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Foreword

This study 1is based on a survey held during fall 1983 and coinciding
with my apprenticeship of dhimay, which has enabled me since then to
take an active part as a drummer in all the major festivals and

processions.

Being involved in a study of the complete musical life of Bhaktapur,
with special regards to the drumming, I am planning to publish all the
compositions according to the method employed in this publication, in
order to preserve the repertoire and make it available to the music

lovers of Nepal.

I humbly present this study as a report of my research activities to

the Research Division of Tribhuvan University, Kirtipur.

I am grateful to my Guruji, Pandit Nikhil Ghosh of Bombay, by whose
intensive training in the art of tabla playing I am able to absorb and
understand the Newar drumming in a rather short time, my Guruji, Shri
Ganesh Bahadur Sijakhva from Yaché, Bhaktapur, for his patience and love
towards his inquisitive dhimay student, my Guruji of navabaja, Shri Hari
Govinda Ranjitkar from Yaché, my two Gurubhai-s, Shri Basudev Banmala
and Shri Dasaram Machamasi, and Shri Ganesh Man Basukala for translating
during teaching sessions, questionning all the dhimay groups, and help-
ing in so many ways. 1 would also like to thank Dr. Niels Gutschow for
drawing the maps and helping with many valuable informations about the
ritual life of Bhaktapur, Ms. Ada Wilson for revising the essential
part of the English manuscript, Shri Nutan Sharma for writing down all
the compositions in Devanagari script, and Pandit Iswaranand Sresth-
acharya for translating an extract version into Newari. Special thanks
to Prof. Dr. Bernhard Kélver for his critical reading of the complete

manuscript as well as spiritual encouragement during field work.

The present study and my research in Nepal could not have been realized
without the generous grant of the German Research Council (Deutsche

Forschungsgemeinschaft) .
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Introduction

Dhimaybaja is the true expression of joy of the Newar farmer's. No pro-
cession is complete without the deep rumble of dhimay and the crash-
ing of bhuchyah and sichyah. This combination is considered to "get the
maximum number of girls hanging out of the windows" - as Dasaram Macha-
masi from Yata puts it. Out of all the twenty-three dhimay groups of the
town only two have started to include flutes. All others employ the pure

percussion sound.

Today (Cait 2040) there are altogether 189 dhimay players in Bhaktapur:
131 are Jyapu, 16 lower farmers, 17 Kumah, 13 Avah, 7 Gatha, 3 Chipa, 1
Napit, and 1 Kaystha. Most of these share a common stock of traditional
compositions which are passed on orally by way of drum syllables. During
learning period the student has to perform several puja with blood
sacrifices for Nasahdyah, Haimadyah, Gane$, Kumar, and worship Nasahdyah
and Haimadyah daily at his home. During this time it may happen that
Nasahdyah Himself appears in the practicing room at night with light,
fumes, and sound of drums, - an auspicious sign, no doubt. Although pop-
ular belief tends to identify Nasahdyah as Lord Siva in the form of
Nrtyanatha, Nasahdyah and Haimadyah are most probably pre-Hindu gods of
the Newar, manifesting themselves as a formless power which flows
through characteristic holes in walls or shrines, invisible like music.
Nasahdyah is the Lord of music and dance, Haimadyah his terrifying

aspect
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Apprenticeship

Boys who want to learn dhimay drumming approach a senior dhimay player
of their neighbourhood, who will teach them in daily group sittings of
about two hours. For an 1individual the necessary expenses for the
required pujas would be too high, so group teaching offers a solution.
Usually the boys taught together will form their own dhimay band. The
teacher does not receive any payment except for his share in the feast
succeeding the blood sacrifices (the head of the animal is always offer-
ed to the guru), and - on occasion of the final puja - a set of tradi-

tional shirt, pants, and cap.

Teaching and practice happens in front of a temporary nasah-shrine. No
outsider is allowed at the teaching sessions in order to keep the stu-
dents' minds focussed on the lessons. New lessons are taught only on
Tuesday, Thursday, Saturday, Sunday. Monday is a day of especially ill
omen. As everywhere in South Asia, teaching is done orally through the
medium of drum syllables, and based on copying. The syllables copy the
sounds of the drum. Occasionally they are spiced with some dirty message
(see chapter GU). The teacher plays and repeats each composition until

the student is able to follow.

The sacrifices which every dhimay student has to offer, are:

1)  NASAH BRINGING PUJA (NASAH SALAYGU PUJA)

Nasahdyah and Haimadyah are transferred into the student's practicing
room. Two betelnuts representing the gods are kept each on a bed of rice
in a small clay cup and locked in a shrine accessible solely to the stu-
dent who worships the gods every morning and evening with water, rice,

incense, flowers, burning of oil-lamp, and prayer.

If by accident any stranger happens to throw a glance on the gods, the
result may prove disastrous for the apprenticeship. The divine wrath

would have to be pacified with further blood sacrifice. An interruption



of the daily puja and a course left half completed would affect the stu-
dent's mental well-being considerably. 1In dealing with the gods respon-
sibility is a must Any opposite attitude would unleash their destruc-

tive energies.

Inmediately after nasah salaygu puja the student is taught the drum
syllables of dyahlhaygu. This piece must be played as a "musical offer-
ing" whenever the student starts or ends beating his dhimay, during

daily practice as well as any public performance later on.

2) DRUMMING LESSON PUJA (XHIPVU PUJA)

This puja indicates the beginning of a new lesson. Despite of the many
dhimay lessons, there are altogether only three khipvu piljas to be per-
formed. The students and their guru worship Kumidr (located in a stone in
front of the house), Ganeé (at the quarter's Gane$s pith), Haimadyah and
Nasahdyah (at their respective shrines/holes). Nasahdyah is offered a
cock, whereas the other gods must content themselves with one raw egg
each. Some blood must be sprinkled on the stone-images of Betdl in human
shape and two dogs or jackals carrying human 1legs or hands in their

mouth.

These chaotic creatures are associated not only with Nasahdyah but also
with Bhairava, most terrifying aspect of Lord Siva. In this context
Betal plays a major role during bisket jatra, when his influence culmi-
nates in a temporary civil war between the upper and lower town of Bhak-
tapur, including brick throwing and dhimay throwing as well. The dogs
are compared with the two hands of the player, wandering hither and
thither causing lapses and mistakes. They must be trained and controlled
well, hence the sacrifice. The company of growling and barking stray

dogs during the pija is considered as an excellent omen.

An elaborate feast is bound to follow the paja, of which some subs-
tantial food will be kept overmnight in the temporary nasah-shrine. The
student is supposed to gulp this material form of divine blessings for

breakfast.

13
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3 COMBINING THE INSTRUMENTS (HA PUJA OR HANEGU)

After completion of all the lessons, the student learns how to play in
standing position and with the accompaniment of bhuchyah and sichyah
cymbals. He will be taught how to play these instruments correctly,
Only a dhimay player who knows all the 1lessons can assist as a satis-
factory accompanist, as he has to follow the drummers and keep the metre

with full confidence.

4) GOING OUTSIDE (PIRANE PUJA OR PIRANEGU)

This pija completes the course. The gods are returned from the practic-~
ing room back to their shrines where an elaborate Tantric ritual is per-
formed by a hired specialist (Acaju). All the major gods of the town are
invoked. The nasah-hole in the shrine is blocked with a thick paste made
of curds and beaten rice, on which the acaju paints a red face with

three eyes, indicating Nasahdyah's presence.

The student offers his gifts to the guru who puts the drum on the stu-
dent's lap. They play dyahlhaygu and ma with all participants and on-
lookers watching intensively. If the student feels shy to play in public
for the first time, he will throw a raw egg at the brass plate surround-
ing the nasah-hole. As soon as the egg hits the plate and spills its
contents, the student's mind will get some relief from the tension. He

will regain his confidence and start playing.

Guru and students offer rice and flowers to the gods while the acaju
recites specific mantras. The animals are sacrificed. Haimadyah
requires a virgin chicken, Nasahdyah a male goat, a ram, or a buffalo.
Considering the expenses, some students prefer to steal these animals
somewhere during the preceding night. If they succeed, the sacrifice
takes place immediately, as long as darkness prevents unwanted publicity.
If the pirane puja is going to be too spectacular an affair to allow the
hurried nocturnal sacrifice, stealing may prove too risky. It is rather

recommended for the preceding pijas, where few people are involved.

To accomplish this difficult task, the student at first collects a few

left-over crumbs from the nasah-shrine where pijas are frequently held.



He enters the house where he knows "his" animal to 1live, throws the
crumbs at the animal to keep it silent (this works fine with all animals
except ducks), and sneaks away with his prey. No Newar likes his goat to
disappear with the help of Niasah's magic. Male goats are generally kept
on the top floor of the house, which is not at all easily accessible un-
noticed, even after midnight. However, Nisahdyah favours his thief-

devotees, and every dhimay player has a nice little story to tell.

Nasahdyah's wrath may hit those who try to bother the thief. Hari
Govinda Ranjitkar managed to steal four chicken, but unfortunately a
neighbour watched him. The man came and demanded some money against his
offer to keep silent. Hari Govinda was frightened. He agreed. Soon
after this incident the cunning neighbour fell ill. He rapidly lost
weight, and all the doctors were helpless. After two years he was still
alive, but reduced to skin and bones. Finally an astrologer revealed the
cause for his sufferings and told the remedy: N&sahdyah had to be paci-
fied with an excuse pija (chemd puja). So they did, and soon the man was

cured.

