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PREFACE

Jarigan songs comprise one of the most important genres of folk songs in South
Asia, yet they are little known outside their native region, Bangladesh. Even within
Bangladesh, the topic has received surprisingly meager scholarly attention. Whereas
books and articles abound concerning Baul songs, for instance, only a few scholars
have studied the topic of jarigan songs. Nevertheless, these songs are epic in scope
and represent a high standard of poetic, dramatic and musical composition. During
their golden years, jarigan performances entertained and educated rural audiences in
the tens of thousands. In modified form, jarigan songs continue to be produced
today. They merit attention outside, as well as within, their native land.

It was by accident that I first came to know about jarigan songs. While I was
living in Dhaka during the 1960s, the Bangladeshi poet, Jasimuddin (1903-1976)
was preparing a book on the topic. He had transcribed twenty full-length jarigan
songs (a feat in itself) and written a ninety page explanatory introduction. He asked
me to provide musical notations for inclusion at the end of his book. He recorded a
singer whom he considered to be among the best jarigan singers in the region. At the
time, 1 found the task of notating the singer's melodies was difficult because the
language, literature and music of Bengal was still new to me. When I expressed my
frustration at trying to capture on paper the subtleties of the music, Jasimuddin
offered encouragement and assured me that some day I would be grateful for the
effort I was making.

His prediction began to materialize soon after 1 returned to America in 1967.
My experience in the work I did with Jasimuddin suggested the jarigan repertory as
a subject for a Master's degree thesis at Columbia University in 1972. Subsequently,
the material I possessed became the source of several articles and lectures on
Bengali music. 1 realized at the same time that my material was limited to a rela-
tively few examples of jarigan songs and that much of my information depended on
descriptions in books of how the songs used to be performed. To verify and
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understand more fully these descriptions required that I return to the country where
Jarigan songs originated.

In 1993, I had an opportunity to revisit the country which had been East Pakistan
when I left it, but had become in 1971 the independent nation of Bangladesh.
I mentioned my past work on jarigan to Bangladeshis who might be interested in
the topic. To my surprise, I found not only a recognition that the topic was impor-
tant, but an interest in reprinting what I had written so many years ago. Several
Bangladeshis suggested to me that a book in English might serve to introduce the
topic of jarigan to people outside of Bangladesh. A grant from the Ford Foundation
and the cooperation of scholars and lay people in Bangladesh and in America made
it possible to prepare the present book.

In 1995, I returned to Bangladesh to begin field work, to seek out material con-
cerning jarigan in Bangladeshi libraries, and to talk to scholars who were familiar
with Bengali folk literature, with Bangladeshi folk songs in particular. Since the pub-
lication of Jasimuddin's book in 1968, only one other book on the subject of Jarigan
had been published: Bangladeshi Jarigan (1986) by S. M. Lutfor Rahman, Professor
in the Bengali Department of Dhaka University. When I saw how much information
this book contained, I hastened to meet with him. He gave me one of the few copies
of the book that he had left and encouraged me in my project.

I consulted with many other Bangladeshi scholars and amateurs of Bengali folk
literature. They contributed useful information from their recollections of past
Jarigan performances and directed me to current sources of information. Returning
to America, I supplemented my information from Bangladesh with research in
libraries in New York City. Although I found hardly any material on the jarigan
genre itself, I came upon helpful books and articles on related topics. I was able to
contact scholars working on relevant subjects such as the Muharram festival, Bengali
music, and Bengali theater among other topics that are helpful for reconstructing
Jarigan performances of the past. :

I have divided the book into four parts. The first one (Chapters One through Five)
provides a general introduction to the jarigan repertory: its cultural setting, its
historical development, and its traditional recital form. In the second and third parts
(Chapters Six through Ten), I provide a closer look at jarigan songs themselves:
their themes, prosody and musical form. The last part (Chapter Eleven) contains a
descriptive definition of the jarigan repertory, together with commentary on
contemporary issues involved in a further study of these songs.

During the preparation of this book I found that rereading a jarigan song text or
listening again to one of my field recordings enabled me to overcome those moments
of discouragement which accompanied my attempt to piece together the probable
origins of jarigan songs or to reconstruct their performances in the past. For
example, reading the jarigan called "Kasem-Sokhinar Jari" (The Jari of Kasem and
Sokhina) would restore my spirits with its moving narrative and skillful poetry.

