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Preface

Some people are born great, others acquire greatness, yet oth-
ers have greatness thrust on them. Similarly my long experience
in teaching suggests that some are born teachers, others become
teachers by training, yet others have the profession of teaching
thrust on them by circumstances. Professor T6ttdssy obviously
falls into the first category. Pedagogus nascitur non fit. This was
the feeling I got on the very first day I attended his class and each
passing day further reinforced this feeling.

He is a challenging and charismatic personality whose influence
one can not remain impervious to. He is a personality who invokes
intense feelings; one can not remain indifferent towards him.

For Prof. Tottossy life means teaching and teaching means
life. His character, his whole has merged with the notion of Syn-
tax—Latin, Ancient Greek or Sanskrit—for generations of his
students. We, his students are closely acquainted with his indi-
vidual “Socratic” method of teaching. He is not a professor who
only declaims his theories or ideas which one can accept or re-
ject but—being led by his questions—we discover ourselves the
possible solutions of a problem. He teaches not only the subject
matter but first of all the way of scholarly thinking. He does his
best endeavors to launch students not only on the already dis-
covered paths of the grammatical system, but also accompanies
them in the process of exploring new territories together.

He taught us to question the generally excepted truths, as he
himself always makes a thorough examination of the subject he
deals with. It was his intellectual ability to conceive an entirely

vii




Ten

Courtly and Religious Communities
as Centres of Literary Activity in
Eighteenth-Century India:

Anandghan’s Contacts with the Princely Court of
Kishangarh-Rupnagar and with the Math of the Nimbarka
Sampraday in Salemabad

Imre Bangha*

Some of the most fascinating works of old Hindi poetry originate
from the princely states of Rajasthan, which because of its long
tradition of patronage was one of the most important regions for
literature during the Mughal era. Reconstructing the literary life
of specific courts in Rajasthan is, however, a challenging task. In
spite of the large amount of academic research on the history and
culture of the region, material about the literary life of individual

*I am indebted to Prof. Govind Sharma for his help in interpreting the
Braj texts, to S1iji Maharaj for his hospitality in Salemabad, as well as to
Mr. Peter Diggle for his comments.
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308 IMRE BANGHA

courts is uneven. A lot of research has been done on great court
poets like Bihari or Matiram but far from being acquainted with
the major authors of all the courts, today we are not even in a pos-
ition to say which languages were used for literature in a particular
court at a certain period. Many centres are famous for patronising
Braj, Sanskrit or Urdu poets but were all these languages present
in each court? Did they have specific roles or hierarchy? In what
measure did literature in one language influence the other?

Hindi high literature of the eighteenth century was chiefly the
literature of patronage. Literary activity was, therefore, centred
on individuals or institutions that were able to patronise it. The
secular centres were mainly the royal and princely courts, while
the religious centres were the monasteries® of the various sects.
It will be interesting to ascertain to what extent political and
other interaction between these two types of centre influenced
literature. We are going to see in the example of an individual
poet that there was a subtle interplay between different languages
and also between courts and monasteries. There was, however, a
line that could not be transgressed and the finest poet of his time,
Anandghan, who violated this convention, had to pay a high price.

In my Hindi book Saneh ko marag 1 argued that Anandghan
had lived in the Nimbarki monastery in Salemabad and was in
all probability in contact with the princely court of Kishangarh-
Rupnagar. In this paper I am going to consider the cultural at-
mosphere of these centres of learning within the Kishangarh state
and discuss Anandghan’s relationship with them.

Kishangarh-Rupnagar

The princely state of Kishangarh was fdunded in 1609 by Ma-
haraja Kisan Singh Rathor? (r. 1609-1615), the younger son of

I am using the word monastery in a broad sence to denote any institution
(matha, pitha, asrama etc.) where ascetics live together.

?Names that have a long established spelling in English will be spelt ac-
cording to it (thus Singh instead of Simha). The inherenta in Hindi words will
not be dropped in Braj quotations or in names with a prominent Sanskritic
componenet. Thus the name Nagridas will be written as Nagaridas and
Paréuram as Parasuram etc. It may also be retained after clusters of con-
sonants as in Nandadas.

F,.
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Udai Singh of Jodhpur who had been sent to the Mughal court
and made friends with prince Salim, the later Jahangir (r. 1605~
1627). His grandson Riip Singh (r. 1643-1658)° founded the town
of Rupnagar in 1648 and moved his court there. The golden period
of the state was during the reigns of Man Singh (r. 1658-1706)
and his successor, R3j Singb (r. 1706-1748). Man Singh’s family
had also marital bonds with Aurangzeb (r. 1658-1707).* Both he
and his son were frequent visitors to Delhi, which must have left
a definite mark on their cultural tastes.

Raj Singh’s son, Savant Singh ‘Nagaridas’ was made Yuvaraj
‘prince regent’, successor to the throne already in 1725.% The state
was too small and barren to take part in the many struggles that
characterised the eighteenth century. It also had immunity from
the payment of tribute to the Mughals and to the Marathas alike.®
So this peaceful atmosphere allowed Nagaridas to be involved
more in his aesthetic pursuits than in the affairs of the state.
This must be one of the principal reasons why after the death
of Raj Singh, Nagaridas's younger brother Bahadur Singh was
successful in taking power in Kishangarh. Savant Singh did not
return to Kishangarh until 1757 when he abdicated in favour of
his son, Sardar Singh (r. 1757-1767) and the state was divided:
Sardar Singh ruled the north of the country from Rupnagar and
Bahadur Singh the south from Kishangarh. The state was united
again when Sardar Singh died without offspring. Since the time
of Bahadur Singh the capital has become Kishangarh again.

Contact with the Mughals

The name of Kishangarh has acquired world-fame because of the
Kishangarh school of painting. Like most Rajasthani court paint-
ing this school combines indigenous elements with the achieve-

3SuarMa (1990:83). ) )
4 According to CELER (1973:9.) Man Singh gave his daughter, Carumati,
in marriage to Aurangzeb. HADAR(1995:26) also examines this question that
embarrassed later Hindu chroniclers. According to her Carumati was not the

. daughter but the elder sister of Man Singh and she was married to Maharana

Raj Singh of Udaipur while a younger sister was married to Aurangzeb’s son
Prince Mu’azzam.

SKuan (1974:6).

SMALLESON (1875:89).
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ments of the Mughal miniature. This combination was facilit-
- ated by the contacts of the Kishangarh court with the Mughals
in Delhi. These contacts were both political and cultural. The
Kishangarh rulers, like the other maharajas, not only visited the
imperial capital frequently but also invited artists from Delhi to
their courts.

One of the two most famous painters, Bhavanidas, came to
Kishangarh in 1719 straight from the Mughal capital.” The other
one, Nihal Cand, also had connections with Delhi, since his great-
grandfather, a minister under Maharaja Man Singh, (1658-1706)%
came from there. Some other painters, like Amar Cand, were
trained in Delhi.? It was, however, not only the painters who were
responsible for the spread of the Mughal taste. As has been men~
tioned members of the ruling family used to visit the Mughal court
and their ideas were influenced by its culture. As Navina Haidar
wrote:

In the forty years of his reign, Raj Singh spent a con-
siderable amount of time at Delhi, as did his son, Sa-
vant Singh. As with many of the Rajput princes from
the early seventeenth century onwards, the time spent
in Delhi by Raj Singh and Savant Singh must have
had a strong effect on their artistic sensibilities, as
they would probably have seen Mughal paintings in
the reigns of Farrukh Siyar and Muhammad Shah,
both of whom were active patrons. Certain stylistic
and thematic developments at the Delhi court were
thus reflected at Kishangarh. . .0

Apart from the Delhi artists and the regular visits to the
Mughal court the use of Persian as one of the languages of dip-
lomacy and administration in Rajasthan also helped to infiltrate
Mughal culture into the Kishangarh court. Even some works in
Persian were composed at such courts as Jaipur and Jodhpur.

"Ranpuawa and R,:ANDHAWA 1980. (The authors quote Faiyaz Ali Knan
but do not give a precise reference.)

8Dickinson and KHANDALAVALA (1959:14~5).

9D1ckiNsON and KHANDALAVALA (1959:16).

10 AipaR (1996:56).
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For example, in 1728 Maharaja Savar Jai Singh and his team
of astrologers compiled for the Mughal ruler Muhammad S3h (r.
1719-1748) the Zij-i-Jadid-i-Muhammad Sahi, one of the most
important astronomical works of their times.!! The Jodhpur epis-
tolographer Munshi Madhu Ram (died 1732) wrote in 1708 the
Insa’i Madhu Ram, a guide-book for the instruction of young stu-
dents.'?

At the same time the presence of Muslim musicians might
also have contributed to the complexity of the court culture. A
famous miniature of the Kishangarh court!® from around 1760-
66 shows among several courtiers the Delhi musicians Ustad Yar
Muhammad and Ustad Nur Muhammad together with singers
Amin Khan, Kisanram and Pokhraj. Mir Mubhammad Umar, a
dignity from the Ajmer dargah, is also portrayed. Probably sev-
eral Muslim religious authorities were present in the state and
influenced the development of ideas. Rupnagar, for example, was
also the seat of a Sufi saint known as Malang Sah in the eighteenth
century. According to legend the rulers used to ask his advice be-
fore military enterprises.!

There were courts where Persian poetry was appreciated,!®
and Braj authors like Nagaridas experimented also with Urdu, or
rather Rekhta, ‘(language) interspersed (with Persian and Arabic
words)’,'% as it was called at that time. Themes of Persian poetry
like that of the love of Laila and Majnun also appeared both in
painting!” and in poetry.'® The courts, however, did not follow
entirely what was seen in the imperial centre. Rajasthani court
culture is a mixture of both Muslim and local Hindu elements. In
spite of the works mentioned above it seems that comparatively

HKuan (1981:47); Hap1 (1995:275).

