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Indian Folk Music in the Digital Era : Balancing Tradition and Technology for the Pure Cultural Essence
(Editorial Article)

Dr. Amanpal Singh**

Dr. Anshu Verma*

Abstract

Indian folk music, deeply rooted in cultural values, embodies ‘Vasudhaiva Kutumbakam,’
emphasizing communal well-being and serving as a conduit for mutual reconciliation,
reflecting the spiritual and material facets of Indian philosophy. In the social fabric, folk
arts epitomize inner beauty, values, and cultural happiness, with folk music offering
insights into social backgrounds. Preserving and globalizing this cultural essence demands
contemplation and technological innovation in instruments, sound, recording, media, and
stage performances. While technology aids in exhibition and preservation, it falls short in
recreating the authentic ambiance between the audience and performer. Ensuring
continuity requires collective efforts, emphasizing the protection and presentation of folk
arts. Balancing modernity with tradition poses a challenge in leveraging technology
without compromising the authenticity and intimate connection inherent in Indian folk

music.

Key words : Folk Music, Technology, Folk Songs, Cultural Preservation, Indian traditions.

Methodology : The article discusses technology s role in preserving and disseminating this cultural heritage,
acknowledging both its merits and limitations. It underscores the potential loss of collective
essence in the digital age, where individualism may overshadow the communal nature of folk
traditions. Navigating these challenges is crucial for preserving the authenticity and collective
spirit inherent in traditional folk music amidst the technological revolution. The article also
explores possible ways technology can help overcome these problems and maintain the special
feeling that comes from everyone being connected.

Introduction

India’s rich cultural heritage can be
thought of as a big and lively artwork, woven
with ancient traditions, deep philosophies, and
various ways people express themselves. The
Vedas, far from being mere historical texts, serve
as a comprehensive record delineating the
societal structures and systems that characterized
the lives of the people. These sacred texts
articulate the human experience, encapsulating
the emotions and choices made by individuals in
their pursuit of spiritual contentment, ethical
principles, and a fulfilling existence. Within the
pages of the Vedas, elements such as mantras,
hymns, praises, and prayers act as guiding
principles, offering insights on how to lead a life

*Department of Music, University of Rajasthan, Jaipur
**Department of Physics, University of Rajasthan, Jaipur

that is grounded in reality yet infused with
profound spiritual significance (Dalal, 2014). To
recall these elements in rythem is the music and
one of the important arts to live the life smoothly.

Art, which is like humans expressing
themselves, is a way to show how we’re all trying
to have a happy and meaningful life. Music,
especially, is super special because it tells the
story of a society through its tunes, beats, and
stories (Shrivastva, 2002). At the core of this
cultural expression is folk music, a kind of art
that’s deep-rooted in communities. Folk music,
along with other folk arts, are what ties
communities together, showing off their values,
rituals, and traditions. Folk music is a great
example of how these traditions live on. It’s like

[1]
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a timeless message that carries the heart and
soul of Indian culture from one generation to the
next (Cohen, 2006). Far from being against social
stuff, these expressions are actually based on
the values, rituals, and traditions of different
groups of people, creating a big picture that says
a lot about a country’s culture. Indian folk music,
in particular, gets its power from being connected
to real life, thanks to the artistic expressions
happening in society. This link between Indian
folk traditions and life values is super deep,
capturing the idea that the world is like one big
family ‘Vasudhaiva Kutumbakam’. This belief
makes life go smoothly and puts Indian culture
on the world map for its values and spiritual
strength. The cool stuff about our culture gets
passed on through various folk arts like dance,
music, drama, crafts, and literature (Verma,
2020). However, in the modern world, technology
is changing everything, from the way we talk
and move to how we learn, listen to music, and
practice our beliefs (Verma, 2023).

This research article seeks to explore
the intricate relationship between Indian folk
music, a carrier of cultural values, and the
transformative effects of technology on its
preservation with its pure form and
dissemination. In the digital era, where the world
is at our fingertips, it becomes imperative to
examine how technology shapes the presentation
of folk songs and the preservation of their
inherent cultural rhetoric. This exploration not
only reveals the potential of technology in the
propagation of cultural treasures but also raises
critical questions about its impact on the
authenticity and essence of these age-old
traditions. Addressing the shift from oral
persuasion to digital rhetoric, the article
underscores the need to preserve the authentic
spirit of folk music and traditions when presented
in digital formats. It calls for collective efforts to
bridge the gap between technology and the

intimate relationship between the listener-
spectator and presenter.

Discussion

a) The essence of Indian folk music
and its cultural significance in its pure form :
Folk music is like a cultural time capsule, deeply
embedded in the history of communities and
countries. Keeping it pure is crucial because it
helps us hold onto our roots, passing down
cultural values, stories, and traditions through
generations. Authenticity is a cornerstone of folk
music, maintaining its grassroots origins and
shielding it from outside influences (Baumann,
1999). These songs also serve as historical
records, offering insights into past societal
conditions. Preserving their purity ensures an
accurate transmission of historical perspectives.
Folk music’s artistic integrity lies in its simplicity,
sincerity, and emotional expression. By
safeguarding its purity, we sustain these qualities
against commercialization or mainstream dilution
(Dogra, 2019). With its diverse global
expressions, folk music celebrates cultural
uniqueness, contributing to the global spectrum
of diversity. Moreover, as an educational tool,
folk music teaches future generations about their
roots, history, and ancestral artistry.

b) Challenges posed by technology for
the folk music: In the contemporary world,
technology significantly shapes the landscape of
music, society, and culture. It influences how
artists create and audiences access music
through digital tools and online platforms,
sparking concerns about authenticity and the
blend of traditional and new elements in our
broader culture. Despite its transformative
impact, technology’s role in folk music
preservation brings both opportunities and
challenges. While it facilitates the conservation
and presentation of folk music, it also poses risks
to the purity and collective spirit of traditional
traditions (Belz, 1967).