This experience suggested to me that I recommend to readers unfamiliar with the
Jarigan repertory to peruse the translated examples that I provide in Appendix A.
These translations can help to give a first-hand idea of the themes and form of
Jarigan songs. I have ajso provided musical notations which can introduce readers to
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the melodic elements and structure of the jarigan tunes. Unfortunately, written texts
and musical notations are "silent;" they cannot reproduce the sound of the dramatic
declamation and stirring melodies of an actual performance. 1 have attempted to
describe these intangible aspects of the jarigan repertory in the chapters of the book.

I am aware that readers who are familiar with Bengali culture may find mistakes
and important omissions in the present book. The examples of jarigan songs on
which I base my descriptions of the genre are limited to examples from the central
areas of Bangladesh, whereas important styles of jarigan singing exist in the
southern and northern districts of the country and jarigan songs are still sung on the
other side of the national border in the State of West Bengal in India—in the
Hooghly and Murshidabad areas, for instance. The descriptions in this book of the
form of jarigan songs and of their recitals are necessarily generalizations based on
the material available to me within the scope and time of the project.

Implied in the present book, if not explicitly stated, is a plea for preserving
Jarigan performances on film and in sound recordings. The suggestions by many
friends that this book be accompanied by cassette or disk recordings is a logical one.
As this book goes to press, this seems to be a possibility. For the present, I have.
included in Appendix C a listing of some of the jarigan audio-cassettes that were
available in Bangladeshi music shops at the time of my research. For the future,
I hope that the material in the pages of this book will convince others to participate
in the preservation, study, and dissemination of a poetic and musical tradition that
has served to entertain, educate and inspire Bangladeshi people throughout many
generations.
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TRANSLITERATIONS, TERMINOLOGY
AND TRANSLATIONS

TRANSLITERATIONS

For the sake of readers who may be unacquainted with the Bengali language and its
script, I have chosen to use a phonetic style of transliteration rather than an ortho-
graphically precise one. My aim is to make my text as easy as possible on the eye of
a reader with little practice in academic conventions of transliteration. I trust that
my transliterations are self-explanatory to readers already acquainted with Bengali.
For the most part, my phonetic representations resemble closely those listed in
Appendix XVIII of The Students’ Favorite Dictionary by Ashu Tosh Dev (Calcutta,
1964). Readers desiring more precise representations should, of course, refer to the
Bengali alphabet. For a succinct explanation of the history of changes in the pro-
nunciation of Bengali words 1 recommend J. D. Anderson, 4 Manual of the Bengali
Language (1920, republished in 1962).

Choosing a transliteration system for this book has been complicated by the fact
that 1 found no model of transliteration that served the various aspects of jarigan
studies as found in the descriptions in this book; that is, dialectal and shadhu
(literary) Bengali, Sanskrit and Perso-Arabic vocabulary, etc. [ found that eastern, if
not western, spoken Bengali has changed remarkably since I did my first research on
Jjarigan songs in the 1960s, so that 1 needed to revise the transliteration system that I
worked out at that time. In my desire to reproduce the sound of jarigan song texts,
including the dialectal pronunciation of words, I have favored phonetic translitera-
tions rather than orthographically precise ones. I apologize for the inconsistencies
that inevitably have occurred as I tried to satisfy both orthography and phonetics.

[ have used diacritical marks for transliterations of Sanskrit words and for words
in particular portions of the Glossary. Otherwise I omit diacritical marks. In the case
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of Bengali technical words that are closely cognate with Sanskrit or Perso-Arabic
words, I have favored orthography, but without including diacritical marks. For
example, [ have written "s" in spelling the Bengali word "sahitya" (literature),
although the "s" in the colloquial speech of Bangladeshis often resembles the sound
of "sh". On the other hand, in the case of more vernacular Bengali words, [ have
represented them as phonetically as possible without straying too far from
orthography. I hope that the following remarks are sufficient to explain the trans-

literations in my text.

Representations

"a" represents various sounds:

| | ) )

It may represent 1) the sound of "uh" rhyming with the "u" in "cup"; 2) the
sound "aw", as in "saw"; 3) the sound of "a" as in "father"; or, sometimes, 4) the
sound of "o" as in "go". To understand this last possibility, read the explanation
below about the letter "o". The reader who is already acquainted with the
Bengali language has a feel for which sound to attribute to the letter "a". For the
reader unacquainted with Bengali, it is convenient to pronounce the letter "a"
like the "a" as in "father". In the majority of cases, this approach will yield an
acceptable, though crude, approximation.

