav KhicT of Jayal triumphed with the sword,
(but) Laksmana the ascetic deity of the sand-desert triumphed with magnanimity.

O Sodhi, place your trust in me;

Pabiiji has passed on to the court of the innocent (god) Rama.

O Sodhi, now make swift speed;

O Sodhi, become a sati in the name of Pabuji!’

The girl Phulvanti shed tears from her eyes;

Phulvanti scattered tears like a frightened wild peacock.

Phulvantt went and stood at the house and home of her father and father’s brother;

she went and discussed matters with her father’s brother.

O father’s brother, my kinsman, give me your leave!

I shall go straight to Kola!”

(Phulvantt’s father’s brother said,) ‘Lady, do you (really) have so much business with Kola?
Why are you setting off to Kola?’

(Phulvantt replied,) ‘O father and father’s brother, ill has befallen in the land;

the swords of the Rathors and the KhicTs rang in battle;

my husband has passed on to the court of the innocent (god) Rama.’

(Phulvantt’s father’s brother said,) ‘Lady Phulvanti, if you tell me to I shall fit out the horse-carriage;
O lady, I shall send you to Kola to the tramp of an army!’

(Phulvantt answered,) ‘O father’s brother, my kinsman, I have no business with an armys;

I shall go straight to Koli alone!

I (must have) committed a sin at the (very) gate of the blessed Lord;

O father’s brother, it was written in heaven (that I should have only) a short (time in) my father’s home
and father-in-law’s home.’

O father’s brother, my kinsman, give me your blessing!

With your blessing Phulvanti will become a sati.’

Phulvanti sat in the carriage;

close in front of her on the pole sat the old carriage-driver.

Phulvanti the virgin set out as starry midnight passed;

she came straight to Kold.

Once or twice she halted overnight on the road;

on the fifth or fifteenth (day) she removed the stirrups from her feet in Kold.

Queen Gailovat was seated in her mother-in-law’s courtyard;

Phulvanti went and paid her respects.

‘O mother-in-law, accept my respects!

It was written in heaven (that I should have only) a short (time) in my father’s home and father-in-law’s
home.’

31 A sart (literally ‘a virtuous woman’) is a widow who burns herself to death on her husband’s funeral pyre.
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Scene 88: Phulvantt meets the camel-rider carrying Pabujr’s turban

According to some versions of the epic narrative (but not that of Parbii Bhopo), as Phulvantt
travelled towards Kold she met the camel-rider bringing Pabaji’s turban to her. Phulvanti is
depicted with her parrot in her hand.

Scene 89: Phulvantl inspects Pabtiji’s empty palace

This detail did not occur in Parbii Bhopo’s performance of the epic, but is known from other
performances. Phulvanti, parrot in hand, looks into a private chamber over the Kola court;
inside it are two cushions and a royal canopy.

Phulvanti shed tears from her eyes;
3705 she scattered tears like a frightened wild peacock.
(Phulvantt said,) ‘O mother-in-law, give me your blessing!
With your blessing I shall set off to (join) the satis.’
(Phulvantt addressed Gailovat:) ‘Queen Gailovat, Biiro’s queen, adorn yourself sixteen-fold and thirty-
two-fold;
we two shall go to the steps of Glijavo well to become satis!’
3710 Queen Gailovat adorned herself sixteen-fold and thirty-two-fold;
now the satis came forth. [Scene 90]
In Kolu the war-drums were beating rhythmically;
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Scene 90: Phulvanti goes to Glijavo well to become a sati

According to the epic narrative Gailovat and Phulvantt made this journey on foot, but on the
par Phulvanti is shown, parrot in hand, riding in an ox-carriage.

to the beat of drums the satis came forth.
The other satis toyed with tufted coconuts,
(but) Gailovat toyed with a fine dagger.
The other satis mounted horses,

(but) the two sisters-in-law set off on foot.
At Giijavo well the war-drums were beating;

the satis assembled at Pabuji’s well Gijavo.

(Gailovat said,) ‘O midwife’"* of the Rathors, take this fine dagger in your hand,;

cut open my belly and deliver my child!’

Then the midwife considered, and what did she say?

‘Queen Gailovat, you have formed a foolish idea in your mind;

O sati queen, I cannot lay hands on your body!’

(Gailovat replied,) ‘O midwife of the Rathors, may your family go to the bad!

You have answered me back when the matter had been decided.’3"

The sati queen, BUro’s queen, took the fine dagger in her hand;

she cut open her belly and delivered the child. [Scene 91]

O lord, she laid the child down on the wellhead-stone to sleep;

then the little boy, just born, spoke out to his mother:

‘O my mother, who will rock the little boy’s cradle?

Who will wash the little boy’s nappies?’

Then his mother considered, and what did she say? ‘Little boy, I myself am going to become a sati.
But little boy, the Wind-god will rock your cradle;

O son, the Rain-god will wash your nappies!’

(Gailovat addressed the midwife:) ‘O midwife, take this child in your hand;

go and hand the child over to his grandmother Sonagari!”3!

(The midwife replied,) ‘Queen Gailovat, these days a feud is in progress between the Rathors and the
Khicis;

if a KhicT should see the child he will kill him painfully!’

312

312 1t is traditional for satis to carry coconuts to the pyre.
313 Literally ‘wife of a man of the barber (Nai) caste’ (nayana). Women of this caste traditionally act as midwives and nurses.

314 Some performers at this point introduce a more specific curse which, like Deval’s curse on the Dholi (1. 3117-24 above),
calls into being the disadvantages traditionally suffered by members of the caste in question: ‘O midwife of the Rathors,
may the satis’ curse fall on you; (henceforward) go about from house to house severing umbilical cords!’

315 Gailovat’s own mother, who lives in Girnar in Gujarat.
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Scene 91: The widows’ pyre

In a pyre over the well the widows of the Rathor heroes immolate themselves: among them
is Phulvanti, still holding her parrot. At bottom left of the pyre Gailovat, after cutting open
her womb, delivers her own child and hands him over to the midwife to carry to Girnar. The
midwife stands beneath a tree in which the same child sleeps in a cradle: this part of the scene
will later represent his new home in Girnar (see p. 42 above).

(Gailovat said,) ‘O midwife, the Lord will look after the child;'®
Laksmana the ascetic deity of the sand-desert will protect him.’
The midwife took the child in her hand;

she set out and went to SonagarT’s palace.

Once or twice the midwife halted overnight on the road;

on the fifth or fifteenth (day) she removed the stirrups from her feet at Sonagar1’s place.
Queen SonagarT was seated in the courtyard of her house;

the midwife went and paid her respects.

‘Grandmother Sonagari, take this child in your hand;

the child is all alone in the family of the Rathors.

The swords of the Rathors and the Khicis rang in battle;
Jindrav KhicT of Jayal killed the Rathors painfully!’
Grandmother SonagarT took the child in her hand;

when she saw his face she shed flowing tears.

‘O KhicT of Jayal, may your family go to the bad!

you have left the child all alone in the family of the Rathors.’

O my grandmother, you put the carpenter to forced labour;

he cut down a sandal tree and made a cradle for the child.
(Sonagarf said,) ‘O carpenter’s son, make swift speed;

make me a cradle from (the wood of) a fine sandal tree!’
Grandmother SonagarT set the little boy to sleep in the cradle;
his grandmother rocked him at pale dawn. [Scene 91]

In the course of years, Ripnath became a strong young man;
he played ball in his grandmother’s ruby courtyard.

O Rapnath, the heavens trembled from your blows at the ball;
now KhicT’s fortress-battlements began to tremble.

The little boy had the sons of the weak play with him;

316 yakhaila...ldja, apparently “protect his good name’; Parbii explained that the meaning is, however, as given.
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the sons of the mighty he struck one by one with his bat.

(O Riipnath,) your mother’s younger sister-in-law spoke out evil words to you;
your mother’s older sister-in-law scolded you fiercely in the palace.
‘Son of a sat7, Biiro’s son, do not be so very contrary!

The land belongs to others, not to your Rathor father and father’s brother.’
Then what did Rupnath say in reply?

‘Aunt, ask a little after my wellbeing when you speak with your mouth;
I shall break your four front teeth one by one!

Aunt, I shall break your four front teeth one by one;

I shall break the ribs of your side’” one by one!’

Then what did his mother’s sisters-in-law say?

‘O my mother-in-law,*® may your family go to the bad!

You have brought up the child of dead parents.’

(Rupnath said,) ‘Aunt, do not speak such words to me!

Your words are striking at my delicate internal vital organs.’

Little boy, the words of your mother’s sisters-in-law pained you;
(Rupnath) now went to his grandmother’s fine palace.

The little boy became sad in mind;

he went (and stood) outside his grandmother Sonagari’s courtyard.
The little boy went and stood at his grandmother’s house and home;
the little boy stood there disconsolate in mind.

O Sonagari, your gaze fell upon the little boy;

at once (Sonagari) spoke out to the little boy.

‘Little boy, tell me what is on your mind!

Why are you standing disconsolate in mind?

Ripnath my son, today your eyes appear to me wan;

your face is withered like an unripe lotus-flower.

What kind of married woman has spoken words to you?

What kind of barren woman has made mock of you and taunted you?’
Then Riipnath considered, and what did he say?

‘Mother Sonagar1, my mother’s younger sister-in-law spoke words to me;
my mother’s older sister-in-law made mock of me and taunted me.
Sonagari, tell me what is on your mind!

Of which king am I called eldest (son and) crown prince?

Sonagar1, where is my house and home?

Of which king am I called eldest (son and) crown prince?’

SonagarT heard these words;

grandmother Sonagart shed tears from her eyes;

grandmother Sonagart shed flowing tears.

‘Listen, Ripnath my son! You have no house and home;

the Sky released you and Mother Earth took you!’

(Rupnath replied,) ‘O my grandmother, you have formed a foolish idea in your mind;
without a vine there cannot be a fruit today, nor tomorrow!’

Little boy, anger arose in your mind;

the noble (Riipnath) went and fell asleep in the palace.

Little boy, pale dawn came in the land;

now grandmother (Sonagar1) went and called out to the little boy.
‘Son of a satr, arise! Pale dawn has come in the land;

little boy, the time is passing for you to clean your teeth!

Little boy, arise! Pale dawn has come in the land;

the drums and conches of the blessed Lord are sounding!’

Little boy, you opened your eyes from slumber;

at once (Rupnath) spoke out to his grandmother.