Nasahdyah's wrath may also trouble those who interrupt their learning
period without completing all the lessons. Ganesh Bahadur Sijakhva (who

stole a cock from his own father) relates these two stories:

There were five boys learning how to play flute. One of them lost his
mother, and due to that he was ritually impure for a year. He could not
take part in the pirane pija with the other boys, and fell sick. Again,
the astrologer advised him to perform anr excuse puja for Nisahdyah,

after which he recovered.

The Saymi (oilpressers) from Gvahmadhi were grooming a group of new stu-
dents for their gilabaja-processions. It turned out that none of these
boys was able to learn properly. Being fed up after one year of futile
pains, they decided to go for pirane paja at midnight, when nobody
except Nasahdyah could witness their rotten performance. They were clever
enough, though, to arrange for an elaborate excuse pija at once. So
Nasahdyah refrained from punishing these fools, despite of all their

fears.
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A beautiful story is told by Dvarika's uncle from Gvahmddhi dhimaybajs.
He and his friends had succeeded to steal a big ram, which they instant-
ly sacrificed at the shrine of Tiathu Nasah. While sneaking home late
after midnight, they were about to rum into a police patrol. Fortunate-
ly, Dvarika's uncle was quick enough to pick up a plank, on which they
put the ram's body and covered it with a shawl. They loaded it on their
shoulders and uttering "Narayana! Narayana!" kept walking towards the
sentry. Mistaking everything for a Newar death procession, the policemen
stepped aside and offered some respectful gestures. Our heroes had g

splendid feast that night.

5) THANKS FOR SUCCESSFUL COMPLETION (CARTHI PUJA)

This happens one day after pirane pija. The new dhimay group moves to
the shrine of Suja Bindyak Ganes south of Bhaktapur, where another goat
is cut, and the god bestows his blessings for prosperity on the young

drummers.

Even after completion of the formal apprenticeship a 1lot remains to be
learnt for the young dhimay players. During their first processions
their guru joins them, leading the band while walking in front facing
all other players. A small hint like some suggestive body movement will
tell the other players when the rhythm changes, and allow them to symn-

chronize their beats.

To be a good band leader it requires perfect knowledge of the repertoire,
suggestive qualities, and - due to reasons explained below - the stamina
of a hard drinker. The leader knows how to stimulate the excitement of
the spectators. At the major crossings and market places he deliberate-
ly intensifies the playing and leads the group to a great climax, then
moves on before his fellow players are getting exhausted. He keeps the
group in a decent formation. Usually the bhuchydh and sichy3h players
walk in front, the drummers in pairs behind. If any inspired dancer
jumps in front of the drummers, forcing them to stop moving on, he will
be allowed to do so and satisfy his folly, but just for a minute or two.
The group leader always keeps the repertoire in tune with the locality.

He knows exactly where to play a short-cut dyahlhiaygu to honour a god in



his shrine on the way, by passing a sacred tree or crossing a holy

river.

Once the course has been passed successfully, and the boys represented
to the town as accomplished dhimay players, their social status rises
considerably, - first of all in the eyes of the Jyapu girls who tend to
be crazy about drummers, as they are about pop-stars in the West. Dhimay
players will receive numerous invitations to participate in the feasts
of their neighbourhood where their need for inspiration through (alcoho-

lic) spirits is met with prudence on the part of their host.

During processions their music is generally received like an unexpected
present and met with joyous expressions and occasional eruptions of
dancing by some enthusiasts. Excellent drummers may suddenly find them-

selves being decorated with rupee-notes, which the fans try to stick on

their shirt with safety-pins.

17
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The dhimay groups of Bhaktapur

Bhaktapur's 189 dhimay players (survey: fall 1983) are organized into
twenty-three groups which are listed here according to their location
from east to west. Each group is related to specific shrines of

Nasahdyah and Haimddyah.

Map No. 1 shows the locations of the groups and of all the gods worship-
ped during the learning period. Dhimay groups worshipping the same Nasah
dyah-Haimadyah-pair are shown combined by an interrupted line. All the
lower-town-groups (Nos. 16 - 23) worship the same Nasahdyah (Ghakha- or
Nasahmana-Nasah), whereas the upper-town-groups are distributed among
five different shrines of Nasahdyah. The greater variety of the upper
town is significant for Bhaktapur. The origin of this striking differ-
ence lies in the historical growth of the town from a cluster of ancient
villages in the east towards the rather homogenous lower town which was

founded as late as 17th to 18th century.

Map No. 2 (see p. 50) shows the locations of each dhimay player's home
as well as all the gods worshipped by the group not only during appren-
ticeship but also during regular performances in festivals. The dotted
lines indicate the processional routes to the respective Nasah-shrines.
One important god not mentioned in the maps is the Gane$ of Suja Binayak
south of Bhaktapur, most popular of the four guardian gods of the Valley.
Every dhimay player offers a cock or a goat at his shrine the day after

dhimay pirane pdja.

The appendix offers a detailed 1list of all the dhimay groups, includ-
ing number of instruments, number and caste of the players, names of the

gods worshipped during learning period, and finally, all performances of

the group.



BHAKTAPUR - DHIMAYBAJA
1 LOCATON OF DHIMAY GROUS
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Bhaktapur Map No. 1

Location of the 23 dhimay groups in relation to the essential pair of
Nasahdyah/Haimddyah - the gods of music, who are worshipped during
apprenticeship. Besides these two gods the Ganeé of the quarter (tvah),
certain Bhairavas and Mitykds are worshipped as well.

The map reveale the striking difference between the homogenously orga-
nized lower town (west) with eight groups related to the Ghakhk-Nésad,
and the complex upper town (east) with five different Nia‘h-lhrineu (2
groups Kvaché&, 1 group Cvaché, 1 group Indcva, 4 groups Sujamidhi, and 7
groups Tathu N&sah in Tacapah).




Performances

Performances are of two kinds,
a) regular performances as a part of the urban rituals.

b) occasional performances in the neighbourhood.

Among the regular performances one has to distinguish between performan-
ces where the groups leave their quarters (tvah) and accompany or visit
the gods, and those performances where the gods come to visit the
quarter. The latter is the case with the Navadurga who pay a regular
visit to each tvah every year. The respective dhimay group will walk to
the Navadurga temple in Gahché, receive the gods and lead the procession
to their tvah, where the gods will be welcomed and fed in the most dis-
tinguished manner. The Navadurgd will follow the dhimay group with
their own characteristic music (dabadaba, dyahkhi and tah) and stop many
times to dance in front of other important gods on the way along the
processional route, like Dattatreya or Bhairavnath. After an elaborate
ritual and procession in the tvah, the Navadurgd are accompanied back to
their temple in the same way by the dhimay group. This visit of the

Navadurga is called 'ndla keygu' or 'dyah bvay keygu'.

All the dhimay groups perform during bisket and dasai festivals. During
bisket, the groups accompany the gods of their npeighbourhood on their
jatra, and on the day of dyah svay3d biyeygu (4th of Baisakh) they go to
visit all the gods of Bhaktapur along the traditional pradaksina route.
This is the day, when all the music groups of the town can be seen at

the same time.

At dasail all the dhimay groups come out on ten successive days to visit
the astamdtrka, protecting mother goddesses of Bhaktapur. On the way to
the respective astamiatrka-shrine they will refrain from honouring any
other god on the way with playing of dyahlhaygu. First they will play
dyahlh3ygu and md for the astamatrka. While returning however, every god
is considered with a small musical offering. Passing dasai as an active

dhimay player can be extremely strenuous. The nights are spent sleepless



with feasting, the days with drumming for many hours in the processions.
Only by means of drinking rice beer (thvd) these hardships can be over-

come.

Some dhimay groups take part in the processions of a few other festivals,
for ex. gidi jatra, Buddha jayanti, sitiInakah, Indra jAtra, holi puni,

sakimala puni, yomari puni.

Irregular performances of dhimaybaja in the tvah can be of various
kinds: guthl pija (guthi: social organizations connected with death
rituals), kaytd pija (initiation ceremony of the boys), daphd pija
(annual piajd of the dapha music groups). Only in case of kaytd paja the
dhimay players will be fed by the host with bhoj and spirits. At all
other occasions everybody enjoys their music but nobody pays for it.
Also the maintenance of the instruments is born by the players. Usually
one group owns two or three dhimay and one or two pairs of bhuchyah and

sichyab.

Despite of the considerable expenses which every dhimay player is facing
during the learning period and after, dhimaybdja is still popular in
Bhaktapur. Since dhimay players attract the attention of the womenfolk
during processions, especially young boys are very much interested in

learning this drum.
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Construction of the dhimay

The cylindrical body of the dhimay (gvah) was - in the case of old ins-
truments - cut from a hollowed tree trunk. Often the natural shape of
the tree was preferred to the regular shape found nowadays more fre-
quently with dhimays made of tin barrels or brass. The average size
is 53 cm length and 40 cm diameter. The drum hides are wound around
rings made of prepared cane (pvatd) and are tightened by leather straps
(t4 or ti bala) in a crosswise way. At the inner side of the left hand
hide (haima) a tuning paste (masdld) is stuck, made of ground resin of
the sdl-tree, castor-seeds (alapu) and mustard oil. The hide for the

right hand (nasah) remains without tuning paste and sounds much higher.