12K yan (1981:59); Hap1 (1995:327).

13Pyblished in DickiNsoN and KHANDALAVALA (1959:38-9).

14 apAR (1995:15) relying on Rose, H.A. 1883. A Glossary of Tribes and
Castes in the Punjab and the North- West Province Based on the census report
for the Punjab. Reprinted in Delhi, 1980.

LBSKuan (1981:43, 58).

18N3garidas’s Rekhta is Urdu with some Braj features. His works in Rekhta
are the collection of songs called Rekhtd (GupTa 1965 I: 498-512) and the I5k-
caman (Gupra 1965 11:48-52) written in dohds.

17TH ApAR (1995:137-8)

18In the same Isk-caman. See GuPTa (1965 1I:51). For a translation of
couplets 33-35 see HaIpAR (1995:138).




312 IMRE BANGHA

little genuine Persian literature was produced in the courts of Ra-
jasthan. The dominant literary languages were Braj, Rajasthani
and Sanskrit.®

Poets at the court

Works on Kishangarh miniatures do not fail to mention that
the ‘most important connoisseur patron, Nagaridas, was also a
renowned poet. In fact, though he tried his hand at painting,2° it
is rather poetry that constituted his artistic production. It is also
clear that he was not the only poet in Kishangarh-Rupnagar. In
fact poetry as well as music and dance played a prominent role in
the life of the courts of contemporary Rajasthan.

The high position that poetry enjoyed can be glimpsed from
the fact that in many courts poets were heavily rewarded?' and
that poetry was part of the daily routine of the rulers. The 19th
century poet Navin for example put into verse what he received
for the composition of his Rarigatariga.

Oy IgT "grwr a1 g Ffy gefa &

9 o1 fag @9 & 9T 9T 9F 9T 2610
Fo few e feg faw A s

umr few fasr 9w fea gf & Gradrn 27022

The excellent and intelligent king, who is a treasury of
virtues and the [living] form of the God of Love, was
pleased and in his delight gave me materials, riches
and abode.

He gave clothes, gave ornaments and gave big ele-
phants. He gave villages when he heard the Rarga-
taraniga [written] for his name.

9For a survey of Rajasthani court literature in these languages in the 18th
century see KATHURIA (1987:196-215).

20Dickinson and KHANDALAVALA (1959:7, 19) and Haipar (2000:89).

2183ome documents of payment of land and money to Vind are published
in CELER (1973:337-40).

22Quoted in NAGENDRA (1964:411)

|
\
|
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Similarly, it can be supposed that with small variations daily
routine must have been the same in all the courts in the neigh-
bouring Rajput states. The Pratap prakas, a work about Maharaja
Pratap Singh of Jaipur (r. 1778-1803), describes the daily routine
of the Prince. Although it has a tendency to idealise, this descrip-
tion shows how important a place arts occupied in the life of the
ruler and hence in the court. According to the Pratap prakas,

The minstrels (bandzjan) start singing in praise of the
family at four ghari at night. The king, having heard
it, rises in the period shortly before dawn (brahmamu-
harta). He meditates on his guru and after having a
darsan of a cow and performing chayadan-ceremony
places his foot on the earth. Then he sits on a stool
studded with jewels and washes his mouth. The peti-
tioners submit their appeals and the artistes give per-
formance to the devotional songs composed by him in
Vibhasa and Bhairevi (raginis). He then attends to
his daily morning duties. Arrangements for his bath
are made. . . Having taken his bath, he attends to the
Pancayatan worship with Vedic hymns. .. Then he dis-
tributes the regular daily gifts among Brahmins and
pandits (nityadan)...[He dresses himself] and starts
for Sr1 Govindadev’s temple. Chiefs from different pla-
ces, his kinsmen, tazim and khascauks nobles (sardars),
scholars (pandits), poets (kabisvar) and bards (bhat
andcaran) stand in rows to pay respect and offer bless-
ings to the king who sets out seated in a handcart...
[ Then he visits the department of elephants where an
elephant fight is arranged and visits the royal stables
and retires to his palace where he takes rest, has lunch
and then he gives o public audience where] he attends
to state business and petitions submitted by represent-
atives of different states. He then turns to the artists
(gunijan). The scholars have their discussions on the
six schools of philosophy, the poets recite their eulo-
gical poems (kabisvar jas parhai), the bards recite the
glory of the family (bhat, caran birada perhai), the
musicians (kalgvat) perform the six ragas and thirty
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raginis. [After the public audience he retires again for
three hours and then practices archery, takes a bath;
changes his dress, plays chess and attends a perform-
ance of dance.] The artists (gunijen) come and after
salutation they set their instruments...and the dan-
cers (natva) begin to show their feats...Thus hav-
ing pleased the king with their performances they re-
ceive heavy rewards. The programme ends about mid-
night.23

This passage may give a picture of the life in the court with
different groups of artist such as bandijon, kebisvar, bhat, caran,
gupigjen and natva. Its idealising tendency, however, does not let it
show the complexity of poetry enjoyed at the court. As the editor
of the text noted the Pratap prakas does not mention certain
important aspects of Pratap Singh such as he himself being an
excellent poet and a pioneer in Rekhta poetry.?* From this passage
it seems that poetry either served as a vehicle of religious thought
or of praise of the family or simply as text for the songs. The same
idealising tendency may account for the fact that the text does
not seem to give any place to non political secular poetry, namely
riti-poetry that was the most popular literature at that time.

One of our main interests in this article is the poetic atmo-
sphere in Kishangarh-Rupnagar. How much of it can be recon-
structed? Apart from Nagaridas who were the major poets?

Some of the most famous poets of the court belonged to the
family of the ruler. This certainly testifies to the deep interest in
poetry of the rulers but also suggests that members of the royal
family received better recognition and probably more material
support for spreading their manuscripts than others. Already Ma-
haraja Rip Singh has some stray devotional pads to his credit.?
Haidar claims that Man Singh wrote Sampraday Kalpadrum, a

23Based on passages from Banura (1983 [Hindi section]:5-12) and on their
translation by BAHURA (1983 [English section]:3-7).

24BAnURA (1983 [English section]:15)

257wo songs are quated in GueTa (1965 1:28-29). HaIDAR (1995:24) also
quoted and translated a pad, which she had taken from BRAJVALLABHSARAN
(1966:10).

|
i
|
|
|
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work on the genealogy of the gurus of the Pustimarga.?® His suc-
cessor, Raj Singh is the author of longer works such as Subahuvilas
and Rukmini vivah caritra as well as of some stray pads.?>” He
married twice and his second wife, Bankavati (Brajdasi) pro-
duced a complete Braj translation of the Bhagavate Purana, which
is today called the Brajdasi Bhagavata. As late as 1734 Queen
Bamkavati had a daughter who was called Sundar Kumvari. Prin-
cess Sundar Kumvari, author of twelve poetic works on bhakti
themes,?® was a poetess whose style, according to Kisorilal Gupta,®
is close to that of Anandghan and of Nagaridas. The overwhelming
majority of her poetic output consists in longer poems on bhakti
themes, but she also wrote some muktaks, independent quatrains,
that can be interpreted as expressions of both mundane and di-
vine love. The two following savasyas are cries of an abandoned
beloved, which in their passionate description of feelings, instead
of the outer signs of the sentiments, as was customary, remind one
of Anandgha,n’s poems.

g 7T Afewr faw wrgdr e sifie @
FCATl

Tew T gEETE T T frare gere |

& ST T 3T g g fagT S 7w 49

oTT v fagas #r g T O & i T ouE
ERscinl

26 apAR (1995:12). However, her reference to Gupra (1965 1:30) is in-
correct.

27Gupta (1965 1:29-30). BrAJVALLABHSARAN (1966:17.) seems to know
about more works and gives the list as Sukh Samip, Bahuvilds, Rukmini
haran, Rajpamcaek katha varpan and Virsimhasagar. He also mentions a ma-
nuscript of Rajsimhas7 ki vépi in the Sarasvat! Bhandar of Kishangarh which
contains 176 folios (note 3).

28Tor a list of her works see BRAJVALLABHSARAN (1966:17) and Gupra
(1965 1:30). Her earliest dated composition was from 1760 and the last work
from 1803. Her works have been edited by Brajvallabhasaran (1983-84).

29GupTa (1965 1:30).

30BHARISARAN (1930:600) and GurTa (1965 1:31).
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You have made me drink the liquor of your sweetness
and brought intense longing into my covetous
eyes.

Like a miracle with the taste of happiness you aroused
my desire and confidence and increased my joy.

You tantalized me, bewildered me and disappeared;
alas, even a moment passes like an aeon.

I have learnt the customs of the cruel ones but face to
face with delight there is no remorse.3!

i € Fr ST St o o e A & v

AT | 9T fqurer 7 @ AW g 98 g9 I |

T ¥ AT AvE ®@F AT qeT 9y oS & fae
T |

aTfe 9% 1@ § ¥ 9% g F2 are g faawr #r
EiH i

My ears are affected as soon as my mind startles that
somebody has taken his name.33

My breath keeps clutching at confidence out of hope
when I remember that trust in love.

Again and again you pleased me with contentment and
pleasure but now by giving dryness it is as if you
have smashed and abandoned your affection.

Fither one bears it or not but one wants to talk about
that treacherous one.