[2]



Keeping traditional folk music alive in
the digital era comes with a bunch of problems,
and each one is pretty important. The biggest
issue is that there’s a real danger of losing the
true, original feel of folk music when we try to
save it digitally. Things like how traditional
instruments sound, the way people talk in
different regions, and the stories passed down
through talking rather than writing are super
important for folk music, but they often don’t
come across well in digital versions (Bohlman,
1988). The result could be that, without meaning
to, we end up changing things and losing the real,
authentic vibe of these musical traditions when
we put them online. Even though the digital age
lets folk musicians connect with people all over
the world, it also brings up worries about making
folk music too commercial and standardized
(Dinh, 2023). The pressure to fit in with what’s
popular on digital platforms might make all the
different regional styles start to look and sound
the same, erasing the special cultural bits that
make each folk tradition unique (Khe, 1977).

Simultaneously, the shift towards
individualism in the digital age poses a profound
challenge to the collective spirit inherent in
traditional folk music. The personalized
consumption of music through digital devices
diminishes the communal experience of gathering
around a live performance, risking the erosion
of the sense of community and shared cultural
identity associated with folk music
(Harmonygatherer, 2020). While technology
facilitates widespread accessibility to folk
music, it runs the concurrent risk of divorcing
the music from its cultural context. Digital
platforms often present folk music in a globalized,
decontextualized manner, potentially limiting a
holistic appreciation of the music’s cultural
nuances, rituals, and historical significance. The
digital divide, exemplified by unequal access to
technology and the internet, compounds the
complexity of folk music preservation efforts.
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Certain communities may find themselves
excluded from the digital landscape, exacerbating
disparities in the representation and promotion
of diverse folk music genres. Furthermore,
quality and fidelity concerns arise as digital
platforms, while providing convenient distribution,
may struggle to fully capture the richness and
subtleties of traditional folk instruments and vocal
techniques.

Compression algorithms and the
limitations of digital audio formats pose a threat
to the overall listening experience, potentially
compromising the nuanced nature of the music
(Marina, 2000). The digital era brings forth
intricate issues related to copyright and
ownership of folk music recordings. The ease
of replication and distribution on online platforms
raises questions about who holds the rights to
these digital representations, with potential
disputes and legal challenges threatening the open
sharing and preservation intentions (D’ Agostino
ME, 2020). Lastly, digital platforms introduce a
tangible distance between performers and
audiences, impacting the intimate, personal
connection intrinsic to live folk music
performances. The immediacy and shared
experience of witnessing a live performance are
often lost in the digital realm, resulting in a
diminished emotional resonance and communal
bonding associated with traditional folk music.

While technology offers unprecedented
opportunities for the preservation and display of
folk music, it necessitates a careful balancing
act. Mitigating these challenges requires a
nuanced approach that values the authenticity
and collective spirit of traditional folk traditions,
ensuring that technology serves as a tool for
enrichment rather than a threat to the essence
of this cultural heritage.

c) Preserving purity of folk traditions
in the modern era: Recognizing the
indispensable role of technology in preserving
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and disseminating folk traditions, the article
advocates for collective efforts to ensure the
continuity of these cultural treasures. It discusses
the limitations of technology in capturing the
essence of the relationship between the audience
and the performer. To address the challenges
posed by technology in preserving and
transforming the pure form of folk music, in
addition to social, governmental, and
administrative support, various technological
interventions can be considered.

i. Improved transducers with high audio
frequency bandwidth Enhanced
transducers featuring an expanded audio
frequency bandwidth play a pivotal role in
tackling the Loss of Authenticity in folk
music. To preserve the inherent richness
and nuances, it is imperative to embrace
advanced audio recording techniques and
cutting-edge equipment. Addressing
concerns related to Quality and Fidelity,
progress in high-resolution audio
technologies is pivotal (Staff, 2007; Cseh,
2022). This exploration enables the capturing
of the intricate details of traditional
instruments and vocal techniques, ensuring
a faithful representation. Crucially,
collaboration with seasoned audio engineers
and traditional music experts becomes
essential in the development of industry
standards. These standards are instrumental
in preserving the highest quality in digital
folk music recordings, further fortifying the
authenticity and fidelity of the cultural
heritage encapsulated in the music.

ii. Artificial intelligence (Al) tools and cell
phone apps: Incorporating Al tools and
mobile apps are instrumental in addressing
the preservation of folk music authenticity.
The utilization of Al-driven tools may be
crucial for the meticulous digitization of
regional dialects, ensuring the faithful

iii.

.
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representation of traditional instruments and
oral storytelling (Micheloni et al, 2017).
Moreover, the integration of blockchain
technology serves as a means to establish
transparent compensation models. This
empowers folk musicians by providing them
control over the commercialization of their
content. To further support this, the creation
of government-funded free apps and digital
platforms is recommended. These platforms
should emphasize a variety of regional styles
and provide customized playlists, thus
actively contributing to the preservation of
cultural uniqueness within folk music.

