
An  Epic  and  Enduring  Kashmiri
Song : Harmukh Bar Tal Zaagaie
Madano
Harmukh Bar Tal Zaagaie Madano is an epic and enduring Kashmiri song, both
revered by Muslims and Pandits alike, though for different reasons. Muslims take
it to be a powerful romantic song of a woman for her beloved, while Pandits take
it as Parvati’s love-hymn for Lord Shiva. But before we resolve that problematic
situation, let’s focus on its authorship.

 

The song is classified as a traditional popularly. That is, it has been in existence
over a long stretch of time, its compositional and authorship history unknown. But
because it resembles the themes and lyrical style of the legendary Habba Khatoon
(1554-1609), many Kashmiris attribute it to her. She broke the long tradition of
spiritual and mystic poetry of Kashmir by her romantic poetry. Her poems were
grounded in the sufferings of the women in her time, especially those of love-
separation and harshness of life for their gender. She was born a commoner but
rose to become a queen of Kashmir by dint of her poetry, singing, and stunning
beauty. She was married to Yusuf Shah Chuk (ruled 1579-1586), the last Kashmiri
ruler, after a chance encounter. Her fairy tale life ended excruciatingly when her
husband  was  imprisoned  for  life  by  the  Mogul  emperor  Akbar  through  a
fraudulent scheme. Yusuf Shah was invited to Delhi for a consultation with the
emperor. Upon reaching there he was taken to Bengal and later moved to Biswak,
in Bihar, imprisoned for the rest of his life, dying there in 1592. This opened the
door for Moguls to reign in Kashmir from 1586 thru 1752, one hundred and sixty-
six years. Habba Khatoon spent her last 20 years living in a hut on the banks of
Jhelum river,  enduring the pain of  love-separation from her husband.  She is
forever enshrined in Kashmiri  ethos as an epic poetess,  who ushered a new
culture of realism and romanticism in Kashmiri poetry. Also, creating in it a new
style called lol, which is a form intense lyricism wrapping a single thought. She
lived with an unyielding passion for life rather than by faith, which is what her
fellow human beings lived by.  Even after some four hundred years after her
death,  some  of  her  songs  remain  quite  popular  in  Kashmir.  She  has  been
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epitomized as the Nightingale of Kashmir.

 

To resolve the authorship problem of the song I sought the consultation of the two
Kashmiri literature professors of Kashmir University Their verdict was that they
could not authenticate the authorship of the song to Habba Khatoon, but based on
the substance and lyrical style of the song, if some people attribute it to her, they
would not object. Simply put, we do not know for certain its authorship.

 

Different versions of the lyrics of the song are offered on internet. They differ in
the inclusion of some stanzas and words. Pandits and Muslims have used some
different  words.  For  example,  Muslims  like  the  word  zaagai,  while  Pandits
like prarayo. The song is in parts difficult to understand due to the use of the old
Kashmiri language. I have painstakingly scrutinized the lyrics with a Kashmiri
language scholar and a Kashmiri singer. Furthermore, being a poet myself was
very helpful. Translating poetry is among the most difficult works a writer can do,
as you move from one language to another you lose cadence, turn of the phrase,
and shades of the meanings of the words. I believe the lyrics and the English
translation of the song that I am presenting here are the best available at this
time.

 

It is a passionate love song of a still young woman’s adoration of her beloved. It
expresses her yearning to meet him at the gates of Harmukh mountain. Also
expresses her painful separation from him, her leaving her tribe for him, her fear
of losing him to other women, her arrival at the apex of her youth, her fear of
getting old. The most moving line of the song is its refrain: yee dapaham tee
laagyo. The song’s epic appeal is also due to its enthralling composition, which is
more or less the same in all the five versions of it I have indicated below.