She also tried her hand at writing in Rekhta. The choice of this
style also brings the poem closer to the sentiments of one-sided
love as expressed in Persian and Urdu ghazals:

31The word parekho means ‘remorse’ in Braj. The ‘face to face’ phrase
suggests a simultaneous action and its original Sanskrit par-iks ‘examining’
meaning cannot be excluded.

32BIHARISARAN (1930:599) AND BrAJVALLABHASARAN (1983-84 I1:95).

33The loose grammar of the poem, as much expressive of an agitated state
of mind as of spontaneity of the style, cannot be retained in translation.
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Wﬁﬁwﬁﬁ'&wwﬁ%w

I IET T g U UF FEAT |

et & 7 S feeraTie A1 qRIEET
Ty wfT T w0 g srEE T

T TE SN gw et faareEm)
FEAT TET T AT WEAT qOE T

T &7 FIT AT 447 & FArEATiet

Having drunk your cup, oh Krishna, alas, my eyes be-
came intoxicated;3® its exhilaration spread in
my each and every pore.

Having subjugated my mind you have splendidly bound
it with the strap of your tresses. In my uncon-
sciousness I did not know that my sweetheart
would thus beguile me.3¢

By your behaving this way and that way unbearable
disaster befell me; Oh, because of this theft of
heart 1 have to live this doomsday.

Nothing remains to say now, I have to forbear the
advice of all—It is my eyes that earned this
turn of affection for the worse.

Thousands of poems were also written by Nagaridas®” both
in Kishangarh and in Vrindaban and his beloved, Bam Thani,
wrote bhakti-poetry under the pen-name ‘Rasik Biharr'. The fol-
lowing song is about Holl, the festival of colours in the month of
Phalgun. The reference of the first line to the grove palace evokes
the atmosphere of Kishangarh art.

For HEgel & o T T & ‘
WNT &S & TAT TA4T @T & T TS &r

34 BIHARISARAN (1930:598) and BRAIVALLABHASARAY (1983-84 11:94).

350y ‘It is pity, oh Krishna, to have drunk the cup of your intoxicating
eyes (since)...’

360r ‘would forget me’.

37Hjs earliest dated work is his Manorath mafijars from 1723.
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gfeq & AT gormer geTd T e 3F A gv
gog LA&agTr e gatef Jawr faardr grigs

Today it is the merriment of the festival of colours in
the grove palace:

In [this] sport of Phalgun the bridegroom and the bride
are tying the [marriage] knot.

Delighted, the women throw red powder and sing mock-
ing songs on both sides.

The bridegroom is- the beautiful connoisseur Krishna
and the bride is the young Radha.

It is important to note that the poets belonging to the royal
family wrote overwhelmingly on devotional themes and produced
very little overtly secular poetry. Just as in the miniatures of Nihal
Cand, the most celebrated of the Kishangarh painters, secular
activities and sentiments were rather projected into the divine
plays of Radha and Krishna.

Comparatively little is known about other poets who lived in
the court in the 18th century.3® The most famous of them was
Vrnd*? (1643-1723), who before settling in Kishangarh lived in
the court of Aurangzeb as a tutor or guardian of the emperor’s
grandson, prince Azim-us$-San. Maharaja Man Singh seems to
have been so much moved by his poetry that he gave him gifts
already in Delhi. The poet was finally brought to Kishangarh
by R&j Singh who in return of his support to Bahadur Sah in
the succession war in 1707 was permitted to take Vrnd to his
court.*! Since that time the poet’s family has become attached to
the court of Kishangarh. His son, Vallabh, was in the service of
Maharaja Raj Singh and his grandson, Sanehiram, served Maha-
raja Bahadur Singh.*? Vrnd’s most famous work, the Niti-satsai
(1704), is not on bhakti themes but on morals. Just as most court
poets of his time he wrote chiefly about secular themes.

38Quoted in SARMA and SNATax (1974:213).

39DickiNson and KHANDALAVALA (1959:7); see also GupTa (1965:35).

400n Vind see CrLer (1971) and Cerer (1973). He is also quoted by
Nagaridas in manuscript ‘ya’ of his Chitek kabitta. Gurta (1965:7).

: 41CeLER (1973:53). See also HAIDAR (1996:57) relying on Chiefs and Lead-

ing Families in Rajputana. (1894) Calcutta. Reprinted in Gurgaon (1992:25).
42CELER (1973:12) and Diksit (1993:3-5).
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Another well-known poet is Haricarandas Tripathi (also known
as Hari Kavi)*® who lived under the patronage of Bahadur Singh.
His works are not only independent compositions like Sabha-prakas
(1757), Kavivallabh and Ramayansar but also commentaries on
the most celebrated works of the ritikal: on Bihar?’s Satsas (1777),
on Jasvant Singh’s Bhasabhusan and on Kesavdas’s Kavipriya (c.
1778).

The case of ‘Uncle’ Hit Vrndavandas illustrates the point that
princely courts gave shelter to poets who had strong sectarian af-
filiation and because of inimical circumstances had to leave their
monasteries. Vrndavandas was a poet of the Radhavallabhi sect,
who in 1757, at the time of the massacre in Braj, fled to Far-
rukhabad®* and then to Bharatpur to the shelter of Maharaja
Stiraj Mal (1757-1763),%° later he spent the years 1774-78 in
Kishangarh in the court of Bahadur Singh.*8

Apart from Vrnd and Haricarandas Dickinson and Khanda-
lavalat” mentioned the names of Hiralal,® Munshi Kanhiram,*°
Pannalal,?® Vaisnav Vijaycand®! and Dahiva Vijayram®? who were
present in Nagaridas’s court although no source was given for this
list. With the exception of stray verses by Munshi Kanhiram53

43Migra (1972:421). GAUR (1964:619). MiSra and Misra (1913:780-781).
Nagaridas knew about his poetry, since he is quoted in Srimad-Bhagavat-
parayan-nidhi-prakas 19.

44 Harikald Beli 4 quoted in BANGHA (1997:236).

45 forikala Beli 191 quoted in Bancgra (1997:231).

46NV cGREGOR (1984:162).

47DickinsoN and KHANDALAVALA (1959:7).

48Hiralal Sanadhya is quoted in Srimad- Bhagavat-parayan-nidhi-prakas 17
and 30. He is different from Hiraldl Kiyastha (son of Hemraj) who lived a
century earlier and wrote his Rukminimarngal in 1647.

49Quoted in Srimad-Bhagavat-pardyen-nidhi-prakds 31.

50probably identical with Kalha Pannd quoted in Srimad-Bhagavat-
parayan-nidhi-prakas 29 and 16.

51Probably identical with Binaicand (Vaisnavi nam Carandds) quoted in
Srimad- Bhagavat-parayan-nidhi-prakas 18, 32, 33 and 34 as well as in manu-
seript ‘ya’ of Ciutak kabitta (GUPTA 1965:7).

52Quoted in manuscript ‘ya’ of Chdtak kabitta (Gupra 1965:7) and in

Srimad- Bhagavat-parayan-nidhi-prakas 14, 15 and 28. The kabittes of Vi- .

jayram (!) are also quoted in a manuscript dated from V51814 (1757 AD)
[Rajasthan Oriental Research Institute, Jodhpur 14437(3)3].
53Cf. Misra and Misra (1913:1020).
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found in some manuscripts or quoted by Nagaridas elsewhere, 54
very little seems to be known about the literary activities of the
rest. The best available source about them is a poetic compilation
mentioning all these names along with those of Rasik Bihari (Bant
Thani), Haricarandas, Purohit Brajlal and Bhatta Brajnath. This
work is the Srimad-Bhagaevat-parayan-nidhi-prakds compiled and
partly written by Nagaridas in 1742. It contains poems by the
above mentioned poets in praise of the Bhagavata Purana. Bant
Than] was present in the court at that time. Brajnath Bhatta,
the teacher, vidyaguru, of Nagaridas’ step-mother, as well as Hari-
carandas, who was reported to be in the court of Bahadur Singh
in later years, might well have been there in 1742. From their
presence we can suppose that the rest were also in the court at
that time. This seems to be corroborated by the prose passages
between the poems of the Srimad-Bhagavat-parayan-nidhi-prakas
suggesting that the verses were composed for a religious gathering.
These lesser known authors, however, were not professional court
poets; otherwise there would have been further literary traces.
'They were probably employed in the court as priests or scribes as
their names suggest.

The literary ideals

The literary atmosphere in the court of Kishangarh partly cor-
responded to what is seen on the Kishangarh miniatures. The
Kishangarh-school of painting infused the achievements of Mughal
art into the already popular Krishna-bhakti themes. We can ob-
serve a development from the overtly secular approach of earlier
art as illustrated in Bhavanidas’s miniatures and Vrnd’s poetry
towards an art dressed in religious ideas in Nagaridas and Nihal
Cand. While Bhavanidas and Vrnd came from Delhi, Nagaridas
and Nihal Cand were born in Kishangarh. In this second phase
bhakti gained prominence over overtly secular themes like hunt-
ing, court scenes etc.

Two most popular themes of the later phase—the celebration
of the feminine ideal and the representation of the love-games of

54Kanhiram’s song Kira uthi bolyo ika ... is quoted in Pad muktaval? 142.
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Radha and Krishna in sophisticated royal surroundings—can be
abundantly observed also in the poetry.
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Her fine veil of dukula is swinging: she lowers her
curved eyes that touch her ears.

My mind, transfixed with her red lips oozing beauty,
languished on her eyebrows.

In her gentle smile is Krishna’s (and Nagaridas’s) joy
and her face is a simile of desires.