Playing technique and notation

Newar drummers do not employ any systematic notation. They memorize their
compositions by way of drum syllables. Very seldom the players are cons-
cious about an underlying metric-rhythmic system. So mistakes enter the
repertoire, are adopted and faithfully transmitted through many genera-
tions of musicians. It is conceivable that in the olden days Newar music
did employ concepts related to Indian tala-s. In navabAaja and lalakhi
repertoire many compositions still bear the names of certain tala-s.
Dhimay players however are not at all concerned about systems and
theories. They simply play and enjoy what their forefathers created.

Rarely new things are composed.

The traditional dhimay compositions of Bhaktapur have been collected as
I learned them from Shri Ganesh Bahadur Sijakhva from Yaché. They are
presented here in two different systems of notation, i.e. Western staff
notation, which gives a clear and rather abstract picture of the anatomy
of the music, and an oriental notation of drum syllables, which allows
the reader to imitate the sounds of the drum with his own voice, just
like any Newar player would do it while memorizing his repertoire. This
oriental system of notation is a modified version of the one developed
by Nikhil Ghosh ("Fundamentals of Raga and Tala with a New System of
Notation" Bombay 1968). It can be applied for any kind of Newar drumming

and allows the reader to read the drum syllables with exact rhythm.

In dhimay playing there are four different sounds. The hight hand beats
the nasah-hide with the dhimay puca, a piece of cane rolled into a spiral
(The canes for making a dhimay puca are obtained from those which were
used during bisket festival to fetter the spirit of chaos, Betdl from
the Bhairavnath courtyard, at Bhairav's chariot.), or with a simple
straight twig (dhimay kachica), producing a rather sharp sound called
ta, na, na, ta , ti, 1li, ji, etc. The left hand knows two ways of beat-
ing the haimia-hide, a relaxed slap below the center of the skin, called

kha, khu, ka, etc., or a more powerful blow closer to the rim, which

23
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produces a deep and resonant sound called ghé, ghii, ki, etc. The fourth

sound is a combination of td and ghii called jhi or dhA4.

In case of a few compositions the drum syllables are replaced by words

with a definite meaning, usually a rather dirty one, causing a state of
maximum receptivity in the student's mind. These compositions are played
especially to make fun of other groups. Occasionally the teasing can
reach such a climax that dhimay playing is dropped and dhimay throwing

will start.

These drum syllables are written in a system of boxes indicating the
time measurements which are called 'mitrd' in Indian music theory. Each
box is divided into two by a horizomntal line. If there is only one beat
per matra, the syllable is written into the upper box. If there 1is a
matra without beat, the sign o stands for sounding rest. If there is a

half mitria rest, the sign e is applied.

——
Thus, éhiﬂﬁg‘ reads as /ghuna khata/

(na! ta,
na to-

ORI TP TP e e
and  khy khu ta dhalha! 0 |t& |dhd] reads as /khuti khuti/taka dha/
! t",,gl t,' Lk_a'l i ,‘,L_-,,L,?;L i

/kha/ taka dha/

The pair of brackets { } indicates that the part included has to be
repeated. A number above the closing bracket shows how many times that
part is to be played. Sometimes instead of a number the expression ad
lib. (shortcut from Latin ad libitum) leaves it to the player how many

times he wishes to repeat.

If a section is to be repeated not completely but only upto a certain
point, this point is marked by the symbol F, and an arrow wili lead the:
reader to the line where the repetition starts. F does not mean an

interruption of the playing. The line below the arrow has to follow

immediately.



In case of the dyahlhdygu piece the symbol -f\jﬂu"“'

can be found above a short

section to be repeated: -f\Jf\f”‘

C ——

ta, © |jht]

5hii_t<L e

This indicates that the section in brackets has to be repeated many
times with accelerating speed, i.e. each time it has to be played faster

and faster and faster until the player reaches his limit.

Usually every four matra a vertical line connects all the systems of a
page. These divisions follow the cycle of sichyah which keeps repeating

every four miatra.

In the staff notation three lines correspond with the three ways of
beating the dhimay. The upper line is reserved for strokes of the right
hand, i.e. t3d, n3, etc., the middle line for the dampened sound produced
by the left hand, i.e. kha, khu, etc., the lowest 1line for the deep,
resonant sound by the left hand, i.e. ghl, ghé, etc. One quaver corres-
ponds with one matra of the oriemntal notation. The bar-lines frame one

cycle of bhuchyah.
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Notes on the compositions

DYAHLHAYGU

'Dyahlhaygu' means ‘'invocation of a god'. This piece is used like a
rather complex telephone number to focus the drummer's mind on Nésahdyah.
Dyahlhdygu must be played at the beginning and at the end of every dhimay
performance, it may be in public or in the student's practicing room.
There are three ways of playing this piece:

a) the complete dyahlhaygu,

b) cicahahgu (small) dyahlhaygu, the 1last four lines of the complete

version,
c) sidhaykegu (end making) dyahlhaygu, the last two 1lines of the

complete version.

When a dhimay procession passes any god (dyahché, pith, stipa, holy
river, sacred tree, etc.), cicdahdhgu dyahlhaygu will be played while
walking on, in such a way that the last line is being omitted and nhydh
immediately follows. In case of a very important god the procession will
stop first with sidhaykegu dyahlhaygu, and then the compléte dyahlhdygu
will be performed in front of the god.

The words 'caha' and 'ha' are shouted by the leading dhimay player to
signal the precise entrance to all other players. During the first two
lines of dyahlhaygu, the bhuchyih- and sichyah-players will follow the
dhimay with every 'jhi'. Then they keep to their standard pattern,l/

MA

Ma means main piece. Consisting of many chinid, this is by far the
longest and most beautifully designed dhimay composition. Its perform-
ance lasts fifteen to twenty minutes. During the final part the players
may insert any of the gu- or chinid- compositions they usually display
during processions. This piece is played in front of Nasahdyah or during

the performance of some pija, or even in front of some sponsor's house,

1/ A detailed analysis of dyahlhaygu and ma is under publication in
Germany: "Anruf der alten Gotter - Notation und Analyse einer new-
arischen Trommelkomposition".



but hardly ever during processions. It is known to most of the Jylpu
players. A few dhimay groups, especially the Kumdh and Avdh ones, can
play only sections of it, which they treat like any chind-composition

while walking on.

In the notation, different chapters of the composition are marked by

Roman capital letters.

This piece has been handed down to us through many generations of dhimay
players, and while travelling through the minds of so many drummers, a
few irregularities may have crept in, giving cause to endless quarrels.
Dhimay players believe what they have learnt from their gurus must be
right, and they expect the accompanying players of bhuchydh and sichyalb
to follow them and adapt their standard pattern at a few crucial points.
Since players of bhuchyah and sichyih usually fail to recognize these
critical places while performing ma, they are bound to loose their track

and receive furious glances and gestures from the leading dhimay player

At first, the author felt compelled to repair these few obvious diver-
sions from the regular 4-matra-pattern and present the composition in
the perfect shape it deserves, to satisfy both dhimay players and players
of bhuchyadh and sichyah, too. But then, flawless perfection is a typical
ideal of Western culture. The confidence with which the Newar drummers
insist on these few irregularities, seems proof enough that these 'mis-
takes' are intended, are a necessary requirement for the players' aes-
thetic senses. For the sake of these oddities they accept and enjoy the

temporary chaos which they are causing during every performance of ma.

These critical places are:

C chapter, line 7 : three matrda rest instead of one. This is

repeated in chapter C'.

F chapter, line 1 and 2 : As the number of repetitions 1is not
restricted to even numbers, the bhuchyah cycle could well remain

incomplete.

G chapter, line 5 : one matra rest instead of three.
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NHYAH (GOING FORWARD)

These are the standard 1lines for processions. They are repeated many
times and can be interrupted by any gu-piece. They must be played like
fire, so that everybody feels inspired to dance. In case the bhuchydh-
and sichyah-players lost their way during some intricate gu, nhydh will
guide them back on the right track.

CHINA

These pieces can be played during the last part of md or during process-
ions. Since they are a little more virtuosic than other pileces, the
players often utter a joyous cry after successfully reaching the final

"dhd". China is repeated once only.

NHYAH THAYAGU CVAH (NHYAH PLAYING PIECE)

Any of these three pleces may be used to start the procession again after
it has come to a temporary stop. The pieces will start a little slower

than the usual speed and accelerate gradually.

GU

These colourful compositions are played during processions as a change
to the standard nhyadh. They may be repeated several times. Some of them
(No. 3, 4, 5, 10, 15) are used to tease other players who understand the
meaning. Since most of the words are hitting below the belt, dhimay
players are having great fun playing these pieces, even if the person

serving as the target cannot understand what things the drums are speak-

ing.

In order to prepare the reader for any possible encounter, the author

has confined himself to a paraphrase rather than a literal translation.

Apart from the very special slang employed, the words are hidden among
meaningless drum syllables which occasionally may suggest association

with words completing the meaning. Therefore, in order to grasp It



fully, one's mind has to be in tune with these special waves of rustic
humour. Since the minds of some Newar scholars approached by the suthor
for help, refused to do so without essential omissions, he had to depend

on whatever informations he could extract from his giggling gurus and

fellow dhimay players.

gu 3 and 4:

gu 5

gu 10:

gu 15:

I fuck, fuck, fuck your mother
Into her worn-out vagina.

You pubic hair, give way!
Fuck!