 

Kashmiri Pandits’ claim on the song is tenuous. How they think of the passionate
romantic song to be a hymn on Shiva-Parvati’s spiritual love is incredible. There
are lines referring to the woman leaving her tribe for her lover, applying henna on



her nails, fear of her losing him to other women, the radiance of her youth, and
the use of the word Wallah, a word used by Kashmiri Muslims meaning ” by God,”
that is a swearing invoking god, which just cannot be connected to Shiva-Parvati
love.

 

Following are the authenticated lyrics of the song. The text is in bold font, my
translation is below it:

Harmukh bar tal zaagaie madano, yee dapham tee laagyo1.

I will wait at Harmukh gates for you my love, whatever you ask I will offer you

Shari dapham golab lagaie madano, yee dapham tee laagyo2.

Ask for a flower on your forehead, I will offer you a rose my love, whatever you
ask I will offer you

Phambas te naaras mil goom, wallah mey chaie paeta dil goam3.

Cotton and fire have fused, by God my heart is stuck on you

Be ti no ye doreyar chalaie madano, yee dapham tee laagyo4.

I also can’t take this distance between us my love, whatever you ask I will offer    
you

Kabeele drayas kranai, kiah osum diak laane5.

I left my tribe for good, what a destiny

Tabeebe ath kiah mane madano, yeh dapham tee laagayo6.

What can a preacher do about it my love, whatever you ask I will offer you

Kongas kaermai chaman, maenz ho laagaie naman7.

Saffron I am planting in the beds, henna I will apply on my nails

Mushtaq gowham kaeman madano, yee dapham tee laagayo8.

Whom are you yearning for my love, whatever you ask I will offer you?



Yaawan miyane thazro, thazrai paethe traw nazro9.

My youth is at its zenith, look at me from that level

Kael waisi hangai zazur madano, yee dapham tee laagyo10.

At the end the  temples will wither, whatever you ask I will offer you

Note: The word “temples” refers to the two temples in the human head.

 

I am providing links of the song sung by five professional singers: Sunita Bhan
Dhar, Qaisar Nizami, Shamima Azad, Rajinder Kachroo, and Sniti Mishra. None of
them have used the full lyrics and in some renderings some words have been
changed.

 

Sunita Bhan Dhar: https://youtu.be/VoYACx3LjaA1.
Qaisar Nizami: https://youtu.be/123OruSqagI2.
Shamima Dev: https://youtu.be/OQOUj86lF_s3.
Rajinder Kachroo: https://youtu.be/y4nenAJUPQI4.
Sniti Mishra: https://youtu.be/3hweeYKlCBU    (needs to be copied and5.
pasted in the browser)

 

A discussion on the article:

Letter from Mr. Arjun Dhar:

Dear Maharaj Kaul mahra,

Namaskar. I’m writing to you having just read your thoughtful commentary of
Harmukh Bar Tal on Kaul’s Corner. I hope you don’t mind my writing to you; I
noticed your email address at the bottom of the commentary.
In it, you suggest that the Kashmiri Pandit interpretation of the song is tenuous. I
was wondering whether you considered that the ambiguity is deliberate. I have a
few reasons for suggesting this:
First,  if  indeed the poem was composed by Habba Khatoon, she was a 16th-
century poet, and the conversion of Kashmiris to Islam began only in the 14th
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century. This means that the significance of “Harmukh”, being the abode of Lord
Shiva,  would  not  have  been  lost  on  her.  (I  have  read  another  commentary
suggesting that Har mokh translates to “every moment”, but my own Kashmiri is
not strong enough to know how reliable that is.) Therefore, there must have been
a reason behind her choice. I suggest that the reason is to create deliberate
ambiguity between love for God and love for a romantic partner.
Second, the rest of the song is rife with ambiguity. There are lines which use
deliberately spiritual terms, which could also be read as referring to a romantic
beloved (wallah mey chaie paeta dil goam). There are also lines which use overtly
romantic language, which can be read as metaphors: “Kabeele drayas kranai”
(“tribe” need not refer to a literal tribe, but a metaphor for worldly attachment).
The use of “maenz ho laagaie naman” could a visual depiction of preparation – in
the same way a bride applies henna on maenzraath in preparation for union with
her husband. In “Yaawan miyane thazro”, “yaawan” might not refer to literal
youth, but to immaturity, which comes with you.
 