‘O my grandmother, I cleaned my teeth once yesterday at dawn;

317 Literally “back’ (pachavara).

318 Sonagart.
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I shall clean my teeth next in (the court of) the blessed Lord, the innocent (god) Rama!’
(Sonagar replied,) ‘Little boy, arise! Little boy, pale dawn has come in the land;
your friends have taken the calves to graze.’
(Rupnath said,) ‘O my grandmother, hand your calves over to tigers and thieves!
3825 May the robbers of Chitor take your cows!’
(SonagarT answered,) ‘O little boy, the cows whose sweet boiled milk you have drunk,
you have spoken such evil of those cows!’
(Rupnath said,) ‘O my grandmother, you have formed a foolish idea in your mind;
in the family of the Rathors we have never grazed cows!’
3830 (SonagarT replied,) ‘Little boy, there is no shame?" attached to (grazing) calves;
Krsna the cowherd grazed cows!’
Blazing (with anger) the little boy took the herds of calves to graze;
the little boy went straight to the pasturage of Jijaniyo.
Little boy, before you were the herds belonging to your mother’s brothers;
3835 the little boy took the calves behind him to graze.’?
His grandmother had put the ironsmith to forced labour;
she had had a flute made of steel;
as he travelled along he played cool melodies on his flute.
The little boy went and sat on the bank of the lake Biiro;**! [Scene 92]

Scene 92: Rupnath lies down by the side of the lake

3840 O lord, he went there and tethered the calves.
With the cool, sweet sound of his flute the little boy captivated the crocodiles and fishes;
with his flute he captivated Padma Nagini.**
The little boy brought fodder on a buffalo;
he fed his grandmother’s calves while they were tethered.
3845 The little boy brought skins of water on a buffalo;
he watered his grandmother’s little calves while they were tethered.

319 Literally ‘not so much shame’ (kont...atart...lgja).

320 The point of this passage perhaps does not come across very clearly. Riipnath has reluctantly agreed to graze the calves,
but he does so in a contrary way: he tethers them, and then fetches fodder and water for them on buffalo-back and feeds
and waters them where they are tethered. He also pays more attention to his flute and the princely game he plays with his
companions than to the animals. In this way he makes it clear that he neither knows nor cares about cattle-raising: he is
a Rajpit, though he does not yet know it.

321 See n. 166 above.

322 A female serpent-deity: Parbi could supply no further information.
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The little boy sat on the bank of the lake Biiro;

he imitated the ancient ways of the Rathors;

(in his imagination) he made the stones into halls and palaces.

He made the other little boys into base Rajpiits;

the boy sat (in front of them) as the lord of the forts.

Deval the Caran lady had gone to the far shore of the seven seas;

as she returned she brought loads of ochre.

Jaisingh Bhati mounted his horse;

he went to Deval’s fine palace.

The lady Deval was seated on a rug which she had spread out;

as he stood there Jaisingh Bhatt paid his respects.

‘O Caran lady, you have been to the far shore of the seven seas;

what have you brought in your little loads?

In your loads I can see the colour of ochre;

tell me the price of the ochre;

I shall pay you a high price in money!’

(Deval replied,) ‘Listen, O proud knight! I have no dealings with ochre;

I have brought jaggery and coconut-kernel in my little loads.’

(Jaisingh Bhati said,) ‘Lady Deval, do not speak such falsehood with your mouth!
Tell me the price of the ochre,

or I shall drive off your cows!’

(Deval answered,) ‘O Bhati, Jindrav KhicT of Jayal drove off my cows;
Pabiiji made his sword ring in battle;

my cows cannot be driven off by you today, nor tomorrow!

Jaisingh Bhati, do not take so much notice of Deval!

She sings the parvaros of Laksmana, the ascetic deity of the sand-desert.’
The Caran (sisters)*?* lifted the water-pots of Mother Karni;

the Caran ladies made idanis*** out of snakes.

The Caran ladies became water-bearers;

they came straight to the bank of the lake.

As they travelled along the Caran sisters sang songs of King Karna;

(they sang) parvaros of Pabiiji and recited immortal chavalis of Jagdis.
Biiro’s son was seated on the bank of the lake;

he heard the words of the Carans as they travelled along.

The Carans came to the bank of the lake;

the Caran ladies agitated the water;*%

the Carans filled their stacked water-pots and set off back;

as the Carans went, the little boy called out to them.

The little boy put a stone in his catapult;

the little boy put a stone in his catapult;

the little boy smashed the full stacked water-pots of (Deval) the Caran. [Scene 93]
Then the Caran lady turned back, and what did she say?

‘0 little boy, was it so very important for you to smash my stacked water-pots?
You will not take revenge by smashing my stacked water-pots today, nor tomorrow!’
Then Ripnath said,

‘O Caran, tell me what is on your mind!

Of which king are you singing songs of praise?

Of which king were you reciting immortal chavalis?’

Then what did the Caran say?

‘O son, you do not know about these matters;

graze your calves, look after your belly, stay in your grandmother’s house!
Do not ask me about these secret matters today, nor tomorrow!’

Then (Rupnath) said, ‘“Tell me the king whose name you were speaking.’

323 See n. 148 above.
324 An idanf is a coil of cloth used to protect the head when carrying pots etc.

325 Literally ‘the water as it lay there’ (pariya...pant nai).
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Scene 93: Rupnath breaks the water-pots of Deval and her sister

The par shows Riipnath using a bow and arrow rather than the catapult mentioned in the epic
narrative.

(Deval said,) ‘Listen, little boy! Listen to what I have to say;

we are singing songs of praise of King Karna;

(we are singing) parvaros of Pabiji and reciting immortal chavalis of Jagdis.’

Then Riipnath considered, and what did he say?

‘O Deval, what did King Karna give you, and who was Pabtji?” (Deval replied,) ‘O son, do not ask me
about these secret matters!

Little boy, where is your house and home?

Of which king are you called eldest (son and) crown prince?’

(Rupnath said,) ‘Lady Deval, this little boy has no house and home;

the Sky released me and Mother Earth took me!

Lady Deval, tell me about my home!

Of which king am I called eldest (son and) crown prince?’

(Deval answered,) ‘Listen, O little boy! Kola in the barren sand-desert is known as your village;
you are called eldest (son and) crown prince of King Biiro.

You used to have great chieftains and heroes such as Cado and Dhébo;

you used to have a father’s brother such as Lord Pabiiji, (who was) Laksmana, the ascetic deity of the
sand-desert!’

The lady Deval told the little boy the features of his house and home;

then at once he asked the lady Deval questions.

(Deval replied,) ‘Listen, brother little boy! The swords of the Rathors and the Khicis rang in battle;
in the battle Khici erected memorials to the Rathors.’

(Ripnath said,) ‘Lady Deval, tell me KhicT’s features!

By what kinds of features may I recognise Khici when I see him?’

(Deval answered,) ‘Listen, little boy! Your father’s sister named Pema was given to Khici in marriage;
Jindrav KhicT of Jayal is called your father’s brother-in-law!’

The little boy went and stood at his grandmother’s house and home;

he went and called out to his grandmother.

‘Grandmother, take charge of your calves;

I am going to strike up a feud against Jindrav KhicT of Jayal!’

Then his grandmother considered, reflected in her mind, and spoke:

‘O son, what kind of married woman has spoken sarcastic words to you?

What kind of married woman has made mock of you and taunted you?’

(Rupnath replied,) ‘Listen, O my grandmother! Nobody has spoken insults to me;

nobody has made mock of me and taunted me.

Grandmother, you told me falsehoods;
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grandmother, you brought me up (speaking) falsehoods.

Koli in the barren sand-desert is known as my house and home;

I am called eldest (son and) crown prince of King Biro.

I used to have courtiers such as Cado and Dhébo;

I used to have a father’s brother such as Lord Pabiji, (who was) great Laksmana, the ascetic deity of the
sand-desert!’

(Sonagarf said,) ‘Brother little boy, in KhicT’s army excellent horses are saddled;

little boy, how can you begin a battle alone?

You used to have courtiers such as Cado and Dhébo;

but in the battle KhicT erected memorials to them.’

Ripnath answered, ‘O my mother, stay alert in your mind!

I shall return after avenging my Rathor father and father’s brother!’

His grandmother shed flowing tears from her eyes;

she scattered tears like a frightened wild peacock.

The little boy left his grandmother behind as she wept and beat her breast;

Riipnath’s mind was set on the ochre dress of the jogi.

The little boy took green coconuts;

he went straight (to become) Guru Gorakhnath’s guest.

The little boy went and stood next to Guru Gorakhnath, who was seated in the ascetic’s posture;
bowing low he prostrated himself before Guru Gorakhnath;

he made entreaty before Guru Gorakhnath. [Scene 39]

Little boy, the Guru asked you a question:

‘Why have you come to my ascetic’s fire?’

(Rupnath replied,) ‘O Guru, the (Sun-)god with his rays disposes of (serious) business;

initiate me as a disciple of Guru Gorakhnath!’

Then the Guru said,

‘Little boy, you appear to me a young child (scarcely out) of your cradle;

O jogi, why have you put on ochre?’

Little boy, anger arose in your mind;

the little boy took on the form of a lion;

the little boy took on the form of a lion;

he made entreaty to Guru Gorakhnath.

The Guru saw the little boy’s form, (and thought,)

“This little boy is some incarnation;

I shall set him up as a disciple of Guru Gorakhnath!’

Well pleased, the Guru laid his hand on the boy’s head;

the Guru made him a disciple of Guru Gorakhnath.

The Guru took his fine dagger in his hand;

O lord, he put fine glass earrings on the little boy.

(Rupnath said,) ‘O Guru, give me your blessing!

With your blessing I shall take revenge on Khici.’

When he spoke these words the Guru considered, and said, ‘O son, are you going to take revenge on
Jindrav Khic1?’ (Rapnath) said, ‘O Guru, what is my task? This is my very task; that is why I made you
lay*?® your hand on my head.” (The Guru) said, ‘Son, if at the age of twelve years you are going to fight
Jindrav Khici, where will you find him?” (Rapnath replied,) ‘O Guru, do not worry about this matter.
O Guru, place your hand on my head!

with your blessing I shall kill Khici.’

Bowing low the little boy made obeisance to the Guru;

he fell at the feet of Guru Gorakhnath.

‘O Guru, give me your leave!

With your leave I shall set off to Jayal.’

When Ripnath had dressed himself as a jogi he set off on the road to Jayal. Then as he travelled and
travelled, Ripnath went so far that he had no idea where he was going, because he had no knowledge
of the road. Then as he travelled and travelled, night fell. Even during the night his mind was fixed on
the thought that he had to go to Jayal and kill Khici. Soon day broke, and Rupnath arrived on the border

326 Literally ‘I received’ (mhe...liya).
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of Jayal. Now Jindrav Khici had left one or two bull-buffaloes stationed (there). He had left two bull-
buffaloes stationed (there), so that if any (member of the) Rathor family had escaped and came to kill
him — this is what Jindrav Khict thought — then these two bull-buffaloes would finish him off. Now
with such matters in mind*’ Riipnath arrived on his border. Rapnath had with him no shield, no sword
— nothing. Ripnath was travelling empty-handed. When those bull-buffaloes caught the scent of the
Rathor family they came at him, one from each side; and now they began to strike at him. Then Rapnath
considered, ‘Oho! These bull-buffaloes will kill me!” Now he had no weapon with him. Riipnath looked
in this direction and that, and saw a miij reed standing there. He plucked the miij reed, stripped it with
his teeth, and struck with it at the two bull-buffaloes. He struck with it at the two bull-buffaloes, and cut
off both their heads. When he had cut off both their heads, Rupnath set off ahead. [Scene 94]

Scene 94 Ripnath kills KhicT’s buffalo

The par shows Riipnath using a sword rather than the reed mentioned in the epic narrative.
On some pars the animal depicted is a ram, not a buffalo.