Bedbug! Your neck I'll break

Like that of a pigeon or a parrot.

Not one but two plates of rice eats he.
Not only the rice but the plate eats he.
Not from a glass drinks he,

But from a bowl the aspirits.

There is this hot lady with that dotted sari.

I'11l screw her from behind

Straight through the dots.

Otherwise she'll grow tatty and old.

The lady with that black sari there,

Ear with flowers behind, hair-knot aside,
She makee me so hot.

I1f her mother doesn't stop that stupid talk
of how to pose and what to say and do,

The fungus will get her after all.
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Gu 11 is derived from dhahbaja, gu 17 from mékah pydkha (monkey dance),
gu 18 from the laldkhi repertoire. Gu 18 is played exclusively during
the gai-jatra~-festival.

Gu 19 is Ganesh Bahadur's 'piece that nobody else can play'. He trans-
posed it from the lalakhi-piece lagasikha which is wused to accompany
some daphi-songs. Even an experienced lalakhi player would find it
difficult to adjust the piece on the spot to the playing technique of
the dhimay. While challenging other dhimay players, Ganesh Bahadur has
always been the smiling hero. Being aware of this publication, he al-

ready composed a new piece which must not be exposed here.

While participating as a drummer in the dhimay processions, where other
players keep showing off with some 'pieces that nobody else can play’,
the author felt tempted to compose a few pieces in the traditional
manner. Since these pieces have been approved of and adopted by his
friends, and thus became part of the living repertoire, they are pre-

sented here. These compositions are:

Gu 20, china 4, china 5 (after Maurice Ravel's Rigaudon from 'Le Tombeau

de Couperin').

CVAH (TAIL)

This piece is derived from ma (D chapter) and treated like gu.

Some dhimay groups have adopted compositions from other drums, like
tatali from dhahca-repertoire (Cvarca-dhimaybaja) or dhamak from dhimay-
c4- and nagarid-repertoire (Yata-dhimaybdaji). These compositions will be

published in a separate study of navabaja.



How to play bhuchyah and sichyah

without destroying them

Usually bhuchyah and sichydh are playing a similar pattern, giving ome
long and two short notes. The bhuchyiah pattern is played at half speed,
i.e. two sichyah cycles cover one bhuchydah cycle. In case of a few gu-
compositions and - to some extent - dyahlhidygu, bhuchyah and sichydh will

leave this standard pattern and follow the major strokes of the dhimay.

Bhuchyidh and sichyah are delicate musical instruments made of precious
brass. Unfortunately during processions these instruments have the ten-
dency to break into pieces, simply because people do not know how to
handle them correctly. There is certainly a difference between lovingly
caressing somebody's cheek and slapping it in anger. In case of bhuchyah
and sichyah only the former method should be applied. Never hit them
together like a brute, but always strike them gently with one hand going
up and one hand going down. Then they will live long and retain their

sound quality.

The craft of bhuchyah and sichyah making has become almost extinct in
Kathmandu Valley. Occasionally copies from Bhojpur and other places
reach the market here, but they differ in shape and sound quality to
their great disadvantage. The original ones with their superior, royal
sound quality were produced in the Patan and Kathmandu workshops of high-
caste Newar Buddhists who nowadays prefer the more profitable professions
offered by the rapidly changing urban society. Most unfortunately, those
who still have the skill and the knowledge to manufacture these instru-

ments, are reluctant to pass it on.
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Gu 11 is derived from dhahbaja, gu 17 from midkah pyakhd (monkey dance),
gu 18 from the 1alakhi repertoire. Gu 18 is played exclusively during

the gdi-jatra-festival.

Gu 19 is Ganesh Bahadur's 'piece that nobody else can play'. He trans-
posed it from the lalakhi-plece lagasikha which is wused to accompany
some dapha-songs. Even an experienced lalakhi player would find it
difficult to adjust the piece on the spot to the playing technique of
the dhimay. While challenging other dhimay players, Ganesh Bahadur has
always been the smiling hero. Being aware of this publication, he al-

ready composed a new piece which must not be exposed here.

While participating as a drummer in the dhimay processions, where other
players keep showing off with some 'pieces that nobody else can play',
the author felt tempted to compose a few pieces in the traditional
manner. Since these pieces have been approved of and adopted by his
friends, and thus became part of the living repertoire, they are pre-

sented here. These compositions are:

Gu 20, china 4, china 5 (after Maurice Ravel's Rigaudon from 'Le Tombeau

de Couperin').

CVAH (TAIL)

This piece is derived from ma (D chapter) and treated like gu.

Some dhimay groups have adopted compositions from other drums, like
tatali from dhahca-repertoire (Cvarca-dhimaybaja) or dhamak from dhimay-
ca- and nagarid-repertoire (Yati-dhimaybaji). These compositions will be

published in a separate study of navabaja.



How to play bhuchyah and sichyah

without destroying them

Usually bhuchyah and sichydh are playing a similar pattern, giving one
long and two short notes. The bhuchyih pattern is played at half speed,
i.e. two sichyah cycles cover one bhuchyah cycle. In case of a few gu-
compositions and - to some extent - dyahlhaygu, bhuchyadh and sichydh will

leave this standard pattern and follow the major strokes of the dhimay.

Bhuchyih and sichyah are delicate musical instruments made of precious
brass. Unfortunately during processions these instruments have the ten-
dency to break into pieces, simply because people do not know how to
handle them correctly. There is certainly a difference between lovingly
caressing somebody's cheek and slapping it in anger. In case of bhuchyéh
and sichyah only the former method should be applied. Never hit them
together like a brute, but always strike them gently with one hand going
up and one hand going down. Then they will live long and retain their

sound quality.

The craft of bhuchyah and sichyah making has become almost extinct in
Kathmandu Valley. Occasionally copies from Bhojpur and other places
reach the market here, but they differ in shape and sound quality to
their great disadvantage. The original ones with their superior, royal
sound quality were produced in the Patan and Kathmandu workshops of high-
caste Newar Buddhists who nowadays prefer the more profitable professions
offered by the rapidly changing urban society. Most unfortunately, those
who still have the skill and the knowledge to manufacture these instru-

ments, are reluctant to pass it on.
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How to get into the right mood

Dhimaybdjd has to inspire many people. It has to induce a joyous spirit
which directly leads to dancing and ecstasy. This is only possible it
the player himself is 'soaked' in this spirit. According to Ganesh Baha-
dur, the drinking of thvd (any of the five celebrated varieties) is com-
pulsory for every dhimay player. It gives relaxation to body and mind
and allows him to play like fire. However, this method cannot be recom-
mended to some players of bhuchydh and sichydh, who are getting so much
inspired that they forget the right way of playing their instruments, as
explained above. Be that as it may, experiments are still going on in

Bhaktapur, and they will go on forever,.



Appendix one:

Photos
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Left Shrine of Tathu Nasahdyah during dhimay pirane puja. The Nasah
hole (center) is blocked by a paste made of beaten rice and curds, with
Nasahdyah's face painted on it. The shrine is decorated with many kinds
of offerings, including the blown-up intestines of the goat sacrificed a
few minutes before.

Above: Nasahdyah's face (detail of previous photo).
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Three old dhimay of different shapes.



Demonstrating the two ways of playing the haima-hide:
1. kha, khu, etc.
2. ghé, ghi, etc.
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Cvarcd Dhimaybajd: Bhaktapur's largest dhimay (len'gtﬁ: 55 cm, diameter:
49 cm) being played together with flutes (bdsuri).




Gvamddhi Dhimaybaja
festival 2040.

with dancer

at Bhisimpuja-procession during holi
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1.
2.

Yatd Dhimaybdja at Rampijé-procession during bisket 2040/41.
Drying wet dhimay hides after rain.




Dhimaybaja encouraging the crowd while erecting the pole at Yahéikyah
during bisket 2040/41.

Young dhimay player from Sujamadhi Kumadh Dhimaybaja with white
betali-cloth during his first procession, immediately after dhimay
pirdne paja.
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y to carthi

The author (with dhimay and cap) and his friends on the wa

puja.



Appendix two:

The dhimay-groups in detail
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The dhimay-groups of Bhaktapur are listed here according to their locs-
tion from east to west. Informations are given about number of instry.
ments, number and caste of players, gods worshipped during apprentice-

ship, and all performances.