As if the God of Love held two lamps for the thread
of darkness of her black teeth.%®

The description of the divine couple also gives an excellent
occasion to celebrate nature.

wgfE dgfe STa afT & 9997 ddr
qefw gefe 3¢ ATAAT gaT9 8 |
For giT G w1 Faq 9T 7
ATTET ST ST AE g9 a8 u7
T g wuft 7 #re g€ O
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' STfer o= T wredT T § feme g7

Rising and rising the wind moves the creepers and the
scent of the blossoms is wafted again and again.

55GupTa (1965 11:123). . _
56The image behind this line is that black antimony was applied to the

teeth while gold dots decorated the two front teeth.
57GupTa (1965 11:93).
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Exhilarated the cuckoos on the trees sing; in the grove
Kama serves the dwelling-place with a plenit-
ude of beauty.

[Nagaridas says how| the dark Krishna and Radha
shine with joy on a bed; they watch through
the branches of the trees if no companion is
around.

The two capture the mind and embrace each other
with joy—in their limbs the God of Love has
grown and in their pleasure love.

How did these two aspects gain prominence in Kishangarh at
that time? There were three types of major forces working behind
the increased emphasis on the feminine: religious, literary and per-
sonal. The religious force is the rise of Radha, Krishna’s beloved,
to the status of an independent goddess. She was different from
all Hindu goddesses in that for long she had not had a role inde-
pendent from Krishna. In painting it is not until the eighteenth
century that a strong iconographical development of Radha can
be seen in India. At Kishangarh the Radha image started to be
painted not only as Krishna’s consort but also as a subject in
its own right.5® Among the bhakti sects, however, it was not the
Pustimarga, as suggested by some scholars®® that put Radha in
such a high position. Although the Pustimarga recognises Radha
as Krishna’s Sakti, divine energy, and thus entitles her to worship
in her own right, Vallabhan devotees rather worship Krishna alone
or with Radha in a subordinate position.°

The emergence of Radha in Kishangarh cannot be examined
without taking into the picture the tenets of the other influen-
tial sect within the state, the Nimbarka Sampraday. Since the
16th century Radha has been awarded a prominent place in this
sect as one of the four major elements of its theology, Radha,
Krishna, Vrindaban and the sakhis, Radha’s female companions.

The human being aspires to the position of sekhi and delights in

58 About the emergence of the Radha-image in miniature painting see
Hamwar (forthcoming).

59 ApAR (1995:108). :

600nly three of the eleven chief Vallabhan deity-images have consorts
and even these three have Radha in a subordinate position. Cf. VAUDEVILLE
(1982:329 note 26).
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witnessing and serving the love-games of the ever newly wed di-
vine couple. The fact that the devotee perceives himself or herself
as a companion of Radha rather than as a male companion of
Krishna, a sekha, indicates that in this school Radha has become
the focus of attention.®!

In eighteenth-century Braj literature, however, Radha was giv-
en a prominent place sometimes inextricably connected to the
secular presentation of woman categorised under different beha-
vioural patterns in love. This genre was called nayika-bheda, ‘cat-
egories of heroine’. Another popular literary theme was the nakh-
§ikh-varnan, the description of a heroine from tip to toe.

Experts on the Kishangarh painting do not fail to mention
that the most outstanding patron, Nagaridas, drew his inspira-
tion not only from religious ideas of the Radha-Krishna theme,
but also from his mundane affection to a living woman known as
Bani Thani. Bani Thani, originally named as Visnupriya,®? had
been purchased as a slave by Raj Singh in 1727, at the age of 10.
She was taken into the employ of Queen Bamkavati in 1731 where
she became an accomplished poet and singer. She also spent some
time in Delhi with the queen. Nagaridas became enamoured of
her probably arcund 1739 when she returned from Delhi and she
became the prince’s mistress.®? In fact it was Bani Thani and not
his wife who accompanied Nagaridas into his self-imposed retire-
ment in Braj.® Some scholars went so far as to conjecture that
she also provided inspiration for the invention of Kishangarh facial
formula.%® Although this hypothesis can be seriously questioned%®
it must be accepted that Nagaridas’s secular love and the literary
ideals current in Kishangarh cannot be detached from each other.

As far as the other thematic peculiarity of the Kishangarh
school, the love games of Radha and Krishna, is concerned, Dickin-

61 About the development of the theology of Radha in the Nimbarka school
see CLEMENTIN-OJHA (1990: 327-76).

82K nan (1986:9) suggests this name on the basis of bahi-documents.

63D1ckiNsoN and KHANDALAWALA {1959:8-9); HAapAR (1995:128).

64D 1ckinsoN and KHANDALAWALA (1959:11-12).

85DickinsoN and KHaNDALAWALA (1959:9-10); RanpHawa and RAND-
HAawa (1980:9).

86 atpAR (1995:126-8) relying on Kuan, Faiyaz Ali 1979. ‘Kishangarh
Painting and Bani Thani’ in Roop Lekha Vol. XL, pp. 83-88 and on KnHaN
(1986:9).
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son and Khandalavala wrote in the context of the Kishangarh
miniatures:

“Their theme takes life and substance from the most
consecrated of all themes, the shining of the feminine
ideal recreated in the amours of Radha and Krishna.
These, as it were, form a passionate breviary of the
customs of lovers in the eternal kingdom of love. Quar-
rels and sweet reconciliations, momentary desertion
followed by abject submission, wounded pride and then
unutterable longing. Running through the idyllic
themes of the pastorale of a cowherd and his maid,
the true devotee identifies himself with Radha only to
realise that pride, vanity, waywardness are of no avail
to win the love of the almighty. Only an absolute devo-
tion can reveal to the devotee the way of the grace of
God. It is true, the feminine element predominates in
the paintings; it is an art consecrated to beauty [-..]
and yet if one withdraws the mystical element hover-
ing alike over silent forest groves and marble palaces,
there is left only the lover and his lass. For the di-
vine bridegroom and his bride have vanished from our
: ken.”67

This ‘mystical element’ or rather the bhakti themes in Kishan-
garh, however, were more than a pretext for depicting secular
themes. In poetry for example an essential part of Nagaridas’s
oeuvre is preoccupied with the individual’s search for the di-
vinity. In fact it was during the time of his active patronage
that bhakti themes gained prominence in the Kishangarh paint-
ings.® It was also at that time that the royal family built a
temple in Braj known as Nagari Kunj, which is still in the cus-
tody of the Nimbarka sect.®® According to the Nimbarki scholar
Brajvallabhsaran one of the main impulses for the construction of
this temple may have been the poetess-queen Bamkavat1.”® The

67DickinsoN and KHANDALAVALA (1959:18).

68 A1pAR (1995:101) states that bhakti themes appeared after 1725.
89ENTWISTLE (1987:210).

70BRAJVALLABHSARAN (1966:15).
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emergence of bhakti themes in miniatures and in poetry after
the more secular approach of the Delhi artists is an interesting
feature in the Kishangarh court. Already Navina Haidar noted
that within a Rajasthani context, Kishangarh was unusual in de-
veloping a full blown bhakti idiom as late as the mid-eighteenth
century.” Factors like self assertion on a spiritual ground against
a weakening Delhi power, the increasing contact with Braj or an
energetic pious queen’s getting more prominence after the death
of the first queen, Caturkumvari in 1719 may account for this
development.

Some scholars have tried to show that Nagaridas derived the
driving force of his art and patronage from his affiliation to the
Vallabh Sampraday.”? The question of the inspiration for his po-
etry and patronage is, however, far more complex. Nagaridas may
well have been initiated into the Vallabh Sampraday because the
sect has been associated with the royal court since the time of Rup
Singh (r. 1629-43) till the present day. Rup Singh symbolically
dedicated his state to S11 Kalyan Ray, the deity of the Pustimarga
at Kishangarh.” However the religious interests of a princely state
in Rajasthan in the eighteenth century are unlikely to be exten-
ded only towards one sect. In neighbouring Jaipur for example
there were three protective deities belonging to different sects™
and other sects like the Pustimarga or the Nimbarkis who did not
have an important deity in the capital were not necessarily less
influential than the others.” Similarly in Kishangarh royal pat-
ronage seems to have been extended to the Nimbarkis after the
time of Ki§an Singh.”®

Nagaridas’s poetry was not limited to sectarian tenets and he

7IHaDAR (1995:56).

72DickiNsoN and KuanpavawaLa (1959:18-19); Guera (1965:37-57);
Ranpaawa and RANDHAWA(1980:10); HamAr (1996:12). BRAJVALLABHSA-
rAN (1966) tried to present Nagaridas as a follower of the Nimbarka sect but
his ideas were refused by Knan (1974:9-186).

78H atpAR (1995:5-6) based on KHAN (1986:35).

74 Jamvaimata, the domestic deity of the royal family, was taken over from
the Minas, Govindadev belonged to the Gaudiy sect and Sitaram to the
Ramanandi sect. See CLEMENTIN-OJHA (1999:25-27).

TS CLEMENTIN-OJHA (1999:76, 86-94).

76 As claimed by BrAJVALLABHSARAN (1966:9) though he did not quote
any source material for this assertion.
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seems to be influenced more by later bhakti poetry that emphas-
ises the love plays of Radha and Krishna than by the Vallabh
school. This attitude would also be encouraged by the Nimbar-
kis who had their headquarters in the vicinity of Kishangarh, in
Salemabad, and where at that time lived one of the most respec-
ted religious authorities of Rajasthan, Vrndavandev, the guru of
Queen Bamkavatr.