The little boy spread out his ascetic’s fire in a garden;
he set up his ascetic’s fire in KhicT’s excellent garden.
(Little boy,) your ascetic’s fire burned for three full days;
but not one man enquired after your welfare.
3985 On the fourth day the lady Pema was seated in her palace (lofty as) a hovering cloud;
as she sat in her palace she saw the light of the ascetic’s fire.
Then the lady Pema reflected, ‘No master-jogi comes to the kingdom of this wicked king. No jogi comes
and no brahmin comes. Who has set up an ascetic’s fire in my garden today?’
Then Pema put on the dress of a maidservant;
she set out and arrived in the excellent garden.
3990 The lady took a bowl of milk in her hand;
she came and called out to the little boy. [Scene 95]
‘O master-jogi, where is your house and home?
What kind of master-jogi are you who have come here practising austerities?’
(Rupnath replied,) ‘Lady,*?® this jogi has no house and home;
3995 | am a master-jogi, wandering in all directions, bathing at holy places.’
(Pema said,) ‘O master-jogi, take this bowl of milk in your hand;
drink the milk of the white cow!’
Then Ripnath said,
‘Lady, where is your father’s great home?
4000  Of which king are you called eldest daughter?

327 Literally ‘considering in such a manner’ (airf riti dekha).

328 Literally ‘girl” (kiniya).
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Scene 95: Pema visits Rupnath in Khici’s garden

Tell me about yourself;*?

then I shall drink the milk you have in your hand.’

Then the lady Pema said, ‘O master-jogi, my father’s home is Kola, I am the daughter of Rav Dhadal,
I had brothers such as Biro and Pabiji, and my name is Pema. And they married me to Jindrav Khici,
and my husband’s home is Jayal.” Then Ripnath began to say, ‘O father’s sister, it is you I have come to
to take revenge on that enemy!” Then his father’s sister considered, and said,

‘Little boy, tell me about yourself;

of what king are you called eldest (son and) crown prince?’

(Rupnath replied,) ‘O my father’s sister, Kol is known as my village;

I am called eldest (son and) crown prince of King Biiro.”

Then aunt and nephew were very happy, and they embraced. Then his father’s sister began to weep, (and
said,) ‘O son, you are a young boy of twelve years; how will you fight this Khict, and how will you kill
him?’ (Rupnath) said, ‘O father’s sister, I may spend twelve (further) years in Jayal, but I shall not return
without killing Khici!

O father’s sister, tell me Khict’s features!

By what kinds of features may I recognise Khict when I see him?’

(Pema said,) ‘O son, it is my own sorrow that this Khict has harmed my family so badly. But this is the
very prayer I have been making before the blessed Lord, that if anyone in my family has escaped, they
should take revenge on this Khici. The blessed Lord heard me; but, child, you are very little, so you will
not be able to fight him.” (Rapnath) said, ‘O father’s sister, do not worry about this matter. You tell me
his features — which palace he lives in, which palace he sleeps in.” (Pemai) said, ‘O son, his palace is
extremely strange, so that you will have no idea whether it is a palace, or water, or the ground, or what.’
(Rapnath replied,) ‘O father’s sister, then tell me all its features!” (Pema said,) ‘O son, I will tell you its
features; but in front of it are either snakes or tigers as guards. First a snake-god will bite you; if you
escape from the snake then the tiger will not let you go, and if you escape from the tiger then Jindrav
Khici will not let you go. For the rest, I speak as your mother: heed my words, and return!” (Ripnath)
said, ‘O father’s sister, my head may fall, but I shall not return!’

Then what did his father’s sister say? ‘O son, I shall give you the ring from my hand: wear it on your
hand. Enter the palace, and keep on going inwards. Where you seem to see a lake — “Brother, it is full
of water!” — do not fear, but throw down this ring of mine on the ground. The palace has a slope, and
this ring will go rolling down that slope. Keep on going right behind it. If you see (what seems to be)
the ground there, then pass along its left side. You cannot pass along its right side, so, O son, do not

329 Literally “tell me your features’ (dijai mhdnai thara ailana...vataya).
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go that way. That place is full of deep water, and you would drown in it and die, die in the lake!” His
father’s sister was very happy, and she took off her ring and gave it to Riipnath. So Riipnath, with his
ring and in the dress of a jogr, set off from there. Then his father’s sister considered, and said, ‘O son,
you will encounter a black snake on the way. This is what you should do. Here is a bowl of milk: keep
it, filled, in your hand; and if a snake comes to bite you then put this bowl of milk before it. The snake
will start to drink the milk, and you carry on ahead.” (Riipnath said,) ‘O father’s sister, when I encounter
a tiger further on, (what should I give) to it?’ (Pema said,) ‘Take with you two goats’ heads, so you may
give both tigers the goats’ heads, and enter further in. And then as soon as you go on ahead you will
find KhicT sleeping in his palace.”*** [Scene 96]

)

Scene 96: Ripnath kills Khict

On the left, Ripnath is seen entering Khici’s bedroom knife in hand, after feeding goats’ heads
to the tigers. On the right, he kills the reclining Khict; Khici’s blood flows down through the
palace in a stream.

The little boy went and stood at the edge of KhicT’s rug;

the little boy seized his hair and sat on his chest.

(Ruipnath said,) ‘O Jindrav KhicT, dispel the slumber from your eyes;
today I shall levy vengeance for my Rathor father and father’s brother!’
O Khici, you opened your eyes from slumber;

with both eyes you saw a little boy seated on your chest.

(KhicT said,) ‘Little boy, tell me what is on your mind!

Of which king are you called eldest (son and) crown prince?

Little boy, where is your house and home?

Of which king are you called eldest son?’

(Rupnath replied,) ‘O KhicT of Jayal, hear what is on my mind!

Koli in the barren sand-desert is my village;

I am called eldest son of King Biiro.’

(KhicT said,) ‘Little boy, tell me what is on your mind!

On what great business have you arrived in my pleasure-palace?’
(Rupnath answered,) ‘Listen, O KhicT of Jayal! You are forming a foolish idea in your mind;
when the swords of the Rathors and the KhicTs rang in battle,

O Khic, in the battle you erected memorials to my Rathor (kinsmen).

330 Parbii omitted to specify at this point that Ripnath follows Pem&’s instructions, and thus now finds himself in Khici’s
bedchamber.
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Today I shall levy vengeance for my father and father’s brother;

O Jindrav Khici, I shall cut off your head!’

His father’s sister was standing in her palace (lofty as) a hovering cloud;

as she stood there, his father’s sister called out to the little boy.

‘Little boy, you are delaying!3¥!

You sit there discussing matters with your enemy!’

Then at his father’s sister’s words Rupnath drew his dagger and cut off Jindrav KhicT’s head.It was the
middle of the night. When he cut off Jindrav KhicT’s head the stream of his blood flowed downwards.
Then what did the lady Pema do? She placed her curd-churning bowl beneath that flow of blood. Then
Jindrav Khict’s blood collected in that bowl, and in the middle of the night the lady Pema churned that
blood [Scene 97]. Now when the other Khic queens heard the sound of churning they said, ‘Has Jindrav
KhicT’s queen gone mad, that she does her churning in the middle of the night? Now it is the middle of
the night, now it is twelve o’clock or one o’clock, and she has done her churning in the middle of the
night?” Then all the queens came to ask her. They said, ‘O lady, have you become some great queen,
that you do your churning in the middle of the night?’ (Pema) said, ‘O mad queens, do not speak such
words! When Jindrav Khici destroyed my Rathor (kinsmen) you churned your curd at twelve o’clock in
the day; and today my Rathor (kinsman) has killed your Jindrav Khici, so I have churned his blood in
the middle of the night!” When she said these words, lamentation broke out; let me tell you, the army
and the batallions and (Khici’s) men surrounded the palace on all four sides. Now the little boy was
standing trapped in the middle of the palace, and his father’s sister became very worried in her mind
as to how the little boy should get out. Then Riipnath, holding the head he had cut off, came back the
same way (he had gone). There stood his father’s sister churning (Khict’s) blood. He went and stood
before his father’s sister and began to say to her, ‘O father’s sister, I have cut off his head, but now how
am [ to get out of the palace? The doors are shut on all four sides, and how am I to get out?” Then
his father’s sister Pema considered, and said, ‘O son, your father’s mare Dhel is tethered in the seventh
underground room. That mare will not allow any KhicT to come near. Go to the mare Dhel and open the
door, and let her out from her stable. Only that mare can help you; I can see nobody else who can help
you here.” Then she showed Ripnath the way, and Riipnath went straight to the stable. The head was in
his hand, and he went straight up to the mare. Then the mare smelt the scent of the Rathor family, and
thought, ‘Today a master has come for me!” Rapnath took hold of his father’s mare Dhel and saddled
her, and mounted her. Then he began to say, ‘O mare Dhel, if you will get me out of this palace today
then I shall know that you are my father’s mare!” Then so much strength arose in the mare Dhel, and
she leaped up from there with so much zeal that she jumped KhicT’s palace and came outside. When
she jumped the palace and came outside she went straight into the garden. Then behind her (Riipnath’s)
father’s sister herself came into the garden, let me tell you. She came, and began to say, ‘O son, now
you have taken revenge on Khici, and you have indeed got out; now give me Khici’s head so that I may
become a sati!” (Riipnath) said, ‘O father’s sister, I shall take the head of this enemy KhicT all the way
to my grandmother’s house, and when I have taken it there I shall fashion it into a ball and play ball with
it. Maybe I shall give you the head later.’**? (Pema said,) ‘O son, do not be so stubborn! Give me the
head, so that I may become a sati with the head!”3%

With these words Riipnath sat on his mare and whipped her up away from there [Scene 98]. The mare
went straight to the fortress of Girnar. Having reached Girnar he went up to his grandmother; and
Riipnath went and called out to his grandmother. ‘See, grandmother! Today I have returned after killing
Khici, the enemy on whom your Ripnath had to take vengeance! Today I have fulfilled the vow (I took)
over those words which my aunts used to speak to me!’3* Then at once his grandmother filled a tray
(with diamonds and pearls) and came out, and when she had come out she began to perform Rupnath’s
welcome-ceremony. (Riipnath) said, ‘Grandmother, why are you welcoming me? Do not welcome me;
welcome the mare Dhel, for she saved my life and brought me to you.” Then his grandmother helped
him down (from the mare) and clasped him to her; and she began to say, ‘O son, today you have made
your name in the land by returning after killing Khict to avenge your father and father’s brother!” Now
Riipnath ordered a silk cloth to go round that head, and he sat and fashioned it into a ball. He fashioned

331 Qr, taking the word ghani as intrinsic to the line, ‘you are delaying greatly’.
332 Literally “if you get the head later then you get it’ (pachai thanai kot matho milai to mila).