Third,  Kashmiri  poetry,  like  Persian  poetry,  blurs  the  distinction  between
romantic love and spiritual love, quite unlike the Greco-Christian tradition. The
Greco-Christian tradition distinguishes between Agape love (spiritual, pure love)
and Eros love (romantic, passionate love). We, on the other hand, use words like
“madno”: generic beloved, which can either refer to a romantic attraction, or to
God. We also have a religious tradition (both Hindus and Muslims) of intoxication
with God. Hindu saints and masts from Kashmir are known for seclusion and
losing themselves in meditation on God. Sufi Islamic poetry also explicitly uses
the language of intoxication in a spiritual context.
 
You helpfully point out in your commentary that Habba Khatoon lived her life as a
romantic, breaking a mystic tradition. Would you consider that perhaps she was
both? It may be that she was one of the earliest to blur the lines between the two,
instead of leaving one and taking up another.
If you have the time, I would love to know what you think. If not, thank you again
for your thoughtful explanation. As a young Kashmiri raised outside Kashmir, it
was helpful in connecting me with my roots. I am very grateful.
With best regards,

Arjun Dhar

—
Arjun Dhar
Undergraduate Law Student
Downing College, Cambridge



E-mail: arjundhar@icloud.com
My response to Mr. Arjun Dhar’s letter:

Dear Dhar Sahib,
It is heartening to know how a young Kashmiri Pandit like yourself is trying to
get connected with his roots, while many others like you find neither comfort
nor allure in doing so.
When you are researching old history which has few clues for the particular
subject of your interest, then you fall upon to that old principle that has guided
human beings in difficult times: character. That is, you are lost in an information
darkness,
so you are unable to find your destination of a fact-based conclusion, then you
have to be guided by your character.
Since we are unable to find the authorship of the epic song Harmukh Bartal based
directly  and indirectly  on facts,  we must  use  our  character  to  conclude our
research, and not
be seduced by our desires for a particular conclusion.
It is quite clear that you would like the research to conclude that the song is
based
on Parvati’s love for Shiva. But a researcher has to be neutral.
If  we  go  by  the  lyrics  of  the  song:  its  images,  vocabulary,  structure  of  its
sentences,
its ideas, it is clearly a romantic song expressed by a young woman for her lover.
To think that  it  is  a  religious song of  devotion for  God is  a  long stretch of
imagination.
It is an intense yearning of a young woman for her boyfriend. Reading in an
objective, detached, unbiased frame of mind, the song is just a love song, like
many
Bollywood film songs.
If a researcher concludes that the song is a Parvati-Shiva devotional song, he has
to offer his proof on the following rationale:
There exist Hindu devotional songs like this.
But no example that he may cite will be having a vocabulary like this song has.
That leads us to the theory that the original Hindu devotional song was corrupted
by Kashmiri  Muslims.  They  changed its  vocabulary,  images,and ideas,  which
reconstructed
the song to a boy-meets Bolywood song. I have heard these theorists cite
words in  the extant  version which according to them are corruptions of  the
former
Hindu words. But that is not a research leading to a conclusion that the original
Shaivite  song
has been corrupted, just fairy-tale speculations.
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You have given suggestions  on how the  ideas  in  the  song could  have more
complex
roots than that emanating from a simple reading of its lyrics,  leading to the
conclusion
that the song is not a pure romantic song. I do not agree with that because poets
do not
use  very  complex  ideas,  understandings,  and  histories.  They  look  for
simplifications.  They
do not offer proofs of what they are stating. You have to take it as a faith or reject
it. That
is why poetry can be such a powerful distillation of thought.
But I have more sympathy for the corruption theory that over a long stretch of
time Kashmiri
Muslims changed the original Hindu Shiva-Parvati devotional song to a romantic
song. Although,
as I have already said, that theory has not been proven, but there are some points
in it, which are
worth considering:
1. Harmukh mountain is an object of considerable reverence in Kashmiri Pandit
religious
    ethos, and has nothing much going for it in Kashmiri Muslim ethos.
2. Hindu version of the song has words like prariyo, instead of zagiyu in the
Muslim version.
    Also, offering flowers to someone whom one revers is more a Hindu gesture
than a
    Muslim one. There have been similar suggestions in the juxtaposition of the
Hindu and
    Muslim versions of the song.
I firmly believe now that Habba Khatoon did not write the song. It is because it
does not bear
her style.
In conclusion, what I have said earlier, character in research, as in other human
activities,
matters. Without having a scholarly proof that Harmukh Bartal song as it exists
today is
a corrupted version of an ancient Shiva-Parvati hymn, I take the song to be a
Muslim
romantic song.
Hope one day we will meet.
Maharaj Kaul
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“Tarvun Chhu Karnav” – A Great
Kashmiri Song
http://kaulscorner.com/wp-content/uploads/2016/11/Artist-Track-09-Red.mp3