1) Sujemdari Dhimaybajé

Instruments: 3 dhimay, 2 bhuchyah, 1 sichyéh

Players: 14, all are Jydpu

Worshipping: Sujamdri Ndasahdyah, J€la Haima (Haimakhyal), Tvarca-Ganes,
Astamfitrkd (Vakhupati-Nardyana-courtyard)

Performances: bisket (round with Barmayani), dasal (visiting astamdtrka),
gal jatra (round with cow), <feasts at the tvah (ddéphad paja, nani pdja,
kayta puja, guthi pdja)

2) Sujamdri EKumah Dhimaybdja

Instruments: 2 dhimay, 2 bhuchyah, 1 sichyah

Players: 12 (9 Kumdh and 3 Jyapu)

Worshipping: Sujamdri Nasahdyah, Jé&ld Haimd, Tauldh Ganes, Astamatrka
(Vakhupati-Nardyana-courtyard), Bisvakarma

Performances: bisket (round with Barmdyani, Tauldh Ganes, Bigvakarmi),
dasal (visiting Astamétrka), feasts at the tvah (kaytd paja, visit of the

Navadurga)

3) Jéla Dhimaybaja

Instruments: 3 dhimay, 1 bhuchyah, 1 sichydh

Players: 5, all are Jyidpu

Worshipping: Sujamari Ndsahdyah, Jélad Haima, Jéla Ganes, Mikva Bhaila
Performances: bisket (round with Barmayanl and Mapuca Bhaila, both on 3rd
Baisakh, another round on 5th), dasal (visiting Astamatrka), feasts at
the tvah (kayta pGja, visit of the Navadurga)

4) Makva Dhimaybaja

Instruments: 2 dhimay, 1 bhuchyah, 1 sichydh
Players: 5, all are Jyiapu

Worshipping: Sujamari Nasahdyah, Jéla Haima, Sald Ganes (The two players



living in Yatache worship Tathu Nasah and Haima.)
Performances: bisket (round with Barmdyani, another round on 5th of

Baisakh), dasai (visiting Astamdtrkad), kayta pija

5) Khdca Gatha Dhimaybaja

Instruments: 3 dhimay, 1 bhuchyah, 1 sichysh

Players: 7, all are Gatha

Worshipping: Inacva Nasahdyah and Haima, Khdca Ganes, Maheavarl
Performances: bisket (round with Mahesvari), dasai (visiting Barmayapi),

Buddha jayanti (round with Inicva Buddha), sakimald puni

6) Yata Dhimaybaja

Instruments: 2 dhimay, 2 bbuchyah, 1 sichyidh

Players: 9, all are Jyapu

Worshipping: Yiata Nasahdyah and Haimid, Gvamidri Ganes

Performances: bisket (round with Barmdyani, Chumd@ Ganeg&, Mahikali/Maha-
laksmi, witnessing the up and down of Lah$§ikyah), dasai (visiting Asta-
matrka)

7) Gvamari Dhimaybaja

Instruments: 2 dhimay, 1 bhuchyah, 1 sichyah

Players: 5, all are Jyapu

Worshipping: Tathu Nasah and Haima, Gvamari Ganes$

Performances: bisket (round with Gvamari Ganes), dasai (visiting Barma-

yani), feasts at the tvah (visit of the Navadurgd, and others)

8) Yaché Dhimaybaja

Instruments: 2 dhimay, 1 bhuchyah, 1 sichyah

Players: 8, all are Jyapu

Worshipping: Tathu Nasah and Haima, Yaché Ganes

Performances: bisket (round with Barmayani, Mahakali/Mahalaksmi, another
round on 5th of Baisakh, witnessing the up and down of Lah§éikyah), dasal
(visiting Astamatrka), gal jatra (round with cow), feasts at the tvah

(kayta puja, guthi puja, visit of the Navadurgid)
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9) Cvarca Dhimaybaja (being a part of Cvarca Dhimay Bésurl Bha jan)

Instruments: 1 dhimay, 1 bhuchyah, 1 sichyah, 14 bdsuri

Players: 19, all are Jyapu

Worshipping: Tathu Nasah and Haima, Cvarcd Gapes

Performances: bisket (round with Cvarca Ganeé), dasal (visiting Agta-
matrka), gal jatra (performing '‘silume' - ballad with flutes and many

singers)

10) Dugumala Dhimaybaja

Instruments: 2 dhimay, 1 bhuchyah, 1 sichyah

Players: 7, all are Jyapu

Worshipping: Tathu Nasah and Haima, Yaché Ganes, Mahalaksmi
Performances: bisket (round with Mahdkali/Mahalaksml), dasal (visiting
Astamiatrki), feasts at the tvah

11) Nagpukhu Dhimaybaja

Instruments: 3 dhimay, 2 bhuchyah, 1 sichyah

Players: 8 (4 Jyapu, 3 Chipa, 1 Gapi)

Worshipping: Tathu Nasah and Haima, Mahalaksmi Ganes, Mahalaksmi
Performances: bisket (round with Mahakali/Mahdlakgmi), dasai (visiting

Agtamdtrké), feasts at the tvah (visit of the Navadurga, kaytd pujé,
guthi paja, etc.)

12) Bvekhah Dhimaybaja

Instruments: 2 dhimay, 1 bhuchyah, 1 sichyah

Players: 7 (5 Avdh, 1 Gaida, 1 Rajacal)

Worshipping: Tathu Nasah and Haimd, Mahalaksmi Ganes, Mahalaksmi
Performances: bisket (round with Mahakdli/Mahalaksmi), dasal (visiting
Astamdtrka), feasts at the tvah (kayta paja and visit of the Navadurgi)

13) Tdchimald Avah Dhimaybaja

Instruments: 3 dhimay, 2 bhuchyah, 1 sichyah
Players: 8, all are Avah
Worshipping: Mulaché& Nasah and Haima, Nigpukhu Mikha, Chuma Ganes

Performances: bisket (round with Chumi Ganes), feasts at the tvah (bhajan
pija, visit of the Navadurgs)
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14) Chasukhyah Dhimaybaja

Instruments: 2 dhimay, 1 bhuchyah, 1 sichyah, 5 basuri

Players: 10, all are Jyapu

Worshipping: Tibukch& Ndsah and Haima, Dahibiniyak Ganeé, Candedvari
Performances: bisket (round with Dahibindyak Ganes), dasal (visiting
Astamatrka), sitinakah (round with Bhagavati), CandeSvari-jatra, feasts
at the tvah

15) Kvaché Dhimaybaja

Instruments: 2 dhimay, 1 bhuchyah, 1 sichyah

Players: 7 (5 Jyapu, 1 Napit, 1 Kaystha)

Worshipping: Tibukché Nasah and Haimd, Kvaché& Ganes, Bhagavati, EKumidrl
Performances: bisket (round with Kumari), dasai (visiting Astamidtrka),
sitinakah (round with Bhagavati), visit of the Navadurga

16) Bvaldch& Kumih Dhimaybaja

Instruments: 2 dhimay, 3 bhuchyah, 1 sichyah

Players: 8, all are Kumah

Worshipping: Ghakha Nasah and Haimd, Jatha Ganes, Gorakhnidth, Bhairava,
Betal, Bhagavati

Performances: bisket (round with Jatha Ganesg), dasai (visiting Barahil

pith), feasts at the tvah (guthi puja, kayta pija, visit of the Navadurga)

17) Tahamala Dhimaybdja (being a part of Jatha Ganes Bhajan)

Instruments: 2 dhimay, 2 bhuchydh, 2 sichyah

Players: 8, all are Jyapu

Worshipping: Ghakha Nasah and Haimd, Jatha Ganes, Gorakhndth, Bhairava,
Betal, Bhagavati

Performances: bisket (round with Jatha Ganesd), dasai (visiting Barma-

yani), dapha paja

18) Tekhacva Degamana Dhimaybaja

Instruments: 2 dhimay, 1 bhuchyah, 1 sichyah
Players: 6, all are lower farmers
Worshipping: Ghakha Nasah and Haima, Tekhacva Ganpes$, Barahi

Performances: bisket (round with Barahi, another round omn ©5th of
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Baisiakh), dasaj (visiting Barahi pith), ga1 jatrd (round with Barahg),

yomari puni

19) Tekhacva Bhaila Dhimayb&ja

Instruments: 1 dhimay, 1 bhuchyah, 1 sichyih

Players: 6, all are Jyapu

Worshipping: Ghakha Nésah and Haima, Tekhdcva Gapes, Barahl
Performances: bisket (round with Barahi, Mahakali/Mahalaksmi, Barmdyani),
dasal (visiting Barahi pith), feasts at the tvah

20) Bharbacva Dhimaybaja

Instruments: 3 dhimay, 2 bhuchyah, 2 sichyah

Players: 8, all are Jydpu

Worshipping: Ghakha Nasah and Haimd, Indga Ganes, Inaga Mdka
Performances: bisket (round with 1Inagd Ganes), dasal (visiting Asta-
matrki), Indra-jatra (round with Indrayani, accompanying midkha-pyakhd-

dancers at their Patan performances)

21) 1Itache Dhimaybaja

Instruments: 3 dhimay, 2 bhuchyah, 2 sichyah

Players: 9, all are Jyapu

Worshipping: Ghakha Nasah and Haima, Itaché Ganes, Itaché& Méka
Performances: bisket (round with Itaché Gane$é and Indrayani), dasal

(visiting Barmayani pith), feasts at the tvah (kayta p0ja, visit of the
Navadurg3a)

22) Tekhdcva Dyahnani Dhimaybaja

Instruments: 1 dhimay, 1 bhuchyah, 1 sichyah
Players: 6, all are Jyapu
Worshipping: Ghakha Nasah and Haima, Tekhacva Ganes, Barahi

Performances: bisket (round with BarahiI), dasai (visiting Barahi pith),

gadi-jatrd (round with Barahi)

23) Kvalach& Dhimaybaja

Instruments: 2 dhimay, 1 bhuchyah, 1 sichyéah

Players: 7, all are lower farmers (Gvara, Ché&gutsls)
Worshipping: Ghakha Nasah and Haimd, Kvalaché Ganes



Performances: bisket (visit and bath

at

Cupin ghit), dasal (visit of

BarmdyanI pIth), tvah piujdé (round with Kvalachd Gapeé, visit of the

Navadurga
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Bhaktapur Map No. 2

Exact location of the 23 dhimay groups, the households of every dhimay

player being market by a dot. Dotted 1lines indicate the processional

route of the musicians to the six different Niasahdyah during learning
period.
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Transcriptions
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+a |dhd| na |dhad wa [dha [whalkhulta | d [ho|ta [ta [t&[t& (18