Nagaridas’s liberal religious approach is well illustrated in the
mangalacaran of the Pad prabodh mala:
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These are the authors of the Vedas for me:
Sr1 Harivamsa and [Hariram] Vyas, Gadadhar [Bhatt),
Paramananda[das], Nandadas;

Ramdas, Nabha|das], Damodar [‘Sevak’], [Ananya] Ali
Bhagavan, Sakhi Bhagavan;

77Gupta (1965 I:1).
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Caturbhujdas, Meha Das then Sribhatta [and] the clever
Biharr;

Pritam Rasik, Rasik Vallabh and Dhruv]das] proclaimed
the correct usage of the rasa.

Tulsidas, Mira [Bai], Madhav[das| and both Nagaridas; "8

Askaran, Narsi [Mehta], Vrndavan[das?] [and] Madhuri-
[das] are interested in the joy of the rasd-dance.

Krsnadas, Sur[das], Govinda[svami| and Kumbhan[das],
the loving Chitsvami

For me their songs are the Vedas and the Puranas, 1
am the listener, they the speaker;

Who will abandon their songs and meaning™ and listen
to diverse opinions and deviations?

Why should we look at the root texts or at the feet of
[accomplished] siddhas giving up the essence of
the fruits of immortality?

Their songs are on my tongue, in my ears and I remain
unpolluted in my heart.

Nagaridas [says:] the dust of their feet3 should be the
ornament of my forehead.

This list gives an idea of which devotee-poets’ works Nagaridas
was acquainted with. He recognised devotees with different sec-
tarian affiliation to be his masters. There are bhaktas from among
the Astachap, ‘the eight seals’, of Vallabhacarya’s Pustimarga
(Paramanandadas, Nandadas, Caturbhujdas,?! Krsnadas, Stirdas,

78GupTa (1965 I:14) argues that one of the two Nagaridas is identical with
Nagardev, a religious leader in Svami Haridas’s lineage, and the second with
‘Neht’ Nagaridas, a follower of Hit Harivamsa. This may also be a reference
(d. 1626). Cf. McGRrEGOR (1984:93).

7®There is a double meaning here with the words pad “foot, song’, artha
‘meaning, aim’ and with padartha ‘gem’.

80There is a conventional pun here with the double meaning of pad ‘“foot’
and ‘song’.

81 Apart from the Caturbhujdas of the Astachap there is also a famous
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Govindasvamt, Kumbhandas, and Chitsvami). Apart from them
Askaran ‘Kachvaha’ Maharaja Kigan Singh’s uncle®? and the Gu-
jarati Nars1 Mehta were also considered to be Pustimargis. There
are devotees from Caitanya’s Gaudiy Sampraday (Gadadhar Bhat-
ta and Madhavdas ‘Jagannath1’), the Haridast Sampraday (Svami
Radhavallabhi Sampraday of Hit Harivam$a (Harivamga, Hariram
Vyas, Damodar ‘Sevak’, Rasikdas (7), ‘Nehi’ Nagaridas (?) and
Dhruvdas). Some poets without sectarian affiliation (Mira Bal)

are also mentioned as well as non Krishna bhaktas (Nabhadas
and Tulsidas).

Salemabad

Many .of the Rajasthan states had influential deities and hence -

influential religious centres within their precincts. Nathdvara in
the Mewar state for example is the home of the principal Pus-
timargl deity, Srinathji and Jaipur gave shelter to Govindadev
of the Gaudiy sect. The principal religious centre within the Ki-
shangarh state was the monastery of Salemabad, the centre of the
Nimbarka Sampraday in Rajasthan and the seat of its leader, Srijt
Viaharaj. In the past centuries the Nimbarka Sampraday has been
:onsidered to be one of the four orthodox Vaishnava schools (ca-
uhsampradaya). The sect states that it was started by Nimbarka-
arya, who in his Vedantaparijatasaurabha advocated the bheda-
heda ‘difference-and-nondifference’ theory about the relationship
etween the individual soul and the absolute. Today, however,
is not the writings of Nimbarka but Harivyasdev’s Mahavani
1at Nimbarkis hold in highest esteem. The Mahavans depicts the
ve games of Radha and Krishna and in its approach is clearly
fluenced by the concepts of Svami Haridas and Hit Harivam§$a.
imbarki tradition puts the text back to the 16th century.
The seat at Salemabad was established in the 17th century by
rasuramdev one of Harivyasdev’s twelve disciples. The mahant,
oerior, of the seat is the spiritual leader of a community of

1havallebhi poet of this name: Caturbhujdas ‘Murlidhar’. It is not clear
ch of them Nagaridas refers to.
2EnTwisTLE (1987:210 note 417).
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ascetics and laics. Since the establishment of the Salemabad seat
many of its superiors had literary activities. The most famous of
them was the same Parasuramdev, whose Hindi Parasuramsagar
is close to nirgun poetry proclaiming the ‘attributeless’ God to be
immanent in every being and emphasising the power of his name.
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The meeting of the mirror and the eye is extraordinary.

The one who sees his own form sees also the form of
God.

As fire falls into the mirror when the sunshine touches -
it.

By the name of Hari, Parasuram, God’s own form be-
comes manifest.

In the eighteenth century the ascetic branch of the Haridas1
Sampraddy became associated with the Nimbarkis. This event
took place due to Savai Jai Singh’s regulatory endeavours in the
field of religion. Jai Singh, Maharaja of Jaipur (r. 1699-1743),
made an effort to ensure that only those sects get royal recogni-
tion that can trace back their origin to one of the classical Hindu
sects. The ascetic branch of the Haridasi Sampraday took refuge
in the older, prestigious Nimbarka sect. The Haridasis in turn
enlivened it with their popular approach to the love-games of the
divine couple Radha and Krishna. Acarya Vrndavandev’s Gitamrt
Gariga is an excellent expression of devotion towards the divine
couple.

83BHARISARAY (1930:78).
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Today the dear Krishna riots in pleasure sitting in an
ornamented upper room.

As her lover is watching her face the beloved one smil-
ingly takes him into her embrace.

She gives and then takes kisses and ashamed® she
separates herself for a moment.

Then Vrindaban’s Lord embraces her rejoicingly—dis-
plays his art of love.

The Nimbarka sect was not confined to Salemabad. During
Anandghan’s time, it had shrines in places like Mathura, Vrin-
daban, Jaipur and Rupnagar served by members of the sect. In
Vrindaban for example it had a small temple at Bamsi Bat,*¢ the
Banyan tree on the bank of the Yamuna under which Krishna is
said to have played his flute. The seat in Rupnagar®” was the place
of religious discussions between Nimbarkis and Vallabhans®® and
Vrndavandev also stayed in the town for some time.??

During the first half of the eighteenth century, the sect had
excellent contacts with the court of Jaipur. The town had a high
number of Nimbarkis and even Vrndavandev the mahant of Sale-
mabad (1697-1740) used to spend a part of the year there. It
was at his times that serious royal patronage was given to his
sect siance documentation about it in the royal archives date back

84 Srisarvesvar (1952-53:45).

85 An alternative translation is ‘giving a kiss she is ashamed to take it back

and she separates herself for a moment’.
86 ENTWISTLE (1987:414).

87This must be the ‘Gopal Dvara’ mentioned by BRAJVALLABHSARAN

(1966:10).

88HAIDAR (1996:15) (based on personal communication of Faiyaz Ali
Khan).

89BRAIVALLABHSARAN (1966:14).
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as early as 1719. The centre in Salemabad received the revenues
of some villages within the Jaipur state. Patronage was not ex-
tended because of an important Nimbark: temple in Jaipur but
because of the superior’s good coutacts with the palace and es-

pecially with the women’s quarters.?® Today only one Nimbarki

temple is known within the palace precincts, the Sriji ki mory,
which was established in 1791 by the mother of Maharaja Saval
Pratap Singh (1778-1803) for an image known as Gopijanavallabh.
However there may have been Nimbarks sites in the town already
at the time of Vrndavandevacarya. Those years, according to
Brajvallabhsaran, a Benares pandit, Jayramdas Ses, and acarya
Brajanand were in charge of these sites.?? The mahant was sur-
rounded by several servants and had his horses, elephants and
arms since he also controlled some groups of ascetic warriors
(nagas). When he was staying in Jaipur he conducted a lavish life
with great feasts. The grandest of them was in the early nineteenth
century when 90 000 people were fed by the regent Bhattiyani in
a feast organised for her guru, Nimbarkasaran, for a guru-purpimae
festival.9?

In the early eighteenth century the prestige that the leader of
the sect enjoyed was partly due to Vrndavandevacarya’s contacts
with the princely courts. A Sanskrit poem in his praise is attrib-
uted to Maharaja Saval Jai Singh.®® Queen Bamkavatl ‘Brajdast’
and princess Sundar Kumvarl of Kishangarh were among his dis-
ciples. Nagaridas must also have been in close contact with the
acarya residing within the territory of his state.

At the same time the rulers of the states wanted to have a
voice not only in the tenets of the sect but also in its decisions
about filling up posts in the hierarchy. On Vrndavandevacarya’s
death for example Saval Jai Singh and some other maharajas
filled the post of acarya with Jayramdas Ses. However, after Jai
Singh’s death three years later, Ses was removed and a new acarya,
Govindadev, was declared by the ascetics.

90 CLEMENTIN-OJna (1999:86). About Jaipur’s contact with Nimbarkis in
the early nineteenth century see also CLEMENTIN-O1HA (forthcoming).

91BRAIJVALLABHSARAN (1943:2) and BrAJVALLABHSARAN (1966:18). Un-
fortunately no source for this information is mentioned.