VR and AR technology: In navigating the
dynamic between Individualism and
Collective Spirit, the integration of Virtual
Reality (VR) and Augmented Reality (AR)
technologies emerges as a pivotal strategy
(Danielsen, 2016; Cesare, 2021). These
technologies offer the capability to simulate
communal live performances, thereby
cultivating a profound sense of togetherness
among digital music consumers. The
development of interactive online platforms
is equally crucial, as they actively
encourage audience participation during
virtual folk music events. This not only
enhances the overall experience but also
contributes significantly to strengthening the
communal bond inherent in the appreciation
of folk music in the digital realm.

Quantum entanglement and algorith of
the folk music: When we look at how
quantum entanglement and computer
programs affect folk music, it’s important
to make sure that everyone can understand
and appreciate it, while also respecting its
cultural background. To do this, we use
special computer programs that help us find
and share folk music in a way that includes
information about its cultural meanings,



traditions, and history. Working together
with experts who know a lot about the
culture behind the music is really important.
By creating online collections of folk music
with their help, we make sure that people
can learn about and enjoy folk music while
also understanding its cultural importance.
This mix of computer tools and human
knowledge helps make folk music more
accessible to everyone while still honoring
its deep cultural meaning.

Quantum entanglement, extensively
studied in the realm of quantum mechanics,
offers a metaphorical lens when applied to
music, straying from a direct implementation
of quantum principles. In the musical
context, the term “quantum entanglement”
metaphorically  encapsulates the
interconnection and correlation among
various elements in a musical composition
or performance, resonating with the
correlated states observed in entangled
particles. This metaphorical application
extends to the interconnectedness of
musical elements such as melody, harmony,
rhythm, and dynamics. Moreover, the
collaborative nature of the folk musical
performances draws a parallel to the
entangled behavior of quantum particles,
where individual artists contribute to a
unified musical outcome through
interconnected interpretations (Halpern,
2014; Condie, 2015). The emotional
resonance in music, akin to the mysterious
connection in quantum entanglement,
transcends boundaries, evoking emotions
and establishing a profound connection
between the listener and performer. The
creative process of composing or
improvising music mirrors the entanglement
of different musical motifs and ideas as they
evolve and intertwine.

Vi.
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Digital literacy related to copyrights and
the transmission of the folk music : Think
of it like a super-secure and transparent
record-keeping system that makes sure no
one messes with who owns what. To protect
pure form of the folk music, the digital
copyright of its pure form is necessary. This
helps a lot in protecting the songs and music
made by folk musicians on the internet. It’s
also really important to have fair rules for
using this music online, which is where
standardized licensing agreements come in.
These agreements act as a kind of safety
net, making sure folk musicians get treated
fairly in the online world. All of this work
helps create a fair and even playing field
for digital music. At the same time, we need
to make sure everyone, especially those in
areas with fewer resources, can get on the
internet and know how to use it. Working
together with community groups can make
this happen; making sure folk musicians
from all sorts of backgrounds can be part
of the digital world. This way, we’re not
just fixing tech problems, but also helping
communities become more connected in the
digital age.

Improvement in personal connections :
In the last but not the least, to enhance
personal connections, it’s essential to explore
live-streaming technologies that enable real-
time interaction between performers and
audiences. Integrating social media
platforms further facilitates direct
communication between folk musicians and
their audience, fostering a more personal
and engaging digital experience.

Conclusions :

In conclusion, this research delves into

the intricate relationship between Indian folk
music, rooted in the profound values of the Vedas,
and the transformative impact of technology on
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its preservation and dissemination. As a carrier
of cultural heritage, folk music serves as a
timeless vessel reflecting the ethos of Indian
society. The exploration of various technological
interventions, such as improved transducers, Al
tools, VR/AR technology, curated content
algorithms, and digital literacy initiatives,
underscores the complexity and potential of
integrating technology into the preservation of
folk traditions. Despite the challenges posed by
technology, including authenticity concerns and
the digital divide, this research emphasizes the
need for a balanced approach that values the
authenticity and collective spirit of traditional folk
music. The proposed interventions aim to enrich
rather than threaten the essence of this cultural
heritage. By fostering collaborative efforts
between technology and cultural preservation,
we can bridge the gap between tradition and
innovation, ensuring the continued vibrancy and
accessibility of Indian folk music in the digital era.
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Interrelationship of Thumri and Folk Music

Abstract

The Folk Music of Uttar Pradesh, Bihar, Madhya Pradesh and Punjab greatly influences
Thumri. Moreover, Folk Music of Uttar Pradesh and Bihar is marked deep in Thumri. So,

studying Folk Music while doing an analytical study on Thumri is imperative. The dialects
of Folk Music of Uttar Pradesh and its nearby places can be identified by their names and
origins. But Thumri adopted many dialects from different places. A single composition of
Thumri may contain words of more than one dialect and hence, it is difficult to find the

origin of words in Thumri. This paper also deliberates on finding folk culture, language
and music influences on Thumri. Thus, the study aims to find the origin of Thumri and Folk
Music (in its original form) and understand their mutual relationship. The method of this
study is analytical, based on facts through documents and recordings available. Thumri
brings the reflection of society in a refined way through its unique style. Allied forms come
between Thumri and Folk Music and are a mix of Classical Music and Folk Music
established in a new embodiment. Thumri depends upon both Hindustani Classical Music

Goswami Anita*

and Folk Music for its existence.