333 When he resumed the narrative at this point, Parbii evidently forgot that he had not resolved the dispute between Riipnath
and Pema over the head.

334 1 1. 3768 ff. above.
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Scene 97: Pema churns Khict’s blood and advises Riipnath

The blood flows down from the previous scene into Pema’s churn as Rupnath arrives carrying
KhicT’s head.

Scene 98: Rupnath escapes on the mare Dhel

a ball, took bat in hand, and played ball in his grandmother’s courtyard [Scene 99]. Then he struck one
blow at the ball, and that blow went all the way to Gujavo well. Riipnath went to Glijavo well, and struck
blow after blow until he came all the way (back) to his grandmother. He played excellent ball in his
grandmother’s courtyard; then by playing and playing (such) excellent ball he grew satisfied, and then
he began to say, ‘O grandmother, my father’s sister is very distraught, so today I shall give her back that
head, so that she may become a sati.” Then Riipnath struck the ball out of there with a blow, and he
said, ‘O father’s sister, you may become a sati with the head of your husband which is coming (towards
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you)!” Riupnath drew (back his bat) and gave a blow at the ball, and the ball arrived there. Then his
father’s sister became a sat7 with that head.

Scene 99: Ripnath and a companion play hockey with Khic’s head

Afterwards, Riipnath paid his respects to his grandmother, put his hands together (in supplication), and
said, ‘Grandmother, I myself have remained a disciple of Guru Gorakhnath, and I need neither kingdom
nor throne — I need nothing.

Grandmother, give me your blessing;

with your blessing my mind is set on the ochre dress of the jogr.’

Then Riipnath assumed his full form,*3 and went to Sagan ro Dhoro** and set up his ascetic’s fire; he
set up his ascetic’s fire beneath a kitmatiyo tree, and sat in Guru Gorakhnath’s ascetic posture. And his
ascetic’s fire is famous at Sdgan ro Dhoro.

O great Rathor Pabiji, mounted on Kesar Kalamt!

335 I.e. became manifest for what he truly was, a great holy man.

336 According to Parbi, a sandhill near Bikaner.
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Scene 100: Riipnath presents Khic’s head at Pabiiji’s court

This is not referred to in the epic narrative. Since Pabajt has returned to heaven, the depiction
of his court here clearly represents his shrine (JCM).
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Appendix 1
The story of Pabujt as told by Muhato Nainast

The following is a translation of the Vata Pabiji ri occurring in the seventeenth-century Chronicle
(Khyata) of Miihato Nainast (Sakariya 1964, pp. 58-79). A synopsis of this Vata was published by L. P.
Tessitori (1916, pp. 110-14); it is clear from a number of minor divergences that Tessitori and Sakariya
were working from different manuscripts containing occasional textual differences. I have remarked on
such divergences in the notes, except when nothing more is in question than a trivial difference in the
spelling of a name. I have also made occasional reference to the Hindi translation of the story (Diigar
1934, pp. 167-81).

For conformity with the epic, proper names are spelt in the modern manner, without the ‘inherent a’
— thus, for example, Dhadhal not Dhadhala. In addition, to minimise confusion, every name is quoted
in the same form throughout, ignoring honorifics (save for the -ji of Pabiji himself) and diminutives.
I have employed a degree of licence in the translation of certain much-repeated words, reducing the
number of occurrences of sentence-initial rahara ‘then’, and sometimes substituting ‘ask’, ‘reply’ etc.
for the verb kah- ‘say’. In all other respects, however, the translation has been kept as literal as possible,
in the hope of conveying something of the very simple style of the original.

The numbers appearing in the margin refer to lines of the epic narrative, and are intended to draw
attention to elements in that narrative which are comparable with the events described by Nainasi. Open-
ing and closing angle-brackets are used to signify the beginning and end of an epic passage — thus <100...
200> means ‘Cf. 1. 100-200 in the epic.” More detailed comparisons are indicated in a self-evident way
by means of line-numbers without angle-brackets: such numbers often refer not to an individual line but
to the beginning of a sequence.

etk

Dhadhal lived in Mahevo. He left Mahevo and came and halted by the lake in Patan.! Now nymphs
(apsarases) used to come down to the lake.> When Dhadhal’s tents were set up, the nymphs came down.
Then Dhadhal saw the nymphs, and caught one of them and kept her. The nymph said, ‘O great Rajpit!
You have done wrong. You should not have caught me, for I am a nymph.” Then Dhadhal said, ‘You
live with me.” The nymph replied, ‘If you spy on me I shall go.” Then Dhadhal said, ‘I shall not spy on
you.” On this stipulation she remained. And they left Patan and came to Kolu.

Pamo Ghorandhar?® was the ruler in Kold. Dhadhal did not go to see Pamo. He came to Kold and
stayed where he had parked his wagons. In the course of time two children were born of the nymph’s
womb, one a daughter, one a son. The daughter’s name was Sona, the son’s name was Pabuji. Then a
private dwelling was made for the nymph. There the nymph lived. Dhadhal went daily to the nymph’s
house.

Then one day Dhadhal reflected, ‘Let us see, the nymph did say that I must not spy on her; well,
today I shall go and see. Let us see what she is doing.” So in the last watch (of the day) Dhadhal went to
the nymph’s dwelling. There before him was the nymph in the form of a lioness, and there was Pabiijt

1 So our text; Tessitori does not specify the place but refers only to Gujarat.

2 Though it is not sung as part of the epic narrative, bhopos know a story very similar to the one Nainas tells here. Parbii’s
version of it is as follows: Benighted while out hunting, Dhadal (= Nainasi’s Dhadhal) halted by a beautiful lake to rest.
In the middle of the night some nymphs (paris) came to bathe in the lake. Dhadal was woken by the sound of water
splashing, and looked out. The other nymphs had left, but in the moonlight he saw the nymph Kesarpart bathing. He
crept up and stole her clothes, and hid. Kesarpart came to look for her clothes; finding them gone, she called out with
promises and threats for whoever had them to hand them back. Dhidal came before her, but refused to return the clothes
until she agreed to marry him. KesarparT consented, on the stipulation that he would never enter her room without first
giving a cough to announce his presence; otherwise, she said, she would leave him. Dhadal promised to observe the
stipulation. But one day, after Pabaji’s birth, he entered without warning, and saw his son being suckled by a tigress. The
tigress at once changed her form back into that of the nymph Kesarpari, and told Dhadal that, because of his violation
of her stipulation, she would now leave him forever. The baby Pabiijt asked his mother who would look after him in her
absence, and she replied that when he was grown she would return to him in the form of a mare for him to ride; and later
this happened.

3 Tessitori gives his name as Pemo.
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in the form of a lion(-cub) taking suck from the lioness. Dhadhal saw this.* Then the nymph assumed
her own form. Pabuji became a child. Then Dhadhal went into the dwelling. The nymph said, ‘Sir! 1
made a stipulation with you, that on the day you spied on me I should go; so now I am going.” With
these words the nymph flew up and ascended into the sky. Dhadhal stood staring.

From then on Dhadhal kept Pabiiji in that same place. A nurse stayed there. He also kept a servant-
girl. Then after some time Dhadhal died.

Now there were two sons, Pabaji and Baro. Biiro ascended the throne.’> Subjects and servants,
all went to Biro. None stayed with Pabiiji. Dhadhal had had two daughters: Pema was married to
Jindrav Khict,® and Sona was married to the Devaro ruler of Sirohi. Now Biro was the ruler. Pabiji was
(only) about five years old, but he was a miracle-worker. Alone he would ride out to hunt on his single
she-camel and bring back game. This was how things stood.

Now there were seven Thor1’ brothers, born of one mother: Cado, Devo, Khapi, Pemalo, Khalmal,
Khangharo and Casal.® These seven brothers were the servants of Ano Vaghelo. Now famine struck
Ano’s land. Then the Thorfs killed an animal. Ano’s son came to hear that the Thors had killed the
animal. Then he came. He challenged the Thoris. A quarrel broke out between the Thoris and Ano’s
son. Ano’s son was killed. Then the Thoris, after killing Ano’s son, yoked (beasts to) their wagons, took
their children and fled. Ano came to hear that the Thoris had killed his son and were fleeing. Then he
mounted and caught up with them. They fought. The Thoris’ father was killed. When Ano had killed
their father he returned.® From then on, to whosesoever house the Thoris went, no-one would take them
in. They said, ‘We are no match for Ano Vaghelo.” Then the Thoris travelled and travelled, and came to
Pamo Ghorandhar’s house. Pamo took the Thoris in. Then his advisers and ministers said, ‘Sir! These
Thoris have come after killing Ano’s son. If you take them in, hostility will arise between you and Ano.
We are no match for Ano.” Then Pamo too, fearing Ano, bade the Thoris farewell. He said, ‘Go to the
descendants of Dhadhal. They will take you in.’

Then the Thorfs took their wagons and came before Biiro. They came, paid their respects to Biro,
and said, ‘Sir! If you will take us in, we shall stay.” Then Biro refused. He said, ‘I have no need of you.
But my brother Pabaji has no servants: he will take you in.’

Then the Thorts parked their wagons and came to Pabiiji’s house. They asked, “Where is Pabji?’
The nurse said, ‘Pabiiji has gone to hunt.” Then the Thorts too went to hunt behind him. Before them
Pabiiji aimed an arrow at a deer. His she-camel was seated. At this point the Thoris asked, ‘Hey, lad!
Where is Pabtji?” Then Pabiji answered, ‘Pabiji is gone ahead to hunt.’

Then the Thoris decided thus: ‘This lad is standing here; let us take the she-camel and have our
today’s meal.” So the Thoris thought. Now Pabiiji was wise and brave. He perceived what they had in
mind. Pabjt said, ‘Hey, Thoris! You take this she-camel and have your today’s meal. When Pabiijt
comes I shall tell you.”! Then the Thors took the she-camel and came to their tent. There they killed
the she-camel and had it for their meal in the tent.

Now in the last watch (of the day) Pabuji came to his tent bringing a deer. And during the last watch
the ThorTs too came to pay their respects to Pabiji. Before them Pabiji was seated. Then the Thorts
thought. They said (to themselves), ‘Hey! This is the same one who gave us the she-camel.” Then the
Thorfs asked the nurse, ‘Madam! Where is Pabiiji?” The nurse replied, ‘Hey, brother! He is seated here;
do you not recognise him?” They paid their respects to Pabiji. Then Pabiji said to Cado, ‘Hey, Cado!
Where is my she-camel that I entrusted to you?” Cado replied, ‘Sir! You gave it us for our meal, so we

4 Tessitori evidently interprets this sentence, ‘She saw Dhadhal’.

5 Evidently Dhadhal had established himself as a rival chieftain of Kold; later we read that Pamo Ghorandhar has moved

to another village. Biiro and Pema (referred to in the next sentence but two) were Dhadhal’s children by an earlier con-
ventional marriage.

