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ponderous Dhruvpad style. The credit for the efflorescence of the Khayal-
form goes to SADARANG (Niyamat Khan), and ADARANG (Feroz
Khan) who flourished under the regime of Mohamad Shah Rangeele.
Sadarang was a wizard on the Been, and he was a Vainik descended from
Tansen through the lineage of the latter’s daughter Saraswati. Although he
was a highly respected musician in the magnificent darbar of Mohamad Shah
Rangeele, a tradition that irked his pride was that in spite of his mastery
over the Veena, he always had to sit behind the Dhrupad-singer of the Court,
as the Veena was only an instrument of accompaniment! There is also a
story that he infuriated the Emperor by refusing to play a duet with some
Sarangi maestro because he considered it infra dig for a Vainik belonging
to Tansen’s lineage to perform with a Sarangiya. The Emperor, in his rage,
dismissed Niyamat Khan from his Court and banished him from Delhi.
1t is believed that Niyamat Khan lived incognito in Lucknow for many
years, hiding from the enraged emperor. It was during this period of exile
that he evolved the Khayal style which was destined to make him immortal
in the field of Hindustani music. In Lucknow, he chose two young boys,
Bahadur and Dulla Khans (sons of a Dhrupadiya who died prematurely)
as his disciples, and trained them in the new Khayal style. It is indeed strange
that although Niyamat (Sadarang) is today famous as the originator, pro-
pagator, and prolific composer of hundreds of Khayals which are popular
to this day, he never sang them himself, nor did he teach them to any
members of his own family! This must have been due to the snobbish
attitude of the Dhrupadiyas and Vainiks of those times who looked down
upon any other forms of classical music. The two ‘Miyan brothers”
{Bahadur & Dulla) became extremely popular for their Khayal-singing,
and before long, they got a chance to present their art before the Emperor
Mohammad Shah Rangeele. The latter was so fascinated by the beauty
of the new compositions and their embellishments that he was eager to meet
their Ustad. At last, Niyamat Khan’s identity was disclosed and the Emperor
welcomed him back into his court. From then on, Niyamat who had as-
sumed the pseudonym “SADARANG” became a great favourite of the
royal patron. He was asked to train up a large number of disciples including
even some of the young ladies of the royal household in the art of Khayal-
singing. In most of his compositions, we find Sadarang’s name coupled with
that of Mohammad Shah Rangeele or as “Mohammad Shah Sadarangeele”.

The Dhrupad faals were set aside, and the slow or “vilambit” khayals
were set in talas like Ektal Vilambit, Tilwada, Jhoomra, Adachautal,
Roopak and so on. The medium tempo or “madhyalaya”, and fast (“drut”)
khayals are generally set in Trital, Ektal, Jhaptal, etc. The lofty, philosophi-
cal themes of the Dhruvpads were also pushed away in favour of romantic,
erotic, and Iyrical Sahitya which appealed to the pleasure-loving royal patron
and his courtiers.

Another unforgettable Khayal composer who vied with Sadarang in
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the prolific omposition of Khayals was ADARANG (Feroz Khan) who
was a close relative (son, or son-in-law, or nephew?) of SADARANG.
Adarang’s Khayals are exquisite compositions with philosophical word-
contents. Numerous Khayals of Sadarang inspired Adarang to compose their
“Jugalbandis” (pairs with same framework and notations, but different
wordings). The trends set by Sadarang and Adarang were followed by
numerous other composers such as “Maharang” (Bhoopat Khan, son of
Niyamat Khan), “Maharang”, Har-rang, Krishnadas and others. Coming
to more recent times, we have had a large number of accomplished “Vagye-
yakars” who have been excellent performing artistes, or scholars, or both.
Among them may be mentioned the names of Daraspiya (Mehboob Khan),
Vinodpiya (Tasadduq Hussain), Prempiya (Ustad Faiyaz Khan, Pranpiya
(Ustad Vilayat Hussain Khan), Pdt, Bhatkhande (Chatur). “Sujan” (Dr.
Ratanjankar), Sabrang (Ustad Bade Ghulam Ali Khan), Pdt. Govind
Narayan Natu, Inayat Hussain Khan, Pdt. Niwruttibuwa Saranaik,
Dr. Kumar Gandharwa, Pdt. Jagannathbuwa, Sri S.A. Mahdkar (Sughar),
Sri M.V. Kalvint and many others.

Many of the old Khayals had perhaps been composed by persons who
did not pay much attention to the dignity of the word-contents. They were
either not well-versed enough in the language, or perhaps the themes were
suitable for those times. Several of those Khayals were built around
mundane themes like the rivalries of co-wives, the dragon-like attitude of
thegmother-in-law or sister-in-law who proved impediments to the meeting
of the lovers, and so on. What could the poor love-sick girl do except curse
her jingling ankets which alerted the formidable “in-laws” and gave them
a chance to scold and abuse her ? In the hedonistic Court-environments
of those times, such songs must have been topical and popular. But when
our music stepped out of these exclusive darbars and “mehfils” right into the
glare of public Concerts, Akashwani, and Doordarshan, the themes began
to sound anachronistic, embarrassing, and even indecent sometimes. Hence
today’s talented composers (Vagyeyakars) of Khayals have paid special
attention to the Sahitya. The bandishes of scholarly musicians like Pdt.
Bhatkhande, Dr. Ratanjankar, Dr. Kumar Gandharva, Pdt. G.N. Natu
and others are a delight to sing because they combine dignified and meaning-
ful word-contents with beautiful swara-combinations, so that one can
unhesitatingly sing them before any type of audience.

The slow (Vilambit) Khayals are elaborated in a serious, serene, and
contemplative mood, and the atmosphere is one of sublime tranquility,
philosophical calm, and dignified unhappiness. Most Khayals consist of two
stanzas known as the “Sthayi” (or Asthayi) and “Antara”, while a few
have four stanzas (Asthayi, Antara, Sanchari, and Abhog) as in the Dhru-
pads. The Sthayi commences with the opening phrase or the face of the
song aptly known as the “Mukhda”. It is the burden of the song and it is
couched in the most typical note-combination of the particular Raga.