Keywords : Thumri, Kaishiki Vrutti, Sringaar Rasa and Janabhasha, Allied Forms, Folk Music,

Research Methodology : Vedic culture is the origin ofIndian Classical Music. Folk Music is the soul of
Indian culture. Right from the Vedic period, Indian music has been passing through a long journey
in different forms. Does Semi-Classical Music have a connection with Folk Music? As Thumri
comes under Semi-Classical Music, it is essential to study the connection among -

o Thumri,

Study Area

Many Thumris, Folk Songs and Allied
forms were analysed. The Lucknow style of
Thumri is based on Bandish hence it hasnot been
included in the analysis. Rather the exponents
who sang folk-based allied forms along with
Thumri were analysed, like Girija Devi,
Chhannulal Mishra-Banaras, Kameshwar
Pathak-Gaya, Bade Ghulam Ali Khan - Punjab
and Shobha Gurtu. Their recordings were
accessed from social media and private archival
collections. Byattending many Thumri festivals
and analysing some audio and videos, it was
observed that the Thumris and Folk Music of
Uttar Pradesh and Bihar share the dialects to a

*Researcher, University of Mumbai, India
**Guide, University of Mumbai, India

o Allied forms of Thumri, and

o Folk Music.

large extent. The melodic aspects of Thumri and
the Folk Music of Uttar Pradesh are similar.
However, the formation of the phrases during
elaboration in thumri is absent in Folk. A few
live informal performances in the villages of
Mathura, Vrindavan, Barsana and Varanasi were
attended as well.

Discussion

Genesis of Indian Semi-Classical Music of
Shringar Rasa :

According to Natyashashtra, in the
Treyta Yug, people were badly affected by
desires, anger and greed. Epics like Ramayan,
Mahabharat, Puransand Natyashastra are all
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referred to as Panchamved. These were
written for the welfare of the people. He wrote
a treatiseand named it ‘Natyaved’. Natyavedis
a discourse on reading, singing, acting and
dancing with emotional expressions. Brahmajee
connected reading with Rigved, singing with
Samved, acting and dancing with Yajurved and
emotions and Rasa with Atharvaved. The
treatise was full ofsermons (upadesh),
knowledge, arts and crafts (Bharat Muni 1951,
3, 8).

Bramhajee first taught ‘Natyaved’ to
Bharatmuni to promote acting. Based on
‘Natyaved’ Bharatmuni wrote Natyashashtra
and trained Gandharvas and Apsaras for the
exercise of Natyashastra. Finally, Bharatmuni,
Gandharvas and Apsarasunitedly categorised
Natyavedinto three parts.

e Natya (drama)
e Nritta (grammar of dance) and
e Nritya (emotion of dance).

According to Bharatmuni, a poetic
composition is required for dance and drama and
it should be suitable for singing also. Dancers
would try acting along with the dancebased on
that composition and finally, it would be ready
for the presentation.

The Origin of Thumri

Thumri is the flagship format of
Shringaar Ras in the present scenario. If we want
to find its origin, we need to track Shringaar Ras.
And Shringaar Ras, as per Bharatmuni, in his
Natyashastra and as explained by Dr. Premlata
Sharma, was linked with Kaishiki Vrutti (one of
the four Vruittis of Nritya i.e. emotions of dance).
It was linked with Kaishiki Vrutti as Kaishiki
stands for “Kesh” or hair which is the ending of
names of many Apsaras which denotes the
behavioural mode of grace and focuses on

abhinaya i.e. drama as taken from Samaveda
and adapted from Apsaras. (Sharma 1963, 2, 3)

According to Bharatmuni, to express the
tender emotions in the poetic compositions,
Madhyalaya was the most favourable laya as
the other two layas — Vilambit and Drut were fit
for Karuna Ras and Vira Ras respectively. Thus,
throughthe ages forms of Kaishiki Vruttihave
been sung in Madhyalay. Thus, Thumri is also
sung in Madhyalay. (Satyanathan 2015, 99)

As per Natyasastra, Prasadini, a type
of Dhruva is believed to be the point of origin of
Thumri, because it is the first form that falls under
Kaishiki Vrutti, and is sung in Madhyalaya.
(Sharma 1963, 2, 5).

While studying the history of Indian
Music, various musical forms and genres of
Shringar Ras Pradhan were found. Forms
such as Hallisak, Charchari, Chalikya, Dombika,
Jhumri, Jangla, Burwa etc. inferred to be the
stages of the evolution of Thumri. (Khunte 2004)

Languages of Thumri

The development of the Folk culture
depends majorly on the languages of the
common people. So, to study both Thumri and
Folk Music, it is important to study the Lingua
Franca.

Dr. Dashrath Ojha explained in his book
“Sangit Kala Vihar”, in August 1959, that up to
the 4™ century, people used to talk in Sanskrit,
and some people used to talk in Prakrit a language
which was free from grammar and accents. So,
Prakrit should be considered the only distorted
language that originated from Sanskrit. An
expert on the Prakrit language, Dr. Pishal
said there were four types of Prakrit language
(Shukl, Thumri ki Uttpatti, Vikas Aur Shailiyaan
1991, 76)
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Figure 1
ShourseniPrakrit was divided into two parts.