1

i whalta 3\\\') ta |t | kalkhu khy

Vha!|d) lkhallhal di | di |kha|kha|ta [+&|ta|td [ta |td|ghy kha o

tata|ta ta [ta | ta& [k khv khv wna |t 1

dhia| 0 |0 | @ |kha} {a ]
ka.
' d.aca‘:o al F
) y
ahaty | © [dha|dna]ta [kho|ta [gho[to [© [dnaldna]ta [kho|ta |
dhaltu ta [ta [ku | ni jdhajtu 13 |ta M'\Ot
i |
£
Sh\': di bhojta |najd [khe tE{q\nS v | ta|né| © [kha| ia
ta |ti [ka| |talti kal  [%a[ti ko ka

=~

|

khu(ta [4a S\w va |dhd
a{ti | ko [td [wa | ka

g\;\o di [khuita|maldi [kho{ta|n&|d
alt |ka talti | ka +

ho| di [khvjta|waldi |khvita [(n&]di [khlta[ta [ahelwE] O
talt: [ka| |tafti ka ajti [ka|td|wa

i
ta %\w na dha 3\'w wa |dhd|kha| & [dhd] na [khu|khal (o [ahd th’
ta[valka| [malka| |t [khal taltal ko lwey”

nay

&= weagmsr - nawac drvmmiay
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o

td

t-

lhv

kha

\a

ko,

[

ka.

nha |

Cinha

5 |dha

kha! (o |t& [t& |kha| ia

ka ka

aho

nha

khy

vha,

nha,

ta

~ h‘\é

r—-—-«r——-—l

-

& [whél

khy

n«

a [nha

khy

vha

ta

na

ahv

nha

ta

nha,

ta

vha

ko

ta |wha

kho

R

vha,

khw
ta

nha,

ta

ahv [nhal

ta

kv

qnv
—

khy

khy

ta

dha

dhal

ti

ka

ka

ta

dha!

khu

ta

kv
1.

khv
ti

ke

kho

t:

khu|kho
i |t

khu
t

khu
4.

khv
1

ka

dha

kha

ka

3y

ne

na

aha g2

na

ta

kha

kha

tata

ka

ka

na na

ka

L

dhd

kha,

ta

ahd|dhé| qu

na

ta

kha,

kh

13-y
ta q\wal

na

ka

L

o

s e droaminy



ta |ta |adhaldha| wa| © |khal ja

ka ha

ta [ta |dnaldha] ta|ta |dhaldnd] ta | ta [dhaldhdlghu|ghy|ahv| na

ka | ka i koo na | na | n

t& | ta |dha&ldh&|ahv Shu 3\1\.’ na

ka. nal naj n

%\w 3\1\: Shu na.

A

nd | e khu ta | mélw [kholta [ta | v [khel ta [khu|ta] di [kho
ta it | ka ta |ti | ka 3»“; talti [ ka|ti | ka|dha] ti

e

| ka

Tda capo al F

F ahd| né SHJ né finL' n&|ta |kh| ta [taylahi|dha] 0 |dhg|dha
LfT L [taik

-y

ghi|né|ghd| nd tay|aht nalta [kho| ta ta;, qhd dhi| o
Li [ta]lo

dhalkho| té |dhdlkhal 0 | td [dhd])dhalkhy | ta |dhallhu| td [dhd|dha

ta | ku ha a|ka a | ka

élga/ndlgalnd|aa ta |ta ( ta|dhalnwhalkhol di |dhatha |kho

ka | na| ka|mnal ka | na wha|ta lwha |t a

ta |dhi| ma [dh&inha khv|dha] © [dhaltv | © |dhalk |t | di [kha

1

vhalta & tv t | laldhal b,

dha| 0 | o | o [lha| © |ta ldh&

ka




o little faster

G dhi| o |ahd|wa|khajta|qhd| 0 |ghd|ma khaltd |ahd] © | ja | ke

ta | ka|ahS|nalkha ta ghc.‘ 0 |wa|tallho/tdlkhal © | ia|ka

_>£‘-' nay khu|t& [khal © |td |dha

ka

dhay| way/khu [+ & [dha|né [td |dhd] & |dha] malkho|dhé[nd| o | o

f-dhanha khy| taftal o

l wha| ta | ka

khu[t& |khu|ta [khu|t&[ahd|khaldhal © [ 0 | o [lha| o [ta|dha

na ‘tl l(n

| da capo

H ahvlahulahu] nalkhal o [ta |dhd Shu aholahv| né| ma [khokhu| ta

nal ndln ka nal nalni ta{tajt |ka

ta | o |dhi| o [wa| o [dha] o [ta] e | 0 |dhd|ahd| ta| ta|aho

dhd -

start af half tewpo , accellerando ‘;g-(,

¢hd|ta |tata|khu|td ta|ta|khu|ta [t [ta khulta ay 3h\7

N ta | ko |

|

| a tewmpo y '
D' %}\5 di khulta | nal di [kho|ta Shﬁ v |kholtda | na| 0 [kh "\'q continve like

1 talti [ ka talt | ka alti [ kv ka D wpte

3

P o [kho] ta [dhalkho [kho [ta | o [kho ko kholkholkhy | ta | di |kha| ]

[t [2i [ka] {+i ]t + 14 [+ L4 [+ [ kalaha] i [ !

dhal 0 | o | 0 |kha| O [ta |dhd

ka

]Ja cnr\n al F 7 o= —agmar - mawar devmming
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_ start at half tewnpo

accellerando

ta|{o |w ldhaltal o |ta|ta|ta| @ [wi[dhajta|o [ta[ta
ghi 3‘\? ka 3\13.' 5HT ko
] . 24
qhd |ahd| waldha] ta | o |t |ta|ahs|nd |nd|dha|ta| o |ta [t T T
i\' ko wa | ka | ka
a tewpo . |
dh|ta |dha| ta [ta [ta | ta |[ta |dhd|ta |dhd] ta [kh [kheltd [t& |
L Li [kha|li [khaj Li Li Li |40 [ |
|
ta| e [wildhaita] e |wildha[ta| e |vi |ahalkholkhuita |ta
L.ghé Shﬁ ka | < ‘qrhi' ka ghé Sh'-' ka. IERE h
"t& d\nfi}‘ni dha|na| 0 khal ta | T
L ka i
ta [dhé| najdhd| wa |[dhdivha |kho [ta | di [khe| ta | ta [dhallha 4
nhalta [ahd|ta ]t | ka| ka ka
14 || |dha| na|dhalwha kho[ta | & [kho[1a [ta|ta[ta|ta ) "
whalta [ghS|ta ]t | ka|kh Jénu
! J !
kha | di [lhalkhal di | di |khalkha|td [t& (taltd [ta|te laholkhal =r
altajtal [taltaltalke] o] ol Iwalts | | (
dha] 0 | o 1o [kha ja i |
il ka.| | |
- da capo al F l
Y-S i
dha [dhd| o [ta | ta | kad [ahv]| naldhdldws| o {ta|ta khvlaho {kho gh...q
né | ka a|naltal _JL.’
' 1-3 '
1&‘\5 dhota [tata | ka 5hu naldhajdhs|taita [ta|kh ahu lkhu
va ko a|na ti}
dhaldhiitalta|ta [ka ghu| na|dhaldhita | ta |
i ka |
§ = —agar na—ar devmming
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kho

khy

kha

ta |dha

ta

a

kno

khv

ta

khy
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a

khy

alta

-‘V\l
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khui ta

R

lho
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khy
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ta

ka

'h ka

qho
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ti
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ti

ka

‘l‘&'.[dﬁ; T
iha |

lha

NHYAH

Tda cape ol F
[ad lib.

dh

s

kho

khv

a

a

ad lib.

tay

-re

khv
ta

na. |dha

dha]

a |dhal

1\;}&1&

ad b,

khv

na

4. |khv

ta

talta

ta

khv

ta

ta

khv

khy

ta

re

kv [n

EGU

1ghv
=)

na

Vha

ta

khv

na f&

ta

kh
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CHINA

]

aho | na|walta |khal ©

) 4

wa |lha [khat

P

qnd |ma | nata khv [t&

wa|ta [ghs| nalta

ma [lhaflhata ] ta [kha)lh

ta | va|lha

ho | na|wnalt

(]l

khu|ta

walta (ght] na [dhal ©

na [kha[khalta ] ta ltha.