92 CLEMENTIN-OJHA (1999:88).

93Pyblished in Srisarvesvar (1952-53:ca).
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If we can postulate that secular aspects of poetry written by
religious personalities in monasteries are due to interaction with
centres of secular literature then we can state that the interaction
with the princely courts did not leave Vindavandev’s poetry un-
touched since it also has secular traits. Although all the poems
of the Gitamrt Gariga are classified under one or another lilg, ‘di-
vine game’ of Radha or Krishna, if they are examined independ-
ently from this context, they will show an affinity to the refined
mundane love poetry of the time:
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Is your face moon or lotus my eyes remain uncertain;

They are very eager to see it so shall they also be
[called] partridge or black bee?

As though all my love were in their hands; they roam
bedazzled taking their ways;

‘Vrindaban’s Lord, they cannot be restrained; they start
to run as soon as they catch you.

This corgplex approach, however was given up by later acaryas
who again wrote poetry clearly about bhakti themes.?3

W8 Srisarvesvar (1952-53:23).

95
For specimens of the poetry of the later mahants see the relevant chapters
in BIHARISARAN 1930. GovindSaran Devicarya’s poetry is also published in
BraJvaLLABHSARAN 1970.
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Anandghan

Ananadghan’s poetry in princely courts

Even though it is after all the literary outcome that decides a
poet’s place in the imaginary ‘literary hierarchy’ of an era, there
are many instances when factors outside literature—fashion, pat-
ronage, politics etc.—influence reputation. The history of Anand-
ghan’s standing is a striking example of this since his early fame
in literature seems to have faded away when his name was den-
igrated. This was so much so that the traces of his sectarian and
court affiliation were lost in oblivion or maybe consciously erased.
Anandghan was one of the finest Hindi poets of the eighteenth
century but until recently he has not been counted among the
celebrated authors of Indian literature. There are even Hindi lit-
erary histories with his name missing. %6

In Anandghan’s case one encounters a strange situation. While
on the one hand disrepute was attached to his name, on the other
hand his poetry was enjoyed both in courts and religious centres.
Anandghan wrote two types of poetry. In the later part of his life
when he was an ascetic he produced bhakti poetry abundantly.
The high number of manuscripts of song-collections that include
his poems shows that his religious songs were popular in the late
eighteenth and in the nineteenth centuries. It is, however, clear
that Anandghan was even more celebrated for his quatrains with
a secular tinge although it seems that they were often presented
as bhakti poetry. His quatrains enjoyed popularity, and the best
poets in the late eighteenth and in the nineteenth centuries were
deeply influenced by his quatrains. It was his quatrains that were
popular in princely courts and several rulers were well acquainted
with them.

Maharaja Madho Singh (1750-1767) of Jaipur, for example, is
said to have praised his songs when he met the poet in the temple
of Govindadev in 1757.97 Nagaridas included some of Anandghan’s
devotional poems into his Pad-muktqvali. There are Anandghan-
manuscripts written in Bharatpur for Maharaja Ranjit Singh (1777—

96F, g. Keay, F. E. History of Hindi Literature.
974y AMSUNDARDAS {1937:173) based on the letter of Jaylal.
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1805) and in Jaipur for Maharaja Savai Pratap Singh ‘Brajnidhi’
(1778-1803).%8

Indeed, Prince Javan Singh ‘Brajraj’ of Udaipur was so much
moved by Anandghan’s quatrains that he asked his court poet,
Dayanidhi to_write a cycle of eight poems, an ag_takd, based on a
phrase from Anandghan.

gaT fadmty = ¢ w9 e

% fa fawg &few Av @F gft gfn
AT FF AT & I TCATIET 9T

wfaw ¥ vz T I Fwfg i gfr e

One day, having heard from me [several] poems on
separation, the crest-jewel of the accomplished
ones, Prince Javan Singh

Insisted that a cycle of eight poems should be com-
posed on the quatrain ‘when will you come and
rain down from the cloud of bliss?’

Prince Javan Singh was referring to the following quatrain by
Anandghan:

waw o 3% fga & v &8t
& @ VI S erafE erETaEt)
g aF FET O & o T 5]
i3 gere arfy @t & aEEEn)
98Tor a description of the Bharatpur manuscript see Sukna (1950:269~

79). At the end of manuscript 3469 in the Pothikhana of Jaipur the following
couplet is found:

bdr_n_ anandaghana daei nrpe pratapa ke hatha)
pat brajenidhi darasa nita bhajana sundi sathal|

I gave Anandghan’s Vani to king Pratdp’s hands;
I have the sight of the “Ireasure of Braj’ and sing bhajans with
him forever.

99B ansAL and BansaL (forthcoming:10). The agfake is on pp. 123-127,
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ITaF & AT AN HIg ATI

AT €T Tt q&F GXATIRT |
faeg T Tar feg & qew =T

1T FF AT & T ILETFET W

Tell me, my dear Sujan, treasury of my affection, how
can my life remain if you tarry angrily?

You are generous [and] this destitute wretch came to
your door. Listen to his call; how long are you
going to torment him?

He is your pied cuckog enclosed in unique passion, mad
for the beauty of the Intelligent One; show him
your face.

Destroying his separation, taking compassion into your
heart, oh, when will you come and rain down
from the cloud of bliss?

The popularity of Anandghan’s quatrains in princely courts
shows that he was able to write poetry that was enjoyed at court.
Although the possibility of some secular poetry reaching the mon-
asteries cannot be denied, it is more probable that Anandghan was
well acquainted with court atmosphere and therefore he was able
to produce literature that was enjoyed in princely courts. From
this point of view the question of his association to a court needs
special attention. The available legends suggest that a movement
from a court to an ashram has been associated with his figure.
An investigation into Anandghan’s contacts with monasteries and
courts can also shed light on the interaction between these two
centres of patronage.

The legend and the search for the historical figure

Anandghan died in the year of the battle of Plassey, in 1757. His
century is a more convenient era for research in Hindi literature
than the previous ones from which we tend to have only legends
about poets. In our case Anandghan’s silence about his own life
is somewhat counterbalanced by having three manuscripts from

100 Gyignhit 24. Published in MiSra (1952:9-10).
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his lifetime and some contemporary references to him. Although
scholars like Vigvanath Prasad Misra and Manoharlal Gaur made
efforts to trace the historical figure, they were not able to offer
a view detached from nineteenth-century legends connecting the
poet with the Mughal court in Delhi. The only scholar who men-
tioned Anandghan’s connection with Salemabad and Kishangarh
was Brajvallabhsaran Vedantacarya from Salemabad.10!

Today, however, it is not Brajvallabhdaran’s idea that pre-
vails. Anandghan’s quatrains are included in Hindi high school
textbooks and usually his legend is taught along with them. Most
people familiar with Hindi literature find Anandghan’s story set
in the Mughal court very useful for understanding his poetry. Ac-
cording to this legend the poet was the chief scribe, Mir Munshi,
of Muhammad Sah of Delhi. He was so much in love with a cour-
tesan whom he called Sujan that he made a vow that he would sing
only to her and to no one else. When his enemies at court learnt
about this, they plotted against him and told the emperor, who
was known as Rangile ‘pleasure-loving’, about Anandghan’s skill
in singing. He was then summoned but declined to sing. Then the
conspirators suggested ordering the courtesan to ask the Mir Mun-
shi to do so. Then the scribe sang, but he turned towards his be-
loved and not the emperor. Although the song delighted everyone,
the sultan was infuriated by the munshi’s disrespect and ordered
him to quit the court. When the poet asked Sujan to accompany
him, she refused. Nevertheless, Anandghan did not cease writing
poems to his beloved, and until his death he used to address Sujan
in them. In his exile he went to Vrindaban, became an ascetic of
the Nimbarka Sampraday, and the word sujan in his works came
to mean Krishna himself or Radha and Krishna jointly. Accord-
ing to the legend quoted by Ramcandra Sukla, he wrote his last
quatrain to Sujan when he was mortally wounded.102

Tgd e &7 srafy ey wre 9
Y AeEYT WY § Ife w1 @y
Fig &g AT 9T TmaT &t

- 101BrasvaLLABHSARAN (1956:287) and BRAJVALLABHSARAN (1966:13).
1028 ykrA (1942:366).
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wfE e wrafe & ¥ T g9 #ir )

o 7 faca w7 erree faerr &)
YT T & ATOT S T I

IR T T HIHT oF AT Aros

Fallen into the noose of hoping for an end to many
days [of waiting], he is now full of real haste to
get up and go.
I kept giving the message that the ‘one who delights
the heart’ is coming and I kept catching at him
holding him back with respectful attendance.
But now, disillusioned from trusting in the lying words,
in the end he cannot be kept back from the
Cloud of Bliss.
Setting out, my life has reached the {door] of my lips;
he wants to go and take the message of Sujan.
Anandghan’s story described by Ramcandra Sukla, as it is,
is a mixture of legendary and real elements. This ‘last’ poem for
example is already found in a manuscript from 1727.1%4 The le-
gend, however, refers to the poet-bhakta as someone who died
in Braj. This fact is attested by ‘Uncle’ Vrndavandas who in his
poem Harikalabeli deplored Anandghan’s death in the massacre of
Braj in 1757.1%% At the end of the poem Murliki-mod, Anandghan
seems to have given the date and place of composition as VS 1798
(1741 AD) Vrindaban.'°® Therefore it can be said that Anandghan
spent his last years in Braj.
One of his works called Paramehams Vamsavaly describes the
lineage of his gurus in the Nimbarka Sampraday. From the praise
poured on Vrndavandevacarya, it can be inferred that he took

103 gyjanhit 54. Published in Misra (1952:18-19).

104pothikhana, Jaipur, Khasmohar Collection Ms Nr. 2437 (4) poem Nr.
40.