The first part was the dramatic and formal
language.

The second part was the language of the
common people.

The second part was an informal and
domestic language. It was called Janabhasha.
Janabhasha could be found in the literature of
Thumri as well as in Folk Music. Gujrati,
Khariboli and Brajbhasha are the result of the
aberration of Shourseni Prakrit. The poetry and
literature of Braj, Gujrati and Khariboli are the
successors of folk tradition lined up from
Shourseni Prakrit. (Shukl, Thumri ki Uttpatti,
Vikas Aur Shailiyaan 1991) (P. S. Jain 1990, 5,6)

Prakrit (developed from 6th to 12th century)

Prakrit -Shourseni

Janabhasha - language of the
common people

Dramatic & Formal Language

Dingl

Kannauji

Bundeli

Bangr

G

oL

Brajbhasha

Figure 2
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Origin of Folk Music

The earliest record of Indian Folk Music
was found in the Vedic literature during 1500
BC.

There is a mention of Natyadharmi and
Lokdharmi drama in Natyasastra. The trends
of Natyadharmi and Lokdharmi can be found
in the 8™ chapter of Panini’s Upanishad and also
in Mahabharata. Natyadharmi is the
presentation of dance and drama where as
Lokdharmi simulates the natural way of life.
Lokdharmi dramas are related to the music of
simple, uncultured and unpolished people in
society. We can relate Folk Music to Lokdharmi
drama. That means Folk Music has its own origin
and tradition. (S. Jain 2014, 4).

The words of Loksangit are found in
the shlokas of Rigved. It is evident from ritual
songs like marriage and Yagnas. This song was
referred to as Gathas. These gathas were sung
in the association of folk tunes and gradually took
the shape of folk songs. (S. Jain 2014, 7,8),
(Upadhaye 1960, 389-393). Evidence was found
in Valmiki Ramayan also.(S. Jain 2014, 8).

Folk Music is the manifestation of
simplicity, so-called uncultured heritage and the
identity of the common people of rural
background. The literatureof Folk Music is
conveyed orally to society, generation after
generation by the common people. According to
Hindi Sahitya Kosh, Folk songs might start with
two or four small lines but mostly were multiplied
in numbers verbally after an accumulation of
years. (S. Jain 2014, 8).

There are some dialects in Folk Music
such as Brajbhasha, Bundeli, Kannauji, Bhojpuri,
Khadiboli, Magadhi, Magahi, Baghel,
Chattisgadhi etc. Folk Music of India includes
devotional stories based on Lord Ram and Lord
Krishna. The stories based on festivals, rituals
and seasons are the prominent themes of Folk
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Music. Folk Music was created by people who
worked rigorously and continuously. To lighten
the burden, they sing and hum anything that
comes to their mind. Other stories like a woman’s
love for her husband, a woman’s jealousy for
another woman in her husband’s love life, the
sequences of a girl leaving behind her own family
after marriage, attachment to jewellery,
separation of brother and sister, a proud historical
story of a hero, a story of a reunion of two lovers
etc. are also found. Thus, Folk songs can be
identified with three characteristics:

The song that prevails through common
people.

The song that is made and composed by
unknown people for a common reason.

The themes that relate to different situations
of the common people or epics.

Folk Music originated in Chhattisgarh
and its neighbouring areas of Madhya Pradesh,
Andhra Pradesh and Orissa and prevailed with
the culture and rituals of society. It is believed
that Pandavani was the first form of Folk Music
in India. It was a kind of theatre about the
Pandavas based on the second brother Bheem
of Mahabharata. Tejan Bai and Jhaduram
Dewangan are the most authentic singers of this
genre. Pandavani is sung in two parts. Vedmati
and Kapalik. The presentation is based on
narrative stories with the use of a Tambourine.
(Kumar 2023)

Allied forms of Thumri

The characteristics of the Allied forms are:-

1. Classicised elements of Thumri

2. Some elements of Classical Music.

3. Themes and dialects of Folk Music

4. Melodic and rhythmic aspects of Folk Music.
5

The song prevails on any occasion or for
common reasons.

6. The song must be traditional, based on
customs and rituals.

Though Thumri belongs to the compass
of Classical Music and attracts rich variations
and modulations of Classical Music, it is attracted
by the modulations and variations of Folk Music
also. Forms of Hindustani Semi Classical Music
originated in Madhya Pradesh and the vicinity
area was influenced by both Classical Music and
Folk Music. The form Thumri has more
influences of Classical Music than that of Folk
Music. However, Allied forms of Thumri such
as Chaiti, Kajri and Hori are more influenced by
Folk Music of the soil than Classical Music.
Therefore, it is relevant to analyse the Allied
forms of Thumri to understand the relationship
between Thumri and Folk Music. The folk
elements make Thumri adistinguished, attractive
genre. Chaiti, Kajri, Hori, Barahmasa,
Chaumasa, Jhula etc. are well-defined as Allied
forms of Thumri.