"e" represents the sound of the accented "e" in the French word "café", or a sound
which is part way between the "e" in the English words "pet" and "weigh".

"i" represents the sound of "i" in "sit" or the sound of "i" in "police". For the
reader unacquainted with Bengali, the second sound w1|l yield the best result in
most cases.

"o0" represents the sound of "o" in "go". This "e" may represent the Bengali letter for

this sound, or it may represent an "o0"-sound which exists in Bengali speech, but
is not expressed in Bengali writing. For example, I write "boli" (I or we say; pro-
nounced "boh-lee"), instead of "bali", as in the academic style of orthography,
for which the letter "a" has been chosen to represent various vowel sounds
(including an "o" sound) which are sounded, but which may not be written.

n " "n.n

u" represents the sound of "u" in "true".

n..n

'y" represents the sound of "y" in "yes", even at the end of words. Thus, for example,
jay (he or she goes) rhymes with "pie" and not with "day". A "y" following a
consonant has no sound of its own, but doubles the sound of the consonant that
precedes it. In vernacular words when "y" follows a consonant, I omit it and
double the preceding consonant. In the case of literary words, however, I often
preserve the "y", although it is not pronounced. For example, I write "dhuya"
(akind of refram song) as "dhua" (the way it is pronounced), but I write
"sahitya" (literature; pronounced "shah-heet-toh") preserving the "y" although it
is not pronounced.

"ch" and "chh" represent the sound of "ch" in "chin". These two Bengali letters are

often pronounced today like "sh", as in "shop", or even as "s", as in "see".

The letter "c" in my transliterations never represents the sound of "k".
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"j" represents the sound of "j" as in "jump". In dialectal speech it may sound like "z".

"sh" represents three Bengali sibilant letters that have the sound of "sh" as in "shop"
with slight variations respectively. The third sibilant in the Bengali alphabet is
conventionally transliterated as "s”, its original sound. In the case of erudite
words, 1 use "s", not "sk". For example, I write "sahitya" (literature), although

the word often sounds like "shah-heet-toh".

"th" represents the sound "th" as in "Thomas" and not the sound of "th" as in
"thought" or "this".

"ph" represents the sound of "ph" as in "philosophy". Often this sound is transliter-
ated with the letter "f", especially in the case of Perso-Arabic words.

"p" and "v" represent the sounds of "b" and "v" as in English words. However, their
sounds are sometimes interchangeable in Bengali speech. Often the "v" of
Sanskrit has become a "b"-sound in Bengali. For example: kavi (poet) may be
pronounced "kabi” ("koh-bee"). Bengali writers writing in English vary as to
how they transliterate words containing "4" and "v". For lack of guidance in this
matter, 1 generally have chosen the spelling that is found in the Sanskrit
derivation of a Bengali word, but if the modern Bengali pronunciation often
disagrees with this, 1 have generally represented the Bengali word phonetically
as it sounds to me today.

"n" in my transliterations is used to represent the sound "n" as in "note" and, in a
few cases, to represent no sound of its own, but to indicate that a preceding
vowel is to be nasalized. For example, in the word banshi (bamboo flute),
the "a" is nasalized as signaled by the letter "n" following it which is itself
not pronounced. In the Bengali word "vamsha", the "m" serves the same nasal-
izing purpose.

Italics. I have italicized all Bengali words, but not proper names, as, for example, in
the song line, "Banu [re], Joynal shopilam tor hate"... (Oh, Banu, I entrust
Joynal into your hands ...).

Capitalization. Bengali writing is uniform; it uses no capitalization. However, in my
transliterations I have used capital letters for the titles of songs, books, and
articles, as well as for the spelling of names and for the first letter in each new
line of a poetic text.

Plurality of nouns. I use the letter "s" at the end of transliterated Bengali words in
the plural, although plurality in Bengali grammar is indicated by other means.
For example, [ write boyatis (chief singers) for the plural of boyati.

The possessive case. I write "#'s” and "s#" at the end of transliterated words in the
possessive case, although the possessive case in Bengali grammar is indicated by
other means. For example, I write boyati's for the possessive case of boyati, and
boyatis' for the possessive case of the plural form of boyati.