105 About the Harikala Beli and Anandghan’s death see Banana (1997:231-
41).
10614 is only given like that in Miéra’s edition. In Sukra {1950:269-279)
these line are reported to follow the colophon and thus not being part of the
poem.
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initiation from him. A further sign of Anandghan’s affiliation to
the Nimbarkis is that the most complete manuscript of his works
is preserved in the Nimbarka Sampraday.!°”

Although Visvanath Prasad Misra argued that the poet took
initiation in Vrindaban and Vrndavandev may have visited Vrin-
daban several times, there is no reason to exclude the possibil-
ity that Anandghan took his initiation from him elsewhere, most
probably in Salemabad, and lived his early religious life outside
Vrindaban. o

Two out, of the three manuscripts dated from Anandghan’s life-
time were written near Salemabad, in Rupnagar, the then capital
of the Kishangarh State. Anandghan’s earliest dated manuscript
is from here and was written by the circle of a certain Svetambar
Hemraj. The two other manuscripts largely rely on this one. The
peculiarity of this manuscript is that it tries to get rid of the sus-
picious word Sujan, the alleged name of the poet’s beloved, and
tries to substitute it with names that show either a clear bhakti
context like Radha or Krishna, or with names that have a secular
connotation like su priya ‘that/good beloved’ etc. These changes
seem to be the result of an awkward effort to protect the poet’s
name.!®® The quatrains lose their soul, their multiple layers of
meaning, by these changes. It becomes difficult to explain these
changes, if one argues that it is not the poet’s fame that was
involved somehow in them. We can, therefore, state with almost
certainty that Anandghan was personally known in Rupnagar and
probably lived in that area. _

There are some indications that Anandghan and Nagaridas
were closely acquainted with each other. A picture shows Anand-
ghan and Nagaridas together with Brajanand sitting in front of
Vrndavandev. There is mention of this picture already at the end
of the nineteenth century. At that time the picture was kept in the
royal archives of Kishangarh as attested by the court poet Jaylal,
who was an advocate of Nagaridas’s contact with the Vallabh
Sampraday. After the death of Vrndavandev there would have
been no need to forge a similar picture in the Kishangarh court

107M1Sra (1952 ‘Prastut granthavali:3), (1952 ‘Vanmukh’:72). At the time
of the edition the manuscript was in the Sriji ki barT kuiij, the Nimbarki centre
in Vrindaban, today it is in Salemabad.

1088 anGHA (1999:49-58).

|
|
|
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showing Nagaridas’s contact with the Nimbarkis. The Vallabhan
affiliation of the royal family seemed to be more prominent. There-
fore there is not any reason to question the originality of this
picture. The court poet Jaylal told of Nagaridas’s journey to
Kishangarh in 1757 together with Anandghan. According to Jaylal,
Anandghan did not go as far as Kishangarh but returned from
Jaipur and consequently was killed in the massacre of Braj.!%°

Anandghan’s quatrains

Anandghan’s poetic oeuvre can be divided into two main groups.
The first is relatively simple religious poetry, namely some one
thousand songs (pads) and thirty-odd long poems in praise of
Radha, Krishna or Braj. These poems fit well into the flow of
devotional poetry that had been written in North India since the
16th century. The other group is his quatrains ( kabittas), the over-
whelming majority of which is not overtly devotional. Here devo-
tional quatrains alternate with poems that are secular or that can
be read in either way. It was Anandghan’s kabittas that earned
him fame and they also seem to be instrumental in his bad reputa-
tion. The poet was condemned because one reading of his poetry
was that he was using the name of his mundane beloved, the
Muslim dancer Sujan, to denote the divinity. Other Hindu poets
like Nagaridas were cautious not to identify the beloved overtly
with God. In his Isk-caman, another example of Rekhta poetry,
where he speaks about love with Islamic imagery and vocabulary,
Nagaridas’s interpretation is different from that of the sufi mystics
since he considers lover, God and the beloved to be three different
entities while in sufism Khuda, God, and mahbub, the beloved, are
the same.!10

aTfas TiT g7 foor & 97 & ¢
fRaT geT "AEgE & 9T g@a I 15

1098y AMSUNDARDAS (1937:173) based on the letter of Jaylal.
L10Cf, Kuan (1974:24).
N1GupTa (1965 11:49).
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The lover’s heart is always tormented struck by the
arrow of the glance;

[But} God made the beloved to be continuously hard
and unfeeling.

The larger part of Anandghan’s quatrains can be read as re-
lating also to secular love, as was done by the scribe who tried
to change the word for the beloved, sujan into expressions like
ju syama to make sure that it is not read as mundane. How-
ever, when the quatrain was too overtly mundane, then sujan was
changed into su pyart and the like to make sure that this ‘secular’
poem does not have any religious reference. It never happened in
Hindi literature before Anandghan that the human beloved was
identified with the absolute as Anandghan’s double usage of the
word sujan suggests. This twofold reading of the poems was pe-
culiar rather to Persian and then to Urdu. I quote a quatrain to
illustrate this:

Foe oIfd §E¢ ATAT MT TF @7 Tord FAT

%ﬁraﬁ?gﬁw‘wﬁﬁwwwm%

wﬁilwmﬁmmﬁw

ﬁwﬁi%ﬁﬁgﬁﬁwﬁ%ﬁmﬁw%u
W&HITE 1 21

Her very charming fair face shines [and] her ear-touching
intoxicated eyes are bright;

In her smiling speech flowers of grace are showered on
her breast;

On her temple a fickle lock of hair is gambolling, [as
does] the well-made double pearl-necklace on
her beautiful neck;

A wave of lustre emerges from her every limb; it seems
as if beauty [itself] is now pouring down on the
earth. '
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In quatrains like this the description could be either that of Radha
or of Anandghan’s mundane beloved.

Today critics link Anandghan’s approach to the Sufi theory
that his excessive mundane love led to love divine. They also try to
show that his kabittas draw on Persian poetry in their preference
for idiomatic usage and for strong contrast (virodh).'*? Moreover,
love brought to such an extreme that someone dies with the name
of the beloved who has long abandoned him, is rather Persian
than Indian. Indian aesthetic theories do not even know about
completely unrequited love. Scholars take refuge in the Sufi ideo-
logy to demonstrate the deepest bhakti in Anandghan and draw
a parallel between him and Raskhan who also reached Vaishnava
bhakti through his mundane love.

However, if we forget about the nineteenth-century legend
quoted above it is more difficult to interpret his poetry. It seems
that his contemporary critics took just the opposite of the modern
view: it is degrading to the divine to be called by the name of a
human being let alone that of a Muslim courtesan.

It is however not so easy to detect direct Persian influence
in Anandghan. Many of the features that one is tempted to con-
sider alien to traditional Hindu literature, are in fact present in
Sanskrit. As is the case with drinking alcohol:

T FIHT & FIT qrhd &7 qAAAT TS AL SE

T oqrae fif €% g o gie gufe gufa Iits
T

o Wifer gd S0T STa W@ T G 99 goa F
TH |

FeAafer GO TT & igsd T ofq qfsr gardT & e
TEH | 1001

The eyes become drunk looking at the beéuty when

the gazelle-eyed one is drunk with alcohol.
Soaked in a ‘cloud of bliss’ she laughs, shines, bend-

112pRg; discussion of possible Persian influence on Anandghan see Misra’s
‘Paricay’ in Gaur (1958:6-16) as well as Gaur (1958 1534, 159-60).

|
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ing she staggers and feels dizzy, [then] becomes
startled and alert.

She opens and closes her eyelids, dozes off and wakes
up, she can’t restrain herself, babbles and talks
nonsense.

Utmostly delighted by the wonder of the beautiful
Sujan, the shame left alone loses its strength.

Scenes of drunkenness, if not common, were not alien to Sanskrit
literature. It is enough to think of the drunken women in the
beginning of Harsa’s Retnavali. Or to quote another example from
the Panagosthipaddhati chapter of the Suktimuktavals:

iy fror a9 @9 99 q@ee e #

T IS §F T WS WIS ST |
Ifr wafaawiord AeauTehTgIg:

Fir gfeagas aEadaCaTaT |1

‘De-de-dear, give me the nectar of your lips yourself;
le-le-leave quickly the golden vessel’
This talk of the gazelle-eyed one stammering from the
~ force of alcohol
was repeated by her companions in the morning to
laugh at.

Whatever may be the origin of such ideas, it is difficult to
interpret similar poems in a bhakti context. The secularisation
of religious themes as observed in Vrndavandev and Nagaridas
prepared the ground for Anandghan’s poetry, and probably it
was also responsible for the change in Hindi Poetry in which
it became more open to absorb Persian influences. One aspect
of Anandghan’s secular kebittas can certainly derive from that
of his guru, Vrandavandevacarya, who already wrote poetry that
taken out of its bhakti context can be interpreted as mundane.
Anandghan went further: he not only wrote ambivalent quatrains
but in many of them the mundane aspect overshadowed every
Vaishnava aspiration.

113 panagosthipaddhati 3. Published in Vvas (1991:266). I am indebted to
Dr Harunaga Isaacson for drawing my attention to this poem.
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According to the legend and to an early source [Xna,ndghan be-
longed to the kayastha (scribe) cast and therefore was probably
well acquainted with Persian, the language of administration. It is
not unlikely that directly or indirectly his poetry was influenced

by the ideals of Persian or Urdu ghazals. It can be supposed that -

to be receptive to such ideals was not learnt in a Hindu religious
community but rather in a royal or princely court, where both
Hindu. and Muslim ideas were more naturally mixed in the cul-
ture. The popularity of Anandghan’s kaebittas in princely courts
also indicates that he was acquainted with the taste cultivated
there. We do not possess enough evidence to tell whether he lived
originally in Delhi as legend says or whether he was connected to
a court later, when he was already an ascetic.