Allied forms

Folk Song + Dadra
* Ghato
* Hori * Bolbanao

e Chaiti-Chaita * Bandish ki Thumri
¢ Kayr,

* Jhula, Sohar,

* Rasiya, Purbi,

* Natka, Baramasa

Thumri

Ropni, Cholar

Figure 3
A few examples of :-
a) The Folk and Thumri
b) Allied Forms and Thumri.
c) The Folk and Allied Forms
a) The Folk and Thumri
According to Premlata Sharma, Folk
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Music is the storehouse of raw materials for
Thumri. Chaiti, Kajri, Horietc are the Folk Music
of eastern Uttar Pradesh presented in a refined,
classicised way as Allied forms of Thumri
(Sharma 1963, 5). Some artists render Allied
forms like Chaiti-Kajri in a manner of Bolbanao
Thumri. Pukar is an important element of folk
as well as Thumri.

The folk music of Rajasthan impacted
Thumri. Maand is a traditional Folk Music of
Rajasthan adopted by Thumri exponents. Maand
is popular as Folk tune as well as a raag in
Thumri. An example —AThumri on Maand based
on taal Ashta Rupak.

Shobha Gurtu
HIRAT Tod T AT TEIRT BRT o9

https://www.yvoutube.com/
watch?v=rf4F2INkkvo

b) Allied Forms and Thumri
A Chaiti rendered by Pt.Chhannulal Mishra
AT & 1 w3 Tl B AT HrId Ry aiferdt

https://www.yvoutube.com/
watch?v=kE3Mjsqi931

A Chaiti was rendered in Thumri style.
The poetry is pure folk. The sequence is based
on village circumstances. Whereas the speed
and the style of singingresembles Bolbanao
Thumri. An allied form influenced by Thumri.

A Jhula rendered by Shobha Gurtu
[T &R | S[AT3T IRy N ARaAr

https://www.yvoutube.com/
watch?v=4EsSFwHKBWIjhula

Jhula, a folk song is sung at the rhythm
of a swing. The style of singing is based on
Thumri. It is a beautiful blend of Folk Music and
Thumri, popular as an allied form of Thumri.

TSt faRst A BRY X RRAAT
A Rasiya, rendered by Shobha Gurtu.

A 2024 (Rrowics—2)

https://www.yvoutube.com/
watch?v=Bx4DxKTLzHU

The same Rasiya was rendered by
Sadhvi Poornima in a folk style

https://www.yvoutube.com/
watch?v=ExARBbhBJYU

An Allied form called Rasiya is based
on the Holi festival in Mathura, Brindavan,
Nandgaon and Barsana. It is more of a Folk
song but the legend of Thumri Shobha Gurtu
sang it in a shape of Thumri. It has a melodic
base of Raag Pilu and Bhimpalasi which is very
popular. This song is equally popular among the
singers of Folk Music.

¢) The Folk and Allied Forms

Playful and lilting rhythm and
lightheaded agile Folk melody captivate the
listeners at once. Most of the Allied forms are
influenced by that playful and agile melody.
Moreover, the themes and the literature of Allied
forms also resemble Folklores. Thus, Folk songs
Kajri, Chaita, Chaiti, Jhula, Faag etc.are
established Allied forms of Thumri. Thumri
singers sing it with a trained classical
background. Whereas folk singers sing them in
their unpolished and unrefined way.

Faag rendered by Chhannulal Mishra
Yol 7 A Blell fameR

https://www.yvoutube.com/
watch?v=nV88§MAM-3YE

This is a Folk song of Bhupal, Madhya
Pradeshper formed as an Allied form by Pt.
Chhannulal Mishra

Same Faag is popular as a folk song sung
by Maithili Thakur.

https://www.yvoutube.com/
watch?v=50SztsFgnlc

d) The Folk Music of Uttar Pradesh impacted
Thumri
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The Folk Music and Allied forms of
Thumri- both are rich musical traditions of India,
with distinct characteristics. Folk Music
represents so many regions whereas Allied forms
of Thumri represent Uttar Pradesh and
Bihar.The folk songs of the Purbanchal area of
Utter Pradesh such as Kajri, Birha, Chaita, Chaiti,
Chaumasa, Barahmasa, Purvi, Sohni, Holi,
Jhumar, Dadraare performed by Thumri singers.

e) Folk Music of Bihar(Gaya) that impacted
Thumri

94 foq o1 =81 AR RRT AfafRkar st
https://www.youtube.com/shorts/JRzZFOFx6Kvg

This is a Folk song of Gaya which is favourite of
Thumrisingers.

) Folk Music of Punjabimpacted Thumri
Bade Ghulam Ali Kha
T AR IR MY € IS FeTd WRad

https://www.yvoutube.com/
watch?v=zGiKwmWPMWA

Tappa is a Folk song of camel drivers in
the Punjab-Sindh area. For a new interpretation,
Ustad Bade Ghulam Ali Khan used speedy,
uneven rhythmic taans of Tappa in his Thumri.
Punjab Ang Thumri was establishedwith
theseimprovisations in Purab Ang Thumri.

All these forms are folk-based but
developed with the help of classical music.

Results and Conclusion :

The themes of Thumri and the themes
of Folk Music are almost common. The
exponents of Thumri avail all possible approaches
to present Folk Music in a refined way, whereas
Folk musicians have the natural instinct to present
it in their traditional unrefined manner. The use
of original folk instrumentsis required for that.

Folk Music is naturally attractive, so it does not
require modernisation. Modern electronic
equipment is important for the recording and
preservation of folk music as well as Thumri for
the coming generations.