kha|ta | na jkha

dha|dhilghd | na [na ] ta

lhu| ta

[

nalta

dhalkho [ta |[dhalldno|ta
ta |kha

na khalkhal ta | ta

Ihalkha| t&

kha.| ©

tay lgho

CHINA

tay lha|na |ta kha| ©

ta [khalta

ta |ta [khal nalt

kha | ©

tay|khal ma|ta [khvita | ta
a |khal ta a

ta |lh

ta | ta [khat

ta SHG nia|ohs| malahdlta

| ko | val kv [ na) kv |wa

5| waltay bhu|malt

khv

ta

Qt’a

kha| t

kha

Whal ta

kho| ©

§ = —mgeer

— ne—ar drvemmiey
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kha t& [ihe |kha

td|ta

— da capo al F

& |kha/ta [khakhaita |ta [ ta |14 |\ha) ta [khalkhal 0 (ta|ta
rta talta kha t& talta
{
1& |dhal na dhd| né| © |khalia
|ka
ta |dhilna [dhal ta [tE |ano|na|ta |khajta ta | wallhe| T
ta ta | ta _Jha wita] !
dhg/ 0 [0 [0 h%[o talta
ldAmro al
CHINA 4
kha|ta [ta [walkhal 0 [ta[ta T
khajghv|na
ilkh ta [ ta [ via|kha[kha| ta [ghvlkhal ta | ta | najkhalkha| 0 | 0
[ kha;q!\u "o 3unéd k 3\1\: né.
ho 3‘\\7 wa|khal ta h\'!':ha nal ta lohy u!ﬂ ta [ahv %T
na 3\:_1\& i
ahd] na [na [ takha| t o] gholghglkhal ta | ta | valkhe |ta | nldw| £
& [kha|khal t a ] ich Shu na 'tishu wa|tal |
dhél o |0 | 0 |khal 0 |ta|ta

§ - wagyrer

- sawms devamisy



CHINA 5

& | najkhal 0 lkhv|ta [dha) na|kho| t& n&{;&
hol| né. ti | ha ti |t | ka +.

kholta|di [kho[kho| ta | di |kho [khalkha|dha| © {t& [wajkha| ©
| kafdhalt) |t | ka |dhal 1 ta ahv| n&

Jda capo

(]

ta [wa khal makhu|ta |t [kha|ta t | kha/ ta ghv kha t:

ghv | na ti |40 [ka na

kho{ta |t lhalta | k& ghi' o

ta | k Lghikhu
i | ti lka

ti

& | nalkhal 0 |khu| taldh&l nalkhv|ta [+ [khalta ghi 1; |khv
5\10 na | ka t |t [ ka +/
. 3

kholta | ti [kh +6.{5h€ 4 Jkho|kho{ta [t: {wa

t+i | ka 1 [t | ka _'b'

kho | ta | di [holkholta | di [kh kh;n-h(\na dhal 0 |ta|nallkhal o |khuta |dha| ©
ti [kaldnalti [ti [kaldha[ti | [ta gho| na ti | ka ]

do.cAfo

NHYAH THAYAGU CVAH 1

taaho] naltalta]gho] walta [dhalgha] nalta [kh] o [ta tal

kv |ma ku|[ma

ta kha|naltakholta [ta|ta|ta|© |wa|td hal o |talta
ta|ta khajta[ta|ku [khal kha/khalkhal ta

dhilkhu | ta (dhdlldw | ta |dha|dha] ta hol na|talkho|talta|ta| T
HH &l ka & ka alta khal ta [ta ] ko Mhalta] |

dhg| © | 0 | 0 |khal O | ta |dhd|dhd lkho|ta [dhdlkhal © |ta ldha
ka alka | ka

]

de uxro al F



NHYAH THAYAGU CVAH 2

ad lib.
ﬂhq 14 [ahu(dha[gho [ tu | @ [dhg ta dhi|ghv lkha|kha/t&

% ha (i ni |dh) ¢ty ka ni j~m‘l ta/ti [ k&

dhilkho|ta [dhilkha| O |ta |dh

ta | ko la

dhi kho | t6. |dhilkn | £a [dna]dnal a kha] wa [ta olta | t2 | ta =

[talka]| [td|ke ta[ta khalta [+ ] ke lkhal ta] |

)

#\n&o o | o |khal 0 {taldnk

THAYAGU CVAH 3 s

ta |ta|© [walghé|ndle |walta|td|e |najgne/nalnalta
| |anélahe] ka| |ahe ghe|ka| |qnE|ane| ka | nalkhalkhal ta

dhi|khy | ta |dhilkho| 16 [dhd|dhd] ta jkha| nalta liholta [ta | ta]
L_1talke 5| ka ta|ta |khal ta [ta] ko [khalta] |}
!
dhd| ©0 | O | 0 |khal 0 | ta |dhaldhdlkhy| ta [dhalkhe © |taldha
ka ta ] kv ka
AQ card 0.( F

ta | tajkhal joftd|ta|lhal jo

'+
P
-
o
AR
<
-
P
Ex
<
3
P
o]
o]

ad bib.

hd| nal nalkho]ta | nalahd nélehd|nd| 0 | o

ahinaltajghu]na
~ —

g eyt~ mame devmeing



fEa k& |dha & | k& [dn&{dhalta | ki [dnaldhd] e (k& | Ya |ta

ta |dha|naldhinaldha/ta | ta ]

Vta |anz] waldhal na ldna 'na’é\n&: & |dhd wa dhi| na jdna [tay lahs

ad lib.

dniillho |ty Wy Sy o [Eay llh [Fay (k| na | ta o [t [ta | ta
ta| “[ta| "[ta] "lta] |t |Mhafta[ta ko o

ad kb.

dhaldhi 3\16 .| ta [ 18 kha| (o [tay|kho[ta [gho| na|ta kha| (a

L iu. i ta | kv H\Mi l(a._
ad Iib,
dhd|dhilahd| nalta | ta |kha _("o. tayikhu|ta S\'w re hv|ta g\w
ka| el ko [ma al ko na|
GU 3 ad Vib.
cha|vn|ehydlighyalah O]Ejv 48,
Yo $'l

ad hib.

dhi| o Mhulta |die| o [{a|ta

start at half tempo | accellerando

hi|ihi gho| na[ihi [ihi |ghu[wa]|int | iht|wal iht |ghulkholahdl ©
4 ¥ ~ o ~ ~J
na ] ko wa| ku kv walta

3-5
i) di [kho|ta |waldi kho|ta[ta] o [wa]ta ota]ta]dea .,#go a tem
ta |t | ka alti | ka|khajkhalkhal ta. |té | ka kha

8= —agmae -~ navar drvmmiag
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GU 4

56
ihi | © Jkho |khu[ta | @ khukhu_(rt o [khvlkhy | ta| 0 |ta[tg
ta |t [ahe ta|ta &lta
S-b
jhi]o kholta tdlo |khu|ta|jhi] o |kho|ta|ta|o [ta|ta] =
ahé |
£-6
cha|malehydland ta | © dlohySlchalwné [ahyalghyilaned © llkho|ta
o | St _,hé' wa | i
i “da cage ol F
& © | O [thiy|syay O [khu[ta
/ 7
Ay ta ka.
/7 7
3
ca | © OJH'\G I\ﬁ}, OMU ta
Wolbal [ | [ta [k
Jaa capo ad lib.
GU 6 , adlib
she na [ghe | n& |ghe|na |ahe [ na [ghe -mishe valdi |© |khalta
na na na na o vnallkhal talti |ka
ad hib.

bl e She valdi | @ |kha &

thil L it [na| o [Whalja [n&] i [it [t [wa] O [kha ja
J AR I, N SR EPER d

Q Ja lai k i (ki |l ko
- — ~J (=)

ta lahs| di |ta [kho|ta |qhé] ja | taloho] di [ta ahé| o (ta|ta

ka_

da wapo ad {ib.
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dhal 0 {qhd| o 1t8 | o [lhy|ta hé| nanalkhalta] 0 fkho|ta
ta | ka a | ka |
Lad kb,
Eay [khwftay [k lkho| t &t & laholghi| na @{Lh talo juholts
“lta] [ta t& | ka
tal o [tajkhultal o [lho(ta [nhi \,;E. ta Mholta | ke %\-\T o
al ka
ad b,
dhé }a dhél halta | s0 nye 55 Ivhi [ya [ta [kho| ta | ko (ght] ©
ko
GU ]0 ad lib.
bha wayna: bhé lnay| phal ka | 47 [bhi| né|nay bhdlnoylphal kal st
bha i |bho ’
OSSIA
bhi jbho nay bhi ay ohal ka | st bhs| najvay|bhi nay th lea| st (
wa.|bhd
_>|n§. ba [ ’_{CVJ._F\n kalsi |l T
taib ne !
bhé | nay !\#L‘\J nay phal kd | <7 |bho| wa [nmaylbhi [nay|phal ka | &7

bh3

a [Wha| ta

k.