Nainasi spells this name Jidrav Khici.
A disrespectful equivalent of Nayak, the caste to which the bhopos of Pabiiji belong.

Tessitori has Khakha for Khapt, Khemalo for Khalmal, and Vasalo for Casal; the first and last cases must represent
different readings of the same name, for the normal MS spelling of Khakht would be sasiz, and s and p are easily confused;
the same applies to the letters v and ¢ in the case of Vasalo / Casal, and the distinction between / and [ is editorial (Sakariya
uniformly and erroneously has Dhadhal for Dhadhal). It is interesting that this list fails to mention the ‘eighth ThorT’,
Hariyo, who appears later in the story: Hariyo is equivalent to the epic Harmal, who likewise stands somewhat apart from
Pabiiji’s other companions. In our text a ‘ninth ThorT’, Débo, is also mentioned.

Parbii Bhopo too knows of a connexion between Ano Vaghelo and Pabiiji’s companions Cado and Dhébo, but it is a
somewhat different one: instead of killing their father, he is their father.

10 Or, ‘I shall tell him’.
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have eaten it.” Then Pabijt said, ‘What? What do you mean, you ate the she-camel? I shall have food
given you for your meal. But how could one eat a she-camel?” Then he added, ‘You did not eat the
she-camel.” Then the Thoris answered, ‘We did eat the she-camel; we can hardly bring it back to you
now.’

Then Pabujt appointed a man (to go) with them, and said, ‘Go to their tent, and find out.” The Thor1s
went with the man to the tent, and what did they see? Where bones had been lying, there was that same
she-camel, fettered and chewing the cud. They went, and what did they see? The she-camel was seated
there. Then the Thorts asked their wives, ‘How did this she-camel get here?” Their wives likewise
replied, ‘Sirs! It was not there before. We too have only just seen it.” Then the Thoris thought, “This
Rajptt is a great miracle-worker. He will take us in.” They came before Pabiiji, bringing the she-camel
with them. Then Pabiiji said, ‘Hey! You told me you had eaten the she-camel.” The Thoris replied, ‘Sir!
We understand (now). You have shown us your power, sir.” Then Pabiijt said, “Then you will stay?” The
Thorts answered, ‘Sir! We shall stay.” Then the ThorfTs stayed with Pabijt as his servants. This was how
things stood.

Then Biiro’s daughter (Kelan) was married to Gogo (Cauhan). When the time came to give wedding-
gifts to the girl, some promised cows, some promised other things. Then Pabiijt said, ‘Sister, I shall fetch
Dodo!'? Siimaro’s herds of she-camels to give you.” Then Gogo laughed, and said, ‘These days Dodo
Samaro is called a second Ravana.”> How will you bring his she-camels?” Pabiji answered, ‘I shall
bring the she-camels.” Then Gogo set out and went to his own place. Afterwards, Pabiijt said to Hariyo
the Thor1, ‘Hey, Hariyo! Go and look for Dodo’s she-camels, so that we may bring them and give them
to Buro’s daughter. The people in her husband’s home will laugh; they will say, When will your uncle
bring the she-camels to give you?’ Then Hariyo went to look for the she-camels.

Meanwhile, Cado kept saying to Pabiiji, ‘I owe Ano Vaghelo a debt of vengeance; help me to pay
it off, sir.” Then Pabaji replied, ‘Indeed, I shall help you.’

At this time PabujT’s sister Sona and Sona’s Vagheli co-wife were (once) playing caupar.* Now
Vaghelt’s father (Ano Vaghelo) had given her many ornaments, and Vagheli made much of her orna-
ments and praised them greatly. Then they began to quarrel with each other. Then Vagheli taunted Sona.
She said, ‘Your brother eats in the company of ThorTs.” Sona grew angry. Then the king (of Sirohi, her
husband,) said, ‘O Rathor woman! Why are you angry? She speaks the truth, in that Pabiji does sit
in the company of Thoris.” Then Sona answered, ‘What you say is true; but you have no ministers like
my brother’s Thoris.” Thus spoke Soni, whereupon the king became enraged. In the king’s hand was a
whip, and he dealt her three lashes with it.

Then Sona wrote a letter and sent it to Pabiji. She wrote thus: ‘At Vagheli’s word the king struck
me.” A man took the letter and gave it into Pabaji’s hand. Pabaji read the letter and summoned Cado,
and said, ‘Make ready. We shall ride against the king of Sirohi. A letter has come from my sister.” Then
the seven Thoris mounted; for Pabuji to ride there was the mare Kalami.'?

The Kachelo Carans had gone to the sea to load a cargo, and they took with them a mare. With it
they came to the edge of the sea, and halted. Then a fejala'® horse came out (of the sea) and mounted
the mare. The foal Kalami was born to her. Jindrav (Khici) asked the Kachelos for the mare (Kalami),
but the Carans would not give her. And Biiro asked them, but still they would not give her. Then Pabiijt
asked them. Then the Carans gave the mare to Pabuji. They said, ‘Sir! We have given the mare to you;
if ever we have need, then come to our aid.” Then Pabijt said, ‘If ever you should have need, I shall not
(stop to) put on my shoes.” Having made this promise he took the mare. Then Jindrav Khici and Biiro
were angry with the Carans.

Il Komal Kothari reports hearing a very similar story in the far West of Rajasthan, which again has to do with PabajT’s

companions being persuaded to stay with him: Pabiji sent Cado and Dhébo to fetch water, which they were to carry on
the back of a buffalo; but when they reached the water Dhébo felt so hungry that he ate the buffalo. The two brothers
returned to Pabiji and told him what had happened; but he commanded them to go back and look for the buffalo, and
when they did so they found it alive and whole, with a full water-container on its back.

Tessitori gives this name as both Devo and Dedo; there can be no doubt that our reading is preferable, as Dodo was a
common Sumaro name.

vodho ravana, so interpreted by both Tessitori and Sakariya. vodho, obscure in sense, is evidently the same as the odho
that occurs later in the same context. Cf. also RHSK, s.v. dodho ravana: ‘(m.) 1. [Ravana’s brother] Kumbhakarna; 2.
great Ravana; (adj.) very powerful.

A board-game.
Spelt Kalavi by Nainasi. The name is presumably connected with the adjective kalo (feminine kalr) ‘black’.

Sense obscure: possibly ‘wonderful’, or perhaps merely the name of the horse.
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Then Pabiiji mounted and came to Biiro’s house. He paid his respects to Bro. Then he voiced
his respects to his sister-in-law, who was inside. A servant-girl went inside and said to Dod-Gehalt,"”
‘Madam! Pabijt has sent you his respects.” Then Dod-Gehalt said to the servant-girl, ‘Go and tell my
brother-in-law that his sister-in-law summons him inside.” The servant-girl went and told him. Then
Pabiji went inside. Dod-Gehali said, ‘Pabuji! You should not have taken the mare from the Carans.
Your brother had asked for the mare, so you should not have taken her” Then Pabujt replied, ‘If my
brother is to take the mare, here she is.” His sister-in-law answered, ‘For what purpose should he take
her now? But what will you do with the mare? Plough your fields and sit down to eat? Rather it seems
that now you have taken the mare you will go on plundering expeditions.” Then Pabdjt said, ‘If Biro is
to take the mare, take her. You taunt me, but I too am a Rajpiit; I too need the mare. And since you speak
of plunder, I shall fetch the mares of Didvano'® itself.” Thus spoke Pabiji. Then Dod-Gehali replied,
‘Sir, my brothers are not such men as would allow you to bring back plunder. Why, they would catch up
with you on the road and arrest you, and know that you were the brother of their brother-in-law, and so
not kill you but (bind your arms)'® behind your back and make you weep bitterly.” Then Pabujt said, ‘I
am a Rathor. Have you ever heard of a Dod beating a Rathor?” The Dods ruled in Didvano; there Biiro
had been married. Then Pabdji, after quarrelling with his sister-in-law, came back to the tent.

Then he summoned Cado, and said, ‘Cado! We shall go to the Devaros (of Siroht) afterwards; first
we shall plunder Didvano.” Then Pabiji mounted. The seven Thort brothers mounted. They travelled
and travelled, and came near to Didvano. Then Pabiji threw down his quiver at a certain spot, and sat
down. He left his mare nearby. And the ThorTs took a herd of she-camels, and drove them to that place.
Then the camel-herd went before the Dods and cried, ‘Sirs! They have taken the she-camels; ride in
pursuit.” The Dods asked, ‘About how many riders are there?” He replied, ‘Sirs! There are seven Thor1s
on foot making away with their spoils.” Then they rode in pursuit, until the Thoris with the she-camels
appeared in front of them. The riders, pursuing from behind, came level with the spot where Pabiji was
seated. Then Pabuji loosed some arrows. As a result, ten men of the Dods were killed. Then Pabijt
called to Cado, and to the other Thoris too, ‘Come back!” The Thoris turned back. They took their
horses and mounted. Meanwhile, the leader of the Dods caught up with them from behind. Then the
Thoris who were with Pabiji captured the Dod leader. Then the remainder of the Dods’ company turned
back. Pabuji said, ‘Release the she-camels. Our business was with these Dods, so take them with us.’?

Then, taking the Dods with them, they travelled through the night until they came to Kolu. They
placed the Dods in the assembly-hall. And they themselves went into the palace and slept. Then dawn
came, and Pabiiji awoke. He said to the nurse, ‘Nurse! You go to Dod-Gehalt and summon her here. Tell
her that Pabijt said, Come, sister-in-law, and see my palace; I have had it made anew.” Then the nurse
went to summon Baro’s wife. And Pabiji said to the Thoris, ‘Cado! Bind the Dods’ arms behind their
backs with their turbans, make them weep by pinching them with your fingers, and place them standing
beneath the window.” Then Cado took the Dods and brought them beneath Pabiji’s window, and stood
there. Meanwhile, the nurse went to Dod-Gehalt and said, ‘Mistress! Pabiji summons you. He says, |
have had my palace made anew; pray come and see it.’

Then Dod-Gehali sat in her ox-carriage and came to see Pabuji’s palace. Before her was seated
Pabiijt; he rose and paid his respects to her. He said, ‘Mistress sister-in-law! Beneath the window is a
show: behold it She began to look through the window. Then the Thorts pinched the Dods with their
fingers, and they began to weep. What did Dod-Gehali see? Beneath her were her brothers, bound and
weeping.?! Then Dod-Gehali said, ‘Pabiji! What is going on here? I spoke to you in jest.” Then Pabaji
answered, ‘Sister-in-law! I likewise brought them here in jest. But insults should not be addressed to

17 Biiro’s wife, equivalent to the epic Gailovat. Tessitori has Gaheli for the second part of her name.

18 Dod-Gehali’s native place.

1s phrase 1s missing in the text, presumably throu amage to Sakariya’s , but Dugar in his translation and Sakariya
'9Th'ph is missing in th p bly through d g Sakariya’s MS, but Diigar in hi lati d Sakariy

in a footnote both give it thus.