 

(Note: Move the music sound icon in the music box above to the beginning of the
track.)

 

Great songs are only a few in every region of the world. So, when one stumbles on
one it is a great experience. So was my experience when I heard Master Zinda
Kaul’s (Masterji’s) written poem, Tarvun Chu Karnav, sung as a song recently. It
is my misfortune that I had neither read the poem nor heard the song all this time
I have been on this earth.

 

Master  Zinda  Kaul  (1884-1965)  was  a  preeminent  Kashmiri  litterateur  who
initially wrote in Persian, Hindi, and Urdu. He only started writing in Kashmiri in
1942. In 1956 he was awarded a Sahitiya Natek Academy award in literature –
first for a Kashmiri – for his book Sumran, written in Devnagri. It was a book of
verse supposedly based on his son’s untimely death. It is considered that his
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writings  in  Kashmiri  surpassed  in  quality  to  those  in  other  languages.  He
translated Parmanand’s poems in English in three volumes.

 

Masterji was influenced by Lal Ded and Parmanand, and by the Indian tradition of
finding  the  salvation  of  one’s  soul  from  the  fetters  of  this  world  through
consciousness control, idealism, sacrifice, and abnegation. Although his life in the
world was harsh but he prevailed in sticking to his mission in life.

 

In this poem Masterji is strongly urging people to leave this world and cross to
the “other” world, the world where materialistic success and petty actions to
survive are unnecessary.

 

In 1998 Kashmir Overseas Association, based in U.S.A., released a C.D. album of
Kashmiri religious songs, called Mani Kamna. The composition of its music was
done by Mr. T.K. Jalali and the singers were Arti Tiku Kaul and Archana Jalali
Tiku, the former U.S.-based and the latter Canada-based. The recording was done
at JMD Studio, Calcutta, in March, 1998.

 

The song’s greatness lies in its theme. Masterji says that the right moment of
going to the other shore is now. Crossing from this world to the other world is the
apex of the blessedness of one’s life – there can be no doubt about that. If you do
not exploit the arrival of your moment for crossing to the other shore, then you
may not get another chance. People are harassed taking care of their material
needs, while they neglect the heaven of their spirituality. The material world will
keep on surviving on this planet, but the epitome moment of spiritual maturation
– which implies leaving this world – once neglected may not return. Feel good,
think good, do good in this world and you will lead a blessed life. Eternity is an
extension of a life lived with good values and actions. One of the ideas that
Masterji stresses in his vision of eternal bliss is that the moment of “crossing to
the other shore” is now – it is not later, tomorrow, or day-after-tomorrow – it is
now.