It is clear that Anandghan was not a court poet in Kishangarh
since his name is missing from the Persian or Rajasthani bahis
(records of payments, commissions, dates and places of work) in
Kishangarh,''* where the name of poets like Vrnd is several times
present.!!5 No poem of Anandghan praises any mundane patron
as was usual for court poets. If this acquaintance with court po-
etry does not originate from an initial life in a royal or princely
court then it can be said that it was of a type similar to that of
Vrndavandev since the ascetics of one of the most influential mon-
astery in Rajasthan had to keep the connection with the courts.
While Anandghan’s connection with Salemabad seems to be very
probable, the type of his relationship with Kishangarh-Rupnagar
needs further investigation.

The debate about Anandghan’s poetry

Anandghan’s approach to Sujan as both human and divine infuri-
ated some religious circles. We can glimpse the views of the op-
ponents in the lines of certain bharaua chand (mocking verses),'16
which according to Gaur, were probably composed before 1755

114 pereonal communication of Faiyaz Ali Khan in March 1997,
15For payments te Vind see CeLER (1973:337-340).
118Rjrst published in MiSra (1952 ‘Vammukh’ :66-67).
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ADY7 but with all probability in circles that knew Anandghan
well.

HTHT HTAEHT HET XTATET &7 | G F97 7 &er &
ATET G4 STTHE Tar (T &1 qrehr 34 |

The kayastha Anandghan was a great rogue. Although
he came to the district of Braj, his bad reputation
remains. [This is] his description:

TR TAIT ST STET A S &g
& foamd av o et 99 '
gefaaT gufeal g7 &7 99F §
afer & AT aTa I8 w9 R L
.3

He beats the tambourine, sings like a Dom or a Dharhi,
pleases a Muslim and then gets false fame;

He is the servant of the prostitute Muslim Sujan; he
leaves the name of Ram and worships®!® her
abode of desire.

Such verses mock not only Anandghan’s physical contact with
Muslims but also suggest literary interaction.!!® In other words
the person and his poetry were considered alien to orthodox Vaish-
navism. It should be mentioned that this example of inter-com-
munal distrust is not an isolated case in Vaishnava context. The
author of Raskhan’s vartd in the Do so bavan vaispavan ki varta
distances himself from Raskhan’s Muslim background by mocking
at it.120

7Gaur (1958:7-8). Unfortunately Gaur did not give any justification for
this date. The poems were taken from a book called Jas kebitta. In a personal
communication in 1996 he said that Jas kabiite was in the Yajnik-collection
of the Nagaripracdrini Sabha in Benares; however I was not able to find it
there. Bhavanigankar Yajhik was a priest at the Gokulnath temple in Gokul,
which suggests that the manuscript came from Braj.

118The word p#ijai is an obscene pun with a secondary meaning of ‘he fills’. -

119For a more detailed discussion of these mocking verses see BANGHA
(1999:44-46, 115) and BANGHA (2000:529-531).
1209NELL (1989:29-37).
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The blame on Anandghan was so strong that not even his
beautiful composition, the Krpakand, “The Root of Grace’, on
divine grace as opposed to the rituals as advocated by the earlier
Nimbarkl dcaryes?! redeemed him. Eventually he had to give up
not only writing complex poetry but had to abandon the quatrain
form since it was so closely associated with Sujan, the dancer. He
began to write simple bhakti poetry in a conventional style.

THAT qIT & T ITHT
Tg Jf B BT 9% TH98 W 3 gLET I

My tongue is entangled in Gopal’s virtues;
[and] disentangled from the various bonds of false poems
[and] traps of twaddle.

Research done by Heidi Pauwels shows that Nagaridas also
wrote about his mundane beloved in a religious context.!?3 Asg
has been mentioned, Nagaridas was more cautious in his approach
to themes associated with Muslims than Anandghan. Moreover,
Anandghan lacked the royal power to ward off similar attacks.

We have noted above that some of Sundar Kumvarl’s quatrain
bear close resemblance to those of Anandghan. It is interesting
to observe that three of them (including one quoted above, pyayq
maha, and two others with the word ‘sujan’ in them) that seem
to be the closest to Anandghan are missing from the manuscript
that served as the basis of Brajvallabhagaran’s edition although
they are present in the Nimbarke madhuri.*?* Considering the
amount of change Anandghan’s anthologies underwent because of
the ambiguous usage of Sujan, it may not be a coincidence in this
case either.

Probably it was also his bad reputation that made him decide
to take up a new home in Vrindaban. His quatrains continued
to be both blamed and popular. Nevertheless, there were people
who wanted to reach ‘the original Anandghan’ and get rid of the

1210f. dohd 30 of the Siddhanta Sukh in the Yugal Satek referred to in
CLEMENTIN-OJHA { 1990:371).

122 padaualy 687. Misra (1952:493~4)

128 PAUWELS, 2005

124Nrs. 23-25 in BIHARISARAN (1930:600)
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changes that were introduced by scribes like Svetambar Hemraj.
One of them was Brajnath, who with all probability is identical
with the Sanskrit poet Brajnath Bhatta a courtier and friend
of Savar Jai Singh of Jaipur (r. 1697-1743).1%% In his Sanskrit
Padyataramgini,'*® Brajnath Bhatta praises both Savai Jai Singh
and Savai Madho Singh (r. 1750-1767) but not Savai Isvart Singh
(r. 1743-1750). During the reign of I$varl Singh Brajnath lived
in Rupnagar in the Kishangarh state of his disciple, the poetess-
queen Bamkavati who mentioned him as her wvidyaguru at the
end of her Braj translation of the Bhagavata Purana.'?” It was
in Rupnagar in 1748 that he composed his Braj work on aesthet-
ics, the Sahitya-sar.!?® Brajnath also prepared a new collection
of Anandghan’s quatrains that did not show Anandghan as a re-
ligious poet but as a ‘great lover (who is) skilled in Brajbhasa’.
He even discarded most of Anandghan’s openly religious quat-
rajns and inserted eight poems at the beginning and the end of
his collection explaining that Anandghan was misunderstood:

7T HET €Y QT ST9a S0 T 397 AT 9197
T aedT a7 &7 fagg v7 ¢ 57 9 sy

for fafas & 9% "o <& @i 7 #1g gEre)
=T g ST FI IGET qg AT AT qara i

As it angers the eyes of the people when an ass relishes
the great taste of the grape,

As it perturbs the heart when a eunuch, staring at the
beauty of a girl’s body, approaches her,

As it pleases no one when the short-sighted praise the
secrets of a wonderful painting,

So it disturbs the intelligent ones when the stupid ex-
pound Anandghan’s words.

According to Brajnath, Anandghan should be read as a nehi
maha brajabhasa-prabina, ‘a great lover [who is] skilled in Bra-

1258 AnGHA (1999:121-8).

12633 sTRI 1996.

1273ArRMA (1996:1266).

128 A manuscript of this unpublished work can be found at the Rajasthan
Oriental Research Institute in Jodhpur (Nr 2264).
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jbhasa’ and this should be done ‘with a cautious mind’. The blame
attached to Anandghan was so strong that expounding his poems
cost Brajnath his prestige:

& atfq & |7 i &®faT T AT IS8 GATT HT

T

" g A T @ A o @i fearsd g @
mT & \

A &< ot wg faa faarg & ¥ fear g o0
1

I #r e et R arifEs 918 oY Fer feq €
18 ,

I have taken these kabittas with a lot of trouble losing
my honour, prestige (and) character.

Nobody knows my suffering; ‘Take’ they say ‘[and]
write them down secretly for me, too’.

What shall I do, where shall I go now? I have spent
my days and nights immersed [in it].

What is the use of being a scholar for one whose eyes
have been wounded by love?

The censure of Anandghan may be the reason why neither
Salemabad nor Rupnagar claimed the poet with pride in the eight-
eenth and nineteenth centuries and his connection with the Ra-
jasthan state was lost in oblivion.

Conclusion

As has been seen both the court of Kishangarh-Rupnagar and the
monastery at Salemabad were home to both secular and religious
poetry to a varying extent. Although Kishangarh-Rupnagar court
culture was open to Mughal and Muslim influences there was a

movement from a secular approach towards a more religious orie

at the time of Queen Bamkavati and Prince Savant Singh. At the
same time secular poetry was not alien to the Nimbarkl monas-
tery at Salemabad either. In the first half of the eighteenth century
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the Nimbarka sect was influential not only in courts like Jaipur

but through a pious queen also in Rupnagar. It should be the
Nimbarkis rather than the Vallabha sect that influenced the de-
velopment of a feminine ideal in the court through their increased
emphasis on the divine figure of Radha.

The culture of Rupnagar and Salemabad were dynamic cul-
tures experimenting with novel approaches and generating liter-
ary debates. The best example of these debates is the one about
Anandghan’s quatrains. The most outstanding quatrains of this
poet are found at the meeting point of the cultures of the courtly
and of the religious communities and can be read as express-
ing love both for a worldly beloved and for the divinity. The
overt identification of the mundane beloved with the divinity was,

however, too much for certain religious circles and they rejec- -

ted Ana,nadghan’s twofold approach as a Muslim idea. To protect
Anandghan’s fame Hemraj of Rupnagar and his circle mutilated
the text of his poems in order to reject the doublefold interpreta-
tion. The scholar Brajnath, who in all probability is identical with
Brajnath Bhatt of Jaipur, tried to rescue Anandghan’s quatrains
on the basis of their literary merit. Although he ‘lost his honour’
in the process, his approach prevailed and till the present day
people read Anandghan’s quatrains through his eyes being moved
by the love expressed in them both in its divine and mundane
aspects.
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