20 There is an inconsistency in the story at this point: only one Dod was said to be captured alive, but several are taken back

to Kola.

2l The text erroneously refers to only a single brother. In Tessitori’s version the treatment meted out to the Dods is more

severe: ‘...what did she see but her brothers, their hands tied behind their backs, their faces turned upwards, and their
cheeks watered with tears, whilst the ThorTs were pulling them by the hair and administering them a generous thrashing’.
Note that the description translated here more exactly mimics the treatment Dod-Gehalt had promised Pabijt at her broth-
ers’ hands: PabijjT’s aim is not revenge or punishment, but rather a playful demonstration of his own easy superiority over
the Dods.
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Rajpits; taunts should be addressed to wicked sons.’?> Then Dod-Gehali said, ‘You have done well.
Now release them.” Then at his sister-in-law’s word Pabiiji released the Dods.

Afterwards, Dod-Gehalt took her brothers and kept them for four days, and then bade them farewell.

After this, Hariyo, who had been looking for (Dodo Stimaro’s) she-camels, came and said to Pabaji,
‘Sir! We cannot lay our hands on Dodo’s she-camels. Dodo is mighty; his kingdom is great. And in
between flow the five rivers.”? He is called a second Ravana.?* We are no match for him.” Thus spoke
Hariyo on his return. Then Pabujt said, ‘Very well, we shall deal with him as we come back. As for
now, ride against the Devaros.” Then they all, eight mounted and Hariyo the ninth on foot, rode against
Siroht.

On the way lived Ano Vaghelo. Ano’s sway was great; but those (of Pabiiji’s company) too were
all miracle-workers. Cado said, ‘Sir! Ano lives here; and we owe him a debt of vengeance.” Then they
urged on (their mounts), and came to Ano’s village, and halted in his garden. Then the gardener went
to Ano and cried, ‘Sir! A number of riders have come and halted (here), and they have plucked all (the
fruit of) the garden and eaten it.” When Ano heard this he mounted and rode off. Then a fight took place
between Pabiiji and Ano Vaghelo. Ano’s whole company was killed. Ano too was slain. Then Pabiiji,
after killing Ano, said to Ano’s son, ‘I shall kill you too.” Ano’s son presented his mother’s ornaments
to Pabiiji. Then Pabiiji established Ano’s son on the throne.

After establishing Ano’s son on the throne, they themselves rode towards Sirohi; they travelled
through the night to Siroht. (Pabuji) said to the king, ‘You will imagine that Pabuji has come to meet
you, but I have not come for a meeting. You struck my sister with a whip; that is why I have come.” Then
the king likewise gathered all his company together and mounted. There was a fight. Then Pabiji said
to Cado, ‘Cado! We must not kill the king but capture him.” Then when the fight took place many of
the company of the Devaros were killed, and the king fell into the hands (of Pabiiji’s company) and was
captured. And Pabjt said, ‘Do not kill him. He is a son of Deviji” Then Pabuji’s sister came before
Pabiji seated in her ox-carriage, and said, ‘Brother! Grant me a boon:? release the king.” Then Pabji,
at his sister’s word, released the king. And Pabiiji gave to his sister the ornaments of Ano Vaghelo’s
wife, and said, ‘Sister! (I give) these ornaments to you as a wedding-gift.” Then there was harmony
between the two brothers-in-law. The king brought Pabijt into the fortress of Sirohi.?

Then Pabiji went, together with his sister, to inform Vaghelt about her father. Sona said to Vagheli,
‘Sister! Perform the customs (relating to bereavement). My brother has come here after killing your
father Ano Vaghelo to avenge the Thoris.” Then Vagheli fell to her knees.

And Pabiiji dined there at his sister’s house, and mounted. Then he said to Cado, ‘Cado! We have
avenged your father, and we have also returned the insult suffered by my sister.”” Now let us go. We
shall take Dodo’s she-camels and give them to my brother’s daughter. There too her kin (by marriage)
will be laughing and taunting her.’

So then they rode from there and set off for Dodo’s place. He sent Hariyo on ahead. On the road
ahead was the realm of Mirza Khan, and there they arrived. Now Mirza had a garden in which no-one
was allowed to halt. Whoever halted there would be killed. He too had a great kingdom. Pabiijt set up
his tent in Mirza Khan’s garden, and he broke down and destroyed the whole garden. Then the gardener
went and cried to the Khan, ‘Sir! Some Rajpiit has halted in the garden, and he has destroyed the whole
garden.” The Khan asked, “What sort of Rajpiitis he?” Then the gardener answered, ‘Sir! He is a Hindu;
he has his turban bound on the left-hand side.’?® Then the Khan said, ‘Ah! We are no match for him. He

22 Play on words between rajapiita ‘Rajpat’ and kapiita ‘wicked son’.

23 pamcanada, Sanskrit equivalent of the Persian panjab. Yet it is not the Panjab itself that is here referred to, but the

Indus: cf. Yule and Burnell 1903, s.v. PUNJAUB: ‘The name Panj-ab in older Mahommedan writers is applied to the
Indus river, after receiving the rivers of the country which we call Punjaub. In that sense Panj-nad [= pamcanadal, of
equivalent meaning, is still occasionally used.’

% odho ravana: cf. n. 13 above.

2

[

Literally ‘a bodice of immortality’ (amara kdcalr): one of the prescribed gifts to a bride from her brother, it symbolises the
hope that she will die before her husband, i.e. never suffer the shame of widowhood. (Information from Komal Kothari.)
Here it is used figuratively to mean ‘the gift of not being widowed’.

26 Parbii Bhopo too knows a story in which Pabiji punishes Soni’s husband, Siiro Devaro of Sirohi, for beating her; but

according to him this occurred after Pabaji’s ascent to heaven as a miraculous intervention on his part (sayl).

27 Or possibly, with Sakariya, ‘and we have also fulfilled our promise to my sister’.

28 Sakariya notes that the Rathors tie their turbans on the left, and are known as vamibandha in consequence.
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killed Ano Vaghelo.” So the Khan took fresh fruits and went out to greet him. He? took horses, cloth
and fruit and came out to the garden to greet him. He came and met Pabiji. Then Pabiijt was pleased
with him. He gave back all the rest and kept one horse, and he gave the horse to Hariyo.

After meeting the Khan, Pabiji rode, and came upon the five rivers. Then Pabiji said to Cado,
‘Cado! Let us see, measure the depth of the water. About how deep is it?” Cado measured the depth,
and the water was (several) poles® deep. Then Cado said, ‘Sir! We cannot cross, so let us set up our
tent here. If the she-camels should at any time come over to this side, we shall take them.’

While they were talking in this way, Pabiiji performed some magic, so that they crossed and stood on
the other side. Cado again understood the power (of Pabiiji). Then (Pabji) said to Cado, ‘Cado! Round
up the herd of she-camels.” Then the Thoris went and rounded up the whole herd. They bound Dhil, the
camel-herd. They came before Pabiijt with the she-camels. Then Pabiji released Dhil, the camel-herd,
and mounted him on a tailless bull-camel, and said, ‘Hey! You arrange the pursuit for Dodo.*! Tell him
that we are making away with his herds of she-camels. If he can round them up, let him come quickly.’

Then the camel-herd went and cried, ‘Peace be with you, O gracious one! They have driven off
all the herds of she-camels; pursue them.” Dodo replied, ‘Hey! You have eaten cannabis, haven’t you?
Who is there nowadays who could take Dodo Stimaro’s she-camels?’*? Then the camel-herd said, ‘Sir!
Some Rathors have taken your she-camels, and they said, If you can come, come quickly.” As soon as
he heard this, Dodo Stimaro assembled a company and mounted. But Pabiji drove the she-camels on,
and they swam through the water and came to the other side; and he took his company across, and made
them ride on.

Dodo rode in pursuit from behind, and, coming to Mirza Khan’s village, he said to Mirza, ‘Some
Rathors have taken my she-camels; you come in pursuit too.” Mirza was Dodo’s servant, so he too
mounted and accompanied Dodo. Then Mirza said, ‘Do not go on. The she-camels were taken by
Pabiji Rathor. Even if we kill our horses we shall never catch up with him. Turn back. He who killed
Ano Vaghelo will not die at your hands. So, sir, collect all your company together and go back.” When
Mirza spoke thus, Dodo turned back and came to his own place.

Now Pabiiji arrived with the she-camels in Umarkot of the Sodhos. Then as they walked along
beneath the fort, the Sodhi (princess),** who was seated at a window, saw Pabiji. Then Sodhi sent word
to her mother to say, ‘If you are going to have me married, even if later on, there goes Pabiijt Rathor:
marry me (to him).” Then she spoke to (her father) the Sodho ruler. He sent a man after Pabdji to say,
‘Sir! Marry into my family before you depart.” Then Pabiijt replied, ‘Sir! At present I am making away
with these she-camels. I shall come later and be married.” Then (the ruler of Umarkot) sent a coconut*
with some Sodho men. Then the men gave Pabiji a fiko,* and gave the coconut into his hand, and,
having (thus) performed the betrothal, went back.

Pabiji travelled on and came to Dadrairo.’® Before him was seated Gogo. (Gogo) was always
making fun of his wife Kelan, saying, “When will your father’s brother bring Dodo’s she-camels to give
you?’ At this point Hariyo came. He came and said, ‘Have word sent inside to your wife that Pabiijt
is come; he has brought the herds of Dodo’s she-camels that he promised her. (Go and) herd them.’
Then Gogo came out and met Pabuji. (Pabuji) herded all the she-camels and gave them to his brother’s
daughter. And he said, ‘Except for a single tailless bull-camel, this is the whole herd.” Then Gogo
collected all the she-camels together. But in his mind Gogo did not believe (Pabiji). (He thought,)

29 The word miyai is problematical.

30 ydsa, a bamboo measuring-pole about ten feet long.

3 47 dodai rai vahara ghata, problematical; Sakariya’s gloss has the appearance of an interpretation: ‘You inform Dodo

about [the need for] pursuit.’

32 Some bhopos know a kart (couplet) which forms an extraordinarily close analogy to this detail of Nainas’s story: Ravana,

informed by his camel-herds that PabjT has stolen his she-camels, accuses them of having taken cannabis. ParbG Bhopo
knows this couplet, but did not include it in the performance translated in this work.

33 The text used by Tessitori evidently contained her name, Phiilvanti, the same as the name Phulvanti used by the epic-

singers.

34 Symbol of betrothal.

35 Auspicious mark on the forehead.

36 Elsewhere in the Khydta (Sakariya 1964, p. 278) this name appears as Darairo, and Diigar’s translation of the Vata Pabiji

rT refers to the place as Darero. Tessitori has Sodaro, the result of an erroneous word-division (so darairai aya read as
sodarai rai aya). The normal name for Gogo’s place is Dadrevo.
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‘Nowadays Dodo is very mighty. By whom could his she-camels be taken? He has brought them from
somewhere else.’