Allied forms come in between Thumri
and Folk Music and are a mix of Classical Music
and Folk Musicwell grooved in a new expression.
Thumri and Allied forms depend upon the Raags
of Hindustani Classical Music as well as Folk
Music for its existence.
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A Study on the Lyrical and Musical Elements of Two Bengali
Folk songs: Baul and Bhawaiya- An Analysis

Dr. V Premlatha**

Swagata Bhattacharjee*

Abstract

The article focusses on the lyrical and musical elements of two bengali folk songs
of Baul and Bhawaiya genre to observe the factors that work as catalysts to form the
individual characteristics of the art pieces. The melodious nature of 'Baul’ and 'Bhawaiya’
songs has their purpose to do more than entertaining their audiences. The costume and
attires of a 'Baul’, perhaps, communicate detachment from fast moving modern life or just
being different. 'Bhawaiya' inter-mingles into regular routine of life and quest for meaning;
and may express desire to escape from that routine towards different. The study analyses
the lyrical content of both the songs to understand the factors that give the songs, in
relation to their genres, their self-narrating nature of rationale of their formation.

Keywords : Bengali Folk Songs, Baul, Bhatiyali, Bhawaiya, Ethnomusicology

Research Methodology: The two songs are chosen by simple random sampling method. The elements of songs
such as the language and native dialectical identity, the background context to form the genre and
the selected songs, the musical elements such as the notations, structure, rhythm, tempo and mood,
instruments, the overall tunes- all are critically analyzed to understand the elements that depict the
cultural identity and rationale behind the formation of the songs.

Introduction

The Baul songs of Bengal carry esoteric and
philosophical meaning of life along with the
dialectical identity and musical value. The Baul
songs narrate different range of topics from
devotion and surrender to highest master, to the
parallel existence of reality, to the connection
between human sexual practices and spirituality.
The true messages are hidden and presented to
the audience metaphorically so that they remain
"inaccessible to the uninitiated audience"
(Krakauer 2015:12). The musical elements help
the Baul performance remain engaging for the
audience. On the other hand, the Bhawaiya
songs deal with the day-to-day activities of cattle
herders, and their inner most yearnings for their
separated lovers. The metaphors of the songs
can be interpreted two-folds- philosophic and

romantic, or both. The musical attributes
Bhawaiya songs are simpler than Baul songs as
the use of instruments and musical nuances are
less.

Study Area

i.  Lyrical Analysis of the Baul song 'Oh Majhi
re' (song 1):
The English translation of the song! goes-
Oh, dear Boatman,
why don't you ply your paddle?
How can you waste your days sitting idle
When you have this beautiful sail,
Oh boatman!
In every layer of wind,

You ply your paddle intensely.

*Research Scholar, The Department of Music, Central University of Tamilnadu
**Professor, Dean and Head, The Department of Music, Central University of Tamilnadu
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Or, when the breath flow in reverse,

You will lose away (all).

The broken boat of Bhaba pagla,

Has no rope to bind the boat,

So, the water gets stagnant at the bottom,

How to sail!

The song has many rhetorical uses of

simple words of regular practice. The

metaphorical translation of the song can be
interpreted as below:

Oh human, why don't you live your life
passionately,

See how wonderful opportunity of living life
you have gotten.

Why do you waste your time sitting idle?
Oh human!

In every moment, you live your life with
mindfulness and passion.

Otherwise, you may lose all opportunity of
life

When you breath last.

The imperfect/unmindful life of human

Has no control over the manifestations of
the events of life.

So, the unwanted setbacks block the vision
for life,

And thus, make the journey of life difficult.
Oh human!

Focusing on the uses of the metaphor in
the song,the lyrics of the song uses simple words
of daily use poetically (Paddle, sail, sitting idle,
plying boat, layers of mind, rope to bind, the water
etc.) and attempts to remind the 'ultimate' duty
of human life. This is how the lyrics becomes
easily graspable, although the underlying meaning
takes to different area of perception. The use of
the word 'boat' signifies the 'body' (or life) and
the 'boatman' is the soul (or human) who is the

decider to which way and how the life should be
directed; whereas, the river is the 'field of scope’'
which is to be utilized attentively; and when the
journey ends, one might not get the scope to live
the same journey once again. The addressing is
informal, but not intimate; as the lyrics conveys
the meaning allegorically and not directly.

ii. Background context of the genre in relation
to the song:

The geographical region of (un/divided)
Bengal is surrounded by waterbodies with some
geo-politically significant rivers which witnessed
pre and post partition transitions of livelihood
marked by infamous Bengal Partition 1905 as
"many of the partition narratives help construct
emotional relationships with rivers which assume
particular significance during the trauma of
partition" (Raychaudhuri, 2019:146). The mass
social trauma of partition* has given in contribution
of many philosophical literary and musical works
reflected in different genres of folk songs
especially 'Bhatiyali' as River Ganges/Padma
carries the memory of the tension and trauma of
separation from motherland and un/re-settlement
of the people of 1950s Bengal. (Ranjan, 2021:13)

There have been many literary works?
based on the lives of boatmen and life around
rivers in Bengali literature. The song literally
suggests of a boatman who sits idle and is
reluctant to paddle the boat. The daily life of a
boatman is monotonous and this gives scope for
artistic explorations and creations. The
philosophical aspect of idle life of a boatman is
metaphorically depicted in the lyrics.