Jha | ta ;Lhé mi g

ti
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N &a;, kha|na [ta [khe|ta [ta [ta -
ta [khal talta | ka [
ta |kha!na|ta |kholta [ta |ta
ta |ta |kha| ta|ta | ke
Jda capo al F
dhalkhy ta%a dhi|kho| na | ta o ta [ta [ta
&kani. a jkhafta | ta | ka
ta |kha| na|ta (kho[td [ta |ta ltay khal nalta kholta [ta [t&
ta [ta [khal ta | ta | ka "1talkhalta ta kel |-
Tda capo ad \ib
GU 13
ta |ta|ta|ta |khal © [ta [Halta [t [tath khe a_‘,%e o
r) khu khu ko khu alka J
dhalkhuita [dhalkholta [dhd] o [ta |ta lta [td [ta |td Jﬂnz Jaha oy
ta | ka ta | ka Whol  fkho]  [Kkho !
wi| 0| o ! o |[khal 0 |ta [ta j
]dc. :l.fo al F, subite GU 4
GU 14 ud 1.
{nelne] he] jneihufta[valtata] hel jne] jheliho[+a [ta [ta
~ v ka
ad 1ib.
ihé | na [dhe [dha] ta |dhe [dne |dha| jhe h&{c&\e dindkho|ta | ta [ta
et ] [kaju]t ka| li ]
ad Iib.
kho(ta [ta [ta|kho|ta [1a]ta Jkhol ta [tay G|ghd talta]ta
ta ko J
OSSIA: Jad Wb,
sholta [tata [kho|la|ta |[ta [kholta |talta kho{ta ta/ g
- ta [ku

’___.a_: — maer drommiag
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S0
dhi| ea | pé [ ca [ma] ba [néd ya calla | ke |dhé] © |dhi] ©
! le |t&
dhé| 1o dhi Lu’gﬂkhl watl c& M; jaiwmal ZlsvlwmuleT | O
Tm. ya ka | rv kv | kv
$-0
vatals [n&k ;l;{f_\%sﬁvi © |silpa lph svaldhé] O |dhé| o
pv |
lse
Jﬁhi dh@|wmar| ca lphu] sd|va| © [m&|{ys |na lhw|lhal © lkholta
' L4 . . -
{n {\ a '(G._
GU 16
Nihalihel he|talhe] helihe| he|kho|ta | he] ©
J J J ” o) . ~
ka. tl l&q
he| v kho|ta [ nE]we |kho ta |[ta [ [khulta kho | ta|ta |dea
" Jtalti ke 1|t | kaloho|ta [ti |ka |t |qa]| |kha
= J-{-. tafo ad tib.
dwaltaltaldna] na] ta|ta [dha| walta | ta [dhdlkha] o [kholta
. ka_ ka. ka ta | ka
S ta khu{vma)te [khujta [ta [Ta|ta[ta |ta [dhd[khal © [khulta
lta [ta [khalta [ta [khalkhal |khal |ka ta | kal !
ghd| wa|ta |dhalght| wilta ldhilahd| wa td |dhd kha| 0 |Who|ta
ka ka ko a | ka
} ]A; “.QFG ﬂl F
Ywa [ta ] ta [dha|ma [ta [ta [dha|ma]te [ ta [dhalkha] 0 [kho] ta
l ka ka Ko ta La.‘

!
ﬁdn. earv ul F




ta [ta (khalti |td | ka [qht [dralgnt{ta [ahé{w [tE {0 | o |ta

,_,\'\E wi|ta |dra|ché | v (18 [drafahé|n (v |0 {16/ 0 |0 |0
kha kha si | s
5 - - ! l4a caps ad 1ib.
accellerands | _l.d Ieb.
ghé|n [ni | O |ta|kd ghé{ta ghé i |ta |ka

S | s L

[dn cqro c\n"‘amFo
T
|

& [kha| ng | md |khal ti 1

+ i

dhi lha|dh&idhal +1 [dhafti | @ [+ (v [ © (&

+ dhd!khalmi [na |t | ke

P -

dhe |dhe lkha 3}16 dhe|kha Shi' t [na |ty |khaldra

1! {I Ll ‘tl i k\"ﬂ:/

-1

W ngbe n& | ma| nal| di [khalghe/ &l na lw

1 | taw 4 (ta v

+t. |aa lkha|m& [ na| Lt She _)\ne aha] ta [kha|qhe |dh&

GU 20

kha |khaltay|qhd lha khcd:a;/ ahd|ta kho|td|ma khalkha t'q7y Shu
71 - - _

ta a G'Shu no|ta d

~

takha] © |and|ta|kha] © lanG|ta kha| © In& talkhal O Igh
~ a ta

ta [ ta alghe d
=

wawiar drommiag
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Appendix five:

Glossary



Acaju
alapu
astamitrkia
avah

Baiédkh
baja
bdsurl
Betil

betdli cloth

Bhairava
Bhairavnath
bhuchyéh
Bhisim puja
bisket jatra

Buddha jayanti

caha
carthi pfQja

chemsi pQdjé&

china

chipa

cicahahgu dyahlhdygu
Cvaché&

cvah

Cvarcia

dabadaba
dapha
ddpha puja
dasal
Dattatreya
dhd

dhahca

Tantric priest
castor seeds
protecting mother goddesses of Bhaktapur

caste of brick layers

first month of Nepalese year (April/May)
musical instrument, especially drum

flute

chaotic spirit connected with Bhairava and
Nasahdyah

white turban cloth used by new drummers during
pirane pujd and successive procession
terrifying aspect of Lord Siva

see Bhairava

palr of cymbals

plja for Bhimasena, hero from Mahabharata epic
New Year festival at Bhaktapur (middle of
April)

Buddha's birthday

uttered to indicate starting of music
thanks-for-successful-completion-offering at
Suja Binayak Ganes

excuse puja serving as atonement

dhimay composition

caste of dyers and block printers

small dyahlhaygu

tvah of Bhaktapur

1lit.: tail; dhimay composition

tvah of Bhaktapur

hour-glass shaped drum; symbol of Lord $iva
devotional group singing

annual pujd of daphad group

autumn festival, beginning of Navadurgé dances
manifestation of the three major gods in one
drumming syllable

one of the navabaja drums
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dhimay 1. cylindrical procession drum

2. woman (slang)

dhimaybaja ensemble of dhimay and cymbels

dhimayca small, barrel shaped dhimay

dhimay kachicd 1. dhimay stick

(var. dhimay puca) 2. penis (slang)

dhimay pirane 1. (first public performance of dhimay student
2. first pregnancy (slang)

dyah god

dyah bvaykeygu

dyahché
dyahkhi

Gahché
gadl jatra

Ganes$

gatha
Ghaka Nasah
ghé&

ghi

gvah
Gvamadhl
gu

guru
gurubhai
guthl
guthi puaja
gilabaja

ha

Haima

Haimadyah

hanegu

vigit of the Navadurgéd to a tvah
building where image of a god is kept

drum of the Navadurgid

tvah of Bhaktapur

festival of the cow, for the dead ones

Siva's son with elephant head, Lord of good

luck, prosperity, happiness, drumming
caste of the Navadurga dancers

main Nasah of lower town of Bhaktapur
1. drumming syllable

2. (onomatopoetic) fuck

id.

body of the drum

tvah of Bhaktapur

dhimay composition

teacher

co-student

social organization for funeral rites, etc.

annual puja of guthi

Buddhist procession music

uttering to indicate musical entry

1., terrifying aspect of Nésahdyah

2. left hand hide of dhimay

see Haima

combining instruments for the first

during apprenticeship

time



hdé puja
holi puni

Inécva
Indra jatrd

jhl
ji
Jyépu

ka
kd
kaystha

kaytd pdja
kha

khi

khipvu puja
khu

kumih

Kumidr

Kvaché&

lalakhi
1i

ma
midkah pyakhd
mantra

masala

mAtra
Matrka

na

nagara

pijé at the occasion of hanegu

full-moon of Nepalese month Phdgun (Feb./March)

tvah of Bhaktapur

festival signifying end of rainy season

drumming syllable
drumming syllable

caste of farmers

drumming syllable
id.

caste of previous (Malla period) court employ-

ees

initiation ceremony for boys
drumming syllable

drum, especially lalakhi

new drum lesson puja
drumming syllable

caste of potters

son of éiva; a carved stone in front of every

Newar house signifies the place
ping K.
tvah of Bhaktapur

drum accompanying daphd songs
drumming syllable

for worship-

main composition of dhimay repertoire

monkey dance

magic syllable

tuning paste applied on inner
hide

time measurement in Indian music

mother goddess

drumming syllable
id.

set of two navabaja drums

side of Haimid

theory



nalakegu
néapit
Ndsah

Nasahdyah
Ndsahmana N&sah
Ndsah salegu pQdjé
navabaja

Navadurga

nhyah
nhyah thayagu cvah
Nrtyandatha

pirane puija

piranegu

pith

pradaksina
paja
pvata

raga

Ram paja

sakimala puni

sal

sichyah

sidhaykegu dyahlhaygu

sitinakah

stapa

Suja Bindyak Ganes

visit of Navadurgd to a tvah

caste of barbers

1. Lord of music and dance

2. right hand hide of dhimay

see Nasah

main Nadsah of lower town

bringing Ndsah into student's home
musical ensemble of nine drums
protecting deities of Bhaktapur, enacted and
revived through annual dances

dhimay piece for moving on

dhimay composition for starting nhydh
Lord of the Dance, aspect of Lord Siva

final pijd of drumming apprenticeship, first
public performance

see pirame pija

public place of worship; the respective god 1is
represented by a stone of natural shape and
covered by a more or less elaborate roof cons-
truction

processional route

offering

cane and leather rings to support dhimay hides

musical mode in Indian music theory

offering to Lord Rama

full moon of Nepalese month Mansir (Nov/Dec)
common tree

traditional dress for Hindu women

pair of cymbals

dyahlhiygu for making an end

festival of well cleaning, before the rain
starts

sacred Buddhist building

one of the four guardian gods of Kathmandu

Valley



Sujamadhi

o
o

[
o

ta bdla

Tacapah

tala

tén

tatali
Tathu Nasah
thvd

ti

tvah

Yaché
Yahsikhyah
Yata

yomarl puny

tvah of Bhaktapur

drumming syllable

strap to tighten drum

see ti

tvah of Bhaktapur

pair of cymbals

metric-rhythmic cycle in Indian music theory
drumming syllable

a drum composition for lilakhl and dhahca
main Nasah of upper town of Bhaktapur
rice beer

drumming syllable

quarter of the town

tvah of Bhaktapur
site of Bhaktapur
tvah of Bhaktapur

full moon of Nepalese month Paus (Dec/Jan)
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