Then Gogo made a meal for Pabiiji, and thought, ‘I shall see Pabiiji’s miraculous power also.” Then
Gogo and Pabiijt took their meal.

When they had taken their meal, they sat down. Then Gogo said to Pabiiji, ‘Pabdji! I have a debt of
vengeance concerning someone. So you stay here, and I shall take my revenge.’*” Then Pabiji answered,
‘Very well, I shall stay.’

Then night fell. Gogo said to Pabuji, ‘At dawn we shall take the omens. If the omens are good
we shall ride.” Then Pabijt said, ‘Why shall we take the omens? Wherever you ride we shall return
victorious.” Gogo replied, ‘Sir! In our land people believe in omens.’*® Then at night they slept.

And when dawn came, Gogo and Pabiiji both mounted their horses and went to take the omens.
(But) there was no omen there. Then both the chiefs spread a cloth directly beneath a single tree and
slept. They left both the horses untethered to graze. Meanwhile it became cold. Then they awoke.

Then Gogo said, ‘I shall fetch the horses, so that we may go home.” Pabiji answered, ‘Sir! Be
seated. I shall fetch them.” Then Gogo replied, ‘You are senior (to me in status); even were you junior,
you are my father-in-law(’s brother); you are paga-vado.** You sit down; I shall fetch them.” Pabuji said,
“This is true, but you are old and I am young.” Then Pabiijt went to find the horses. As he went on, what
did he see? There were two serpents that had become sekhara*® and were grazing the horses. And round
the horses’ hooves were hobbles formed of two (other) serpents. When Pabiiji saw this, he thought,
‘Gogo has here demonstrated his miraculous power to me.” Then Pabiji came back. He came back and
said to Gogo, ‘Sir! The horses cannot be seen. They have gone off somewhere. I did not find them.’

Then Pabiiji went and sat on the cloth, and Gogo took a short spear in his hand and went to find the
horses. What did he see before him? There was a large pool filled with water. In it was a boat, and in the
boat both horses were floating. The pool was very deep. Gogo thought, ‘Pabiji has here demonstrated
his miraculous power to me.” Realising this, Gogo came back to Pabiiji. Pabiji said, ‘Sir! Did you find
the horses?” Then Gogo said, ‘Sir! In my mind there was doubt, but it has now been effaced. It is you
that I have found.’*!

Then Pabiji and Gogo went for the horses together. What did they see before them? (The horses)
were standing free and grazing. Then they took the horses, put on their bridles, mounted, and came to
Gogo’s assembly-hall. (Gogo) gave Pabiiji a meal and bade him farewell.

Pabiijt and Hariyo the Thorl mounted and, having given (Kelan) the she-camels, came to Kold.
Then he became vaseka.*?

Pabiijt came to be twelve years old. Then the Sodhos wrote the announcement of the wedding-date
and sent it. They said, ‘Form the wedding-procession and come quickly.” Then PabiijTt made preparations
for the wedding-procession. He summoned Jindrav Khici. He summoned Gogo. He summoned Biro.
He made preparations for the wedding-procession. And he summoned the king of Siroht also, but he
did not come. Then the wedding-procession mounted.

It was (time for) the wedding of Cado’s daughter(s) also. Cado had found himself in trouble; then
he gave a daughter (in marriage) in (each of) seven villages. Seven separate wedding-processions came
for them.** Then PabijT said to Cado, ‘Cado! You too have a wedding. You stay here.” So Cado stayed
there. And Dabo** went with (Pabdji).

37 Te. ‘Do not go back home yet, but join my expedition.’

38 The idea is not ‘our customs differ from yours’, but rather ‘we both have to observe accepted custom’, for Gogo’s reference

to ‘our land’ uses a form (dpano) which means ‘of you and of me’.

39 <Senior in status although junior in age’; a curious expression, whose literal meaning is ‘large of foot’. (Information from

Komal Kothari.)

40 Sense obscure.

4l Le. ‘understood’. It is worth remarking that in the magic-competition each party uses a device associated with one of his

own chief characteristics: Gogo is a snake-god, whilst Pabijt is able miraculously to transport animals across water.

42 Sense obscure; the sentence might equally well mean, ‘Then there was a vaseka’.

43 These seven wedding-processions (containing 140 Aheris) are referred to again later, when they take part in the final

battle. They are clearly the equivalents of the ‘wedding-procession of seven score Rebaris’ who take part in the final
battle in the epic (1l. 3533-4).

44 Printed as Davo at this point, but both the later references to him are spelt with -b-. As remarked above (n. 8), Dabo is

not one of the seven Thorfs listed; Tessitori’s version does not mention him, but refers instead to Devo, who does appear
in the list. The name Dabo may well be a variant form of Dhé&bo, Pabiiji’s companion in the epic story.
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Then an omen of battle appeared to the wedding-procession as it travelled on the road. The augurers
said, ‘Sir! The omens have not been good; turn back. You® shall be married on a different date.” Then
he replied, “You turn back. I shall not return. People would say that Pabiiji was anointed as a bridegroom
(but is not yet a husband).” Pabiji rode on, and with him was only Dabo. The rest of the company all
turned back.

When two hours of the night had passed, Pabiji arrived in Dhat (Umarkot). There the Sodhos
performed his wedding properly. Then Pabiji, having performed the circumambulations, prepared to
go. The Sodhos said, ‘Sir! What fault is ours that you do not dine (with us), nor take any meal? For
what reason? Stay for two or three days, so that we may give the wedding-gifts before bidding you
farewell.” Pabiiji answered, ‘Bad omens appeared to us. For that reason we shall travel home through
the night. We shall come back in a month or so. See to the meal and the wedding-gifts then.” Then the
Sodhos said, ‘If your lordship wishes, then mount.” Pabiji mounted. Then Sodhi said, ‘I too shall not
remain; I shall go with you.” Then Sodht too sat in her ox-carriage and went with him, and Pabijt set
off through the night and came to Koli. There was joy and celebration there. Pabiiji and Sodhi went
and slept in the palace. Dabo went to his own home.

Now Jindrav KhicT had come (in the wedding-procession), and Pabiji and Biro had bade him
farewell. Then as he travelled on the road, Jindrav took the cattle of the Kachelo Carans. The herdsman
came and cried, ‘Madam! The cattle were grazing when Jindrav KhicT (took) them all thence; he is
making away with them.” Then Birvari, the Caran lady, came before Buiro and wailed, ‘Biiro! Hurry in
pursuit. Khict is making away with the cows he has rounded up.” Then Biro replied, ‘Sister! My eye is
troubling me. I cannot ride today.’

Then the Caran lady came wailing to Pabuji’s palace. She came and said to Cado, ‘Cado! Pabij is
not here, and KhicT has taken all my cattle, so you ride (in pursuit).” Then Cado said, ‘Hey! Do not wail.
Pabiiji is come.” Meanwhile, Pabiiji too looked out from a window. He said, ‘What is it?” Then (Cado)
said, ‘Sir! Jindrav has taken the cattle of Birvart the Kacheli. And Biro will not ride (in pursuit).’

Then Pabuji said, ‘Have the horses saddled.” Pabiji mounted. All the Thoris mounted. A hundred
and forty members of the wedding-processions (come for Cado’s daughters), and Cado’s seven brothers,
all mounted. They caught up with Khici. There was a fight there. Many of KhicT’s folk were killed.
Pabiiji rounded up all the cattle.

They came to Kol with (the cattle). There was a well called Gijavo, and they thought to water
the Caran lady’s cattle there. So they raised up (the leather water-bag in) the well, but no water came
out. Then BirvarT the Caran lady said, ‘O great Rathor! As you rounded them up, so water them.” Then
Pabiiji himself began to draw from the well. He pulled up one leather bagful. With it tanks, pitchers and
troughs were all filled. All the cattle of Birvari the Caran lady were watered.*®

Now afterwards, Birvar1’s younger sister went to Buro and cried, ‘Buro! How long a time will you
live now? Pabiijt has been killed.” Thus she spoke. Then Biiro became angry. Biiro mounted, and went
and caught up with Khici. Then he said, ‘Hey, Khici! Where are you off to*” after killing Pabiiji? Stand
fast.” Then Khici was afraid. He said, ‘Sir! Pabiiji took the cattle and turned back. Do not fight.” But
Biiro still did not believe it. Then there was a fight. Buro was killed.

Then KhicT said to his company, ‘If we do not kill Pabiji today, he will not leave us alone from now
on.” Then KhicT’s company turned back. They came to Kundal,*® to Pamo Ghorandhar’s house. Then
they said to Pamo, ‘These Rathors will come along oppressing your land; but if you accompany us today
we shall kill Pabtjt in an ambush.” Then Pamo too mounted and accompanied them.

They came riding against Pabiiji. Pabiiji had watered the cows and left them. At this point he saw
(a cloud of) dust. Then Pabiji said, ‘Hey, Cado! Whence comes this dust?” Cado answered, ‘Sir! Khict
has come.” And in the first fight Cado struck with his sword at Khici, but Pabaji caught hold of the
sword. He said, ‘Do not kill him, or my sister (Pema) will become a widow.” Then Cado said, ‘Sir! You
did ill to catch hold of my sword. Will these people leave us alone? You urged us to fight well.” Cado
added, ‘The wretch has come.” Then Pabiiji made ready the battlefield and fought. A great battle took

45 Literally ‘We’.

46 Tessitori’s version of this passage is so much condensed that the miraculous element is lost: ‘When he took them back to

Koli, the poor beasts were dying of thirst, so he took them to the well and with his own hands drew up water for them’.

47 Literally “Where did you go’.

48 Probably a village about ten miles NNW of Kold, although this is spelt ‘Kundal’ by the Survey of India (the more re-

cent 1:250,000 map NG 43-1 in the U502 series appears to have mistranscribed this name as ‘Kundat’). Perhaps Pamo
Ghorandhar had been ousted from Kold by Dhadhal or his sons (see n. 5 above).
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place. Then Pabiiji was killed. The seven Aheri* brothers were killed. Seven wedding-processions had
come (for Cado’s daughters), in which were a hundred and forty Aheris: all were killed. There was a
great fight. Many of KhicT’s men too were killed. KhicT, after fighting, went to his own place. Pamo
went to his own place.

After Pabiiji Sodhi became a safi. After Buro Dod-Gehali prepared to become a sati. Dod-Gehali
was then seven months pregnant. Folk said, ‘There is a child in your womb: do not become a sati.” Then
Dod-Gehali took a knife and ripped open her womb, and drew out a son, and gave him to the nurse. She
said, ‘Look after him well. He will become a great demigod and hero.” Then he was given the name
Jhararo.>

Later, Jhararo came to be twelve years old. Then Jhararo avenged his father’s brother and his father.
He killed Jindrav Khici. Then he ruled. Jhararo lives to this very day. He met Gorakhnath.>! He became
a siddha™ and a hero.