 

The great message of Masterji has been eminently served by T.K. Jalali’s musical
composition. He has brilliantly chosen a prayer-like, sorrowful, and haunting tune,
which drills  into  one’s  heart  and captures  one’s  mental  firmament.  I  cannot
imagine a better composition for this song. As if this was not enough gold for this
song, we have a superb singing by Arti Tiku Kaul and Archana Jalali Tiku. All in all
it is a splendid work of art. I have many times cried listening to it, especially, after
listening to the line, vunken che vela jaan.

 

I asked Arti Ji why the song was sung as a duet. She explained that because there
is so much repetition of lines in it, it was thought addition of another voice will
dilute monotony due to that.

 

Lyrics of Tarvun Chhu Karnov

Tarvun chhu karnav, hukh dith chhu vanan,

Kanh ma sa tariv appore,

Patta taar banivna aaluch ma kariv,

Udam tariv appore.

 

Karinav taar chunu gari-gari banan,

Vunken che veela jaan,

Nashtur te ye saath ma raaviraviv,

Udam tariv appore.

 

Garveth sombran chhuv mara gamith,



Thakith te chenith paymit,

Gari roz yeti tai, kath kyuth bariv,

Tshari tariv appore.

 

Rit baav thaviv, rithi baviv,

Rithi kariv kaar,

Ye yeti kariv, te tathi soriv,

Sat-karme tariv appore.

 

Literary Translation

The ferry-boat is about to cross, boatman is saying loudly

Does anyone want to cross to the other shore?

Later crossing will be difficult, so do not be lazy,

Take courage to cross.

 

The ferry-boat crossing is not always available,

Now is the right time,

Do not lose this auspicious moment,

Take courage to cross.

 

You are trapped in household material concerns,

Tired and stressed,



Your house will survive, why worry about filling it,

Let everyone cross to the other shore.

 

Have good feelings, think good,

Do good things,

What you sow here, so shall you reap there,

With good work cross to the other shore.

 

Revision 3 Notes:

The poem is much longer than what Artiji and Archanaji sang as a song.1.
They sang only four stanzas while the poem is of eleven stanzas.
The words on which we have been debating for a while:2.

Hakh, Udam, and Saree are according to the text: Hakh, Udam, and Tshari But
hakh seems to mean in context of the poem firmness in my guess and it is not
krakh, meaning shouting, as Nehru Sahib thought.

Udam may be Devnagri version of Sanskrit Udyama, which Kundan Sahib thinks
is the underlying word, meaning effort and courage, but which Langoo Sahib
thinks is Vodyam, meaning awareness, courage and leaving all fatigue behind. I
believe Langoo Sahib is right, with only improvement on the understanding of the
use of the word in the song I am making is that the Sanskrit word Udyama has
been corrupted to Udam in Kashmiri.
There is no doubt that what is sung as saree in the last line of the 3rd stanza is
actually  tshari,  meaning  empty,  which  Kundan Sahib  had  suggested.  This  is
supported by Sharika Leela text. There can be one more doubt that Sharika Leela
text may be corrupted, and then the only authentic text can only be found in
Sumran. Can anyone lay his hands on that? Let us have the above doubts put to
rest. Thanks for your efforts in interpreting a great Kashmiri song.

Thanks



 Even a little song-essay like this could not have been completed if I would not
have  been  fortunate  to  have  the  contributions  from  the  following  special
personalities, who were greatly beholden to Masterji’s spiritual and literary aura
and the dimension of this song. Along with me we discussed and debated the
meaning of several old Kashmiri words. The lyrics and the  literary translation of
the song given here was based on the inputs of the following:

Dr. Ravi Kaw (US)1.
Mr. Dileep Langoo (India)2.
Mr. Triloki Nath Dhar “Kundan” (India)3.
Mr. Sunil Bali (India)4.
Mr. Hirdynath Nehru (Canada)5.
Dr.Shaykher (US)6.

Note 

The audio file and the Word file of this article are attached.
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