Transliterations of Arabic and Persian words. I have transliterated these words
from the Bengali versions of them as they are given in Shaikh G. M. Hilaly's
Perso-Arabic Elements in Bengali (Dhaka, 1967).
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Hosein and Hasan. These names are transliterated in several ways; for example,
Hossein or Hussain and Hassan. 1 write "Hosein" or "Hasan", respectively,
except when citing from specific sources. In those cases [ honor the spelling
found there.

Punctuation. Bengali written texts need little punctuation other than indications of a
period and comma. In my transliterations, if the meaning seems clear without
using a comma, I omit it. In the text of this book, when I use terminology and
other special vocabulary, in Bengali or in English, I place any comma or period
that would normally be placed within a closing quotation mark, outside of the mark,
in order to preserve the integrity of the particular expression, as in the following
sentence: In tunes where one matra per syllable predominates, the tunes are
characterized as "syllabic".

TERMINOLOGY

Bengal-Bengali and Bangladesh-Bangladeshi. I use the words Bengal and
Bengali when I refer to phenomena that apply to the whole geographic region
where Bengali is spoken, including the State of West Bengal in India as well as
the People's Republic of Bangladesh, especially before these two areas became
separate political entities in 1947. In referring to cultural matters in eastern
Bengal which are specific to times following 1947, 1 generally use the noun
Bangladesh and the modifier Bangladeshi, even in some cases when I speak of
the East Pakistani years of Bangladesh. I apologize for inconsistencies that occur
in my text due to indecision as to how to treat the Pakistani interim period of
Bangladeshi cultural history.

I use the word Bengali instead of Bangla in reference to language.
Although Bangla is preferred by many people today, I was unable to master its
use before this book was due at the press. I experimented with using Bangla
instead of Bengali, but found trouble devising an adjective from it. The word
Bengali serves conveniently in English both as a noun and an adjective, whereas
Bangla is a noun, requiring special handling as an English word to use as an
adjective. I found that if I changed the word Bengali to Bangla in my text,
I would have to make radical changes in many sentences, taking time from work
on the book that 1 felt was more important. My choice, therefore, of "Bengali"
over "Bangla" is merely a matter of present convenience and does not reflect
an ideological stance.

The word "text". Readers should be aware that when I use the word "text" in
reference to the verbal content of jarigan songs, 1 do not suggest that the songs
exist in writing. The songs are transmitted orally and only written down by
collectors in their transcriptions. My descriptions of the songs involve the
relationship between the texts of songs and the melody that accompanies them.
In these descriptions it is more convenient to use the word "text" (as if a written
text existed) than to say "verbal lines", or other such circumlocutions. 1 avoid
using the English word "lyrics" because it connotes too readily the texts of short,
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light genres of songs, not the mostly expository (non-lyrical), epic-like texts of
jarigan songs.

TRANSLATIONS

Interjections and other extraneous elements. Jarigan songs contain various
exclamations and interjections. In the transliterated Bengali texts I have enclosed
these expressions in brackets and 1 have translated them with expressions
such as "Oh!", "Ah!", "Alas!", etc. For example: "[Ore] ga tolo Sokhina..."
(Oh!, arise Sokhina ...). I have also enclosed in brackets the extra sounds that a
singer articulates to fill out the meter of a line or to provide time for melodic
embellishment. For example: "Shonen[a], shonenfa], shrotagon [go]..."
(Listen, listen, listeners, oh! ...). These extra syllables that are found on the ends
of words have no specific meaning, but I include them in order to reproduce the
sound of a line as it was sung.

Gender. Gender is not indicated in Bengali pronouns. Because jarigan singing is
largely performed by men, 1 have used masculine pronouns when generalizing
rather than saying "he or she", "his or her", etc., except in sections that concern
women specifically.

Indicating translations. Within the text of the book, I have indicated translations by
enclosing them within parentheses. Unless otherwise indicated, these transla-
tions are my own. They have been made literally, rather than poetically, in order
to represent the vigorous quality of the vocabulary of the Bengali texts.

Dates. | have translated dates that I found cited in Hijri years ("A. H.", "Anno
Hejirae") of the Muslim calendar into Christian Era years ("A. D.", "Anno
Domini"). However, it should be kept in mind that some of my sources use only
the Hijri system. My conversions may be approximate rather than precise as to
the turn of one year into the next.
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