49 A synonym for ThorT.

50 The name means ‘Rip’. In the epic narrative this child is generally called Riipnath, but the name Jhararo is also used.

5

Gorakhnath predated the probable lifetime of Pabiiji by — at the very least — a hundred years, but ‘meeting Gorakhnath’
remains a commonplace for important religious figures for centuries (e.g. Gurdi Nanak, founder of the Sikh religion, who
was born in 1469 A.D.: see W. H. McLeod, Guri Nanak and the Sikh religion, Oxford, 1968, p. 11 and passim). Here the
reference is not to a mere meeting but rather to an initiation of Jhararo as a Gorakhnathi jog7, as the next sentence makes
clear.

52 A semi-divine undying saint, here (as often) one of the principal Gorakhnathi jogs.



Appendix 2

Residual scenes from the par

In addition to scenes showing events from the epic narrative, Pabiji pars typically contain a small num-
ber of other depictions. These fall into three categories: scenes from the Ramayana, sayls (stories of
miracles performed by Pabijt after his ascent to heaven), and mythical animals.

Scenes from the Ramayana

As well as the scenes of Harmal’s visit to Lanka and Pabiiji’s camel-raid, the left-hand extremity of the
par also contains depictions of a celebrated sequence of events from the Rama-story. In Scene 101,
Hanuman is shown entering Lanka to find Rama’s wife Sita, abducted by Ravana. In Scene 102,
Hanuman appears three times: hiding in a tree in Ravana’s garden, he finds Sita; then he presents her
with Rama’s ring; finally, on the right, he tears up the trees of the garden.

Scene 101: Hanuman enters Lanka to search for Sita

Sayls

The term sayl, which means simply ‘petition, prayer’, is used by bhopos to refer to stories in which the
heavenly Pabiji comes to the aid of his earthly devotees.! Bhopos can tell a number of such stories, and
two of them have a scene on the par to represent them.

In general sayls are told simply as informal narratives, but the story underlying Scene 103, the say!
of the khejari tree, is known to Parbi Bhopo in metrical form, and the following is a recapitulation of his
version of it as recorded by me in Jodhpur in 1976. Pabaji’s sister Sona was married to Stiro Devaro, the
ruler of Siroht;? she had a magnificent khejart tree, grown from a seed Dhébo had given her. Its shade

1" As such it is contrasted with the term parvaro, which refers to the story-episodes constituting the epic narrative: see ‘The
words and music of PabijT’s epic’.

2 Sona plays no réle in the epic narrative; however, she is referred to in Miihato Nainasi’s version of the story of Pabaji (see
Appendix 1), and is said there to be married to a Devaro ruler of Sirohi.
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Scene 103: The sayl of the khejart tree

spread over twelve kos, its branches extended over thirteen kos. Once Jaisingh Bhati passed through
Sirohi on his way home from a pilgrimage, and coveted the tree for its wood. The Devaros refused to let
him have it, but he nonetheless set his axe to the tree, which wept as he did so, and cut it down. Sona,
who had always wished to see Pabiiji and his men encamped beneath the tree, prayed to Pabiji, and he
and his companions mounted to pursue Bhati. Dhébo far outstripped the others, and challenged Bhati;
and in the ensuing battle he destroyed the entire Bhatt army, until only Jaisingh himself was left alive.
He was about to kill him, but PabijT intervened, and instead Dh&bo merely cut off his ears and let him
go free. Then Pabiji and his companions returned the tree to Sona and brought it to life again; and to
satisfy her wish they camped for a while in its shade before returning to heaven.
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Scene 104: The sayl of the crocodile

The story represented by Scene 104 does not appear to be known to any bhopo in metrical form,
and there are slight differences between different versions of it. Parbi tells it as follows. Pabuji’s two
sisters Sona and Pema went to bathe in a nearby tank. Before entering the water, Pema removed her
necklace and left it on the shore. A crocodile came out of the water and swallowed the necklace. When
they had finished bathing, they could not find the necklace, and Pema was very upset. Then she invoked
Pabiiji, and Pabiji sent Dhébo from heaven to help her. Dhébo entered the water and began to catch and
cut open all the creatures living in the tank in an effort to find the missing necklace; last of all he found
the crocodile, which was at the very bottom. Dhébo cut the crocodile open, retrieved the necklace, and
returned it to Pema; then he restored to life all the creatures he had killed in his search.

Mythical animals

No story has been found in connexion with the composite animal named GulmerT (Scene 105). It has a
winged body, and all its extremities are formed from the heads of other creatures: its head is the head of
a woman, its tail the head of a camel, and its feet the heads of parrots. In a box to its left is written the
auspicious word S77.

Scene 105: Gulmer1
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Scene 106: Gararpankh and Anarpankh

Parbi told a story in connexion with Scene 106, which shows one bird carrying a number of ele-
phants® and being attacked by another bird. According to Parbi, there was a bird called Gararpankh who
was so powerful that he used to swoop down, gather up several elephants at a time, and carry them up
to his home high in the sky, where he ate them at leisure. One day he fell into the sin of pride, thinking
to himself, ‘There is no creature so powerful as I So God* created a second bird called Anarpankh;
when Gararpankh flew down to pick up some elephants, Anarpankh seized him, and, to efface his pride,’
carried him even higher into the sky.

3 This is very reminiscent of the mythical Persian bird called rukh (English Roc), which is also sometimes depicted carrying
elephants.

4 Parbii’s word is Zvar: see Chapter 5 (‘Pabiji the god’), n. 22, p. 60.

5 The effacing of excessive pride is a common theme in mythological stories told in Rajasthan. Siva and Parvati do it to
each other in the linked stories that are depicted in Scene 22 of the epic narrative, and in Scene 49 Ravana is shown
crowned with an ass’s head as a punishment for pride.



Glossary and key to principal characters

Arthav: declamatory recitation as a part of epic performance; alternates with gav (q.v.).

Babi, Bhabi: member of a caste traditionally devoted to weaving.

Bhil: member of a scheduled tribe. The name is also sometimes used to refer to members of the Nayak
(q.v.) caste.

Bhomiyo: person who meets a heroic death, often in the act of recapturing stolen cattle, and then comes
to be revered as a minor local deity.

Bhoprt: female co-performer with a bhopo (q.v.).

Bhopo: a folk-priest; in the context of Pabiji, specifically a bard who performs the epic as a ritual to
propitiate the deity.

Biiro: Pabujt’s elder half-brother.

Cado: elder of the two brothers Cado and Dh&bo, who are Pabiiji’s chief companions and helpers. Cado
is very compliant and correct, and regularly serves Pabiiji as ambassador and agent. See further
n. 227, p. 283.

Caran: member of a caste traditionally devoted to producing poetry, in particular poetry eulogising the
Rajpit rulers.

Citero: a painter.

Deval: a Caran woman, incarnation of the Goddess, who gives Pabiiji the mare Kesar Kalami in return
for protection against Jindrav KhicT.

Devast: a synonym for Rebart (q.v.).

Devnarayan: a Rajasthani folk-god worshipped, like Pabiiji, by means of ritual epic performance in front
of a par. He figures briefly in the epic of Pabiiji (‘The episode of Devnarayan’, p. 275), where the
two hero-deities have a trial of supernatural strength, won (naturally enough) by Pabiijt.

Dhadal, Dhadhal: Pabujt’s father.

Dhébo: younger of the two brothers Cado and Dhé&bo, who are Pabiji’s chief companions and helpers.
Dhébo is very impetuous and aggressive, and frequently annihilates PabiijT’s enemies. See further
n. 227, p. 283.

Gailovat: Biro’s wife.

Gav: singing as a part of epic performance; alternates with arthav (q.v.).

Gogo Cauhan: a figure worshipped in Rajasthan as a snake-god, portrayed in the epic as living in Samb-
har. He marries Pabiji’s niece Kelam.

Gorakhnath: a major religious leader of the early mediaeval period (dates very uncertain), associated
with an ascetic sect whose adherents are known as ‘split-ear yogis’ in reference to their practice of
inserting large earrings in the ears of novitiates.

Gujar: member of a caste traditionally occupied as agriculturalists and herdsmen.

Harmal Devast: Pabiiji’s RebarT companion, a young herdsman who undertakes the dangerous spying
mission to Lanka.

Jaisingh Bhatt: Jindrav KhicT’s maternal uncle, who comes to his aid in the final battle.

Jat: member of a caste traditionally occupied as agriculturalists and herdsmen.

Jindrav Khict: Pabiji’s great enemy, married to his sister Pema.

Josi: member of a lineage traditionally devoted to painting pars.

Kart: a couplet (lit. link of a chain).

Kelam: Pabuji’s niece, daughter of Biiro and Gailovat.

Kesar Kalamt: Pabajr’s black mare.

Kumar: member of a caste traditionally devoted to making pots.

Lakkht Pathan: a ruler who refuses Pabiji’s request for supplies of saffron.

Mata (sing. mato): earthen drums used by bhopos to accompany epic performance where the par is not
used.

Mirza Khan: the wicked Muslim ruler of Patan in Gujarat.

Mino: member of a scheduled tribe.

Nayak: member of a scheduled caste traditionally devoted to performance of the epic of Pabuji.



356 The epic of Pabiiji

Pabiijt: the hero-deity of the epic, a Rathor Rajpiit.

Par: along cloth-painting on which are depicted the events of the epic narrative, and in front of which
epic performances take place. Ritually, the par functions as the temple of the deity.

Parvaro: a narrative episode forming a part of the epic story (cf. sayl).

Pema: one of PabijT’s two sisters (the other is Sona), married to Jindrav KhicT.

Phulvanti: the Sodhi princess of Umarkot in Sindh, who becomes Pabiiji’s bride.

Rajptit: member of a caste from which the warriors and princes of Rajasthan have traditionally been
drawn. There are many Rajpiit clans, including the Rathors (Pabujt’s clan), the Cauhans, the KhicTs,
the Sodhos, the Bhatis, etc.

Ramdeyv: a local Rajasthani deity, regarded as an incarnation of Visnu. See further n. 38, p. 64.

Ravana: in addition to becoming incarnate as the wicked Jindrav Khici, the villain of the Ramayana
also appears in the epic narrative in his own right as ruler of Lanka and owner of the reddish-brown
she-camels that Pabiji takes to give to Kelam. See p. 55.

Ravanhattho: the fiddle played by bhopos of Pabiiji to accompany themselves as they sing the epic.

Rebari: member of a caste of shepherds and camel-herds. Rebaris are prominent among the devotees of
Pabijt.

Ripnath: posthumous son of Biro and Gailovat.

Saljt Solanki: Pabiiji’s augurer.

Satr: a woman who burns herself to death on the funeral pyre of her husband.

Sayl: a narrative episode not forming a part of the epic story, dealing with help given supernaturally by
the divine Pabiji. Cf. parvaro.

Sona: one of Pabiiji’s two sisters (the other is Pema), married to Siiro Devaro.

ThorT: an abusive synonym for Nayak (q.v.).
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