iii. The Musical analysis of song 1 "Oh Majhi
Re™:

Some of themusicalphrases in the song
can be identified as similar to Raga Jhinjhoti.
There are alsophrases that can be identified as
similar to Raga khamaj.
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In the prelude, the introductory melody
starts with the flute along with synth-base chords
and mandolin as fillers for the gaps. In the Body,
the Tabla starts with a 'tihayi' as the rhythmic
intro in Line 1 and continues accompanying by
changing patterns of strokes to complement the
melodic poetry by the vocals. The use of violin is
occasional. The chords by the synth pad are
maintained throughout. The first interlude has
melody pieces of violin, flute and mandolin
respectively. In the second interlude, flute and
mandolin is played where flute dominates. In the
ending tail, the flute is played as complementary
accompaniment along with the vocal.

The style of singing is open throat. The
pronunciations of words are soft and with casual
articulation of some words which sustains
thedialectical impression over the melodic
performance. The artist has a specific language
accent (nasal articulation and loud production)
that makes the performance more like a melodic
conversation.The song is set in pitch F.

Medium fast pace rhythm with a Jhinjhoti
Raga melody is combination that depicts the dual
nature of the mood as the lyrics. Jhinjhoti is a
'Shringaar Rasa' Raga depicts romance or
sadness with the fast pace brings a satirical comic
mood.

The rhythm follows the pattern of beat
that compliments the temperament of the melody.
As it initiates, the song introduces the melody
without rhythm and gradually holds the words
along with the rhythm. It is a common system in
Indian music where the melody is introduced
without rhythm before starting the rendition full-
fledged.

The use of synthesizer to produce
instrumental melody and the sound of 'Dotara’
compliments the imagery of water cascade which
create an animated set of melody in the
background overall.
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iv. Lyrical Analysis of the Bhawaiya song
"Fande poriya" (song 2):

The English translation of the song
'Faande poriya boga kaande'is given below:

A 'Boga' (male egret) cries falling in the trap ||
The trapper sets the trap with 'puti' fish, oh brother
The foolish egret, out of greed, falls into the trap ||
The egret, falling into the trap

pulls the yellow, rusty iron fibers ||

The egret falls in trap and cries in despair

Oh, tremendous fate! The companion is leaving ||
A flying 'chakora’ bird sideways informs the 'Bogi'
(the female egret)

"Your boga is trapped by the side of the Dolla
(Dhorola) river' ||

Hearing so, 'Bogi' spreads her two wings,
Flies towards the river and meets 'Boga' |
Seeing Boga, Bogi cries

Seeing Bogi, Boga cries ||

There are colloquially used words that
present the identity of the native dialect in the
song.There are many rhetorical uses of words
in the song to generate metaphorical meaning.
However, the metaphors of the lyrics can be seen
with two perspectives. One, with the hard reality
of complex relationships that exists in the material
world where the choice of life decisions is bound
by consequences, although taken by free will.
Two, choosing to experience life in the 'material’
world costs separation from the realization of
the cosmic self of being as the 'material' world is
the 'trap' of worldly pleasures which are set as
choices of freewill but bound by life
consequences.

The egret metaphorically signifies the
men and women in general who, in order to
experience worldly pleasures which are signified
by the small 'puti fish', choose the directions of
lives. The 'trapper' (faandi) may be the fate or
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God or the designer of the material world.

v. Background context of the genre in relation
to the song:

The popular impression of the term
'Bhawaiya' among its practitioners and audience
is a "form of plaintive ballads that speak of love
and loss and endless longing within a women's
heart" (Datta, 2019). The term comes from 'bhab’
meaning 'inner feeling'. The Bhawaiya songs are
mostly composed by men, however, the lyrics
predominantly narrates and expresses the tale
of separation or yearning for the companion of a
women. Therefore, the "expressions of female
desire and grief for her absent male lover can be
construed as the wishful dreams of lonely men
leading harsh, solitary lives" (Datta, 2019).

The melodious identity of Bhawaiya are
the prolonged lines and vocal breaks in between
elongated notes. The vocal breaks are believed
to have come into practice after singing while
the journey through the uneven roads by the
'Garowals' (cart drivers) in the bullock carts. "It
is said that the baidiyas, the cattle herders and
cart drivers would sit down at the end of a hard
day and compose such songs on their dotaras"
(Datta, 2019) with the hope that the longing they
have for their women of love interests, long for
them as well with equal intensity.

vi. The Musical analysisof the song 'Faande
Poriya' (song 2):

There are two  instruments
accompanying with the melody and one for the
rhythm. The flute and the dotara are played to
follow as the same melody as the vocal parts.
Also, the elongated notes are accompanied by
the base notes by the dotara as fillers. The khartal
is giving rhythm on the first units of every four-
unit division of bar. In the places where melodic
tension is given in elongated notes, the khartal
beats are doubled.

There is a short prelude by the dotara.

As the prelude piece of dotara ends, the flute is
holding the melody by fading in and both the
instruments continues accompanying in
throughout the song till the end.

The instruments follow the vocal that is
sung predominantly without leaving much scope
or need for fillers. The volume of the instruments
is as low as they give the same melody to support
the vocal parts. The khartal, although is giving
the rhythm base, however, it is also giving the
register melody note that is well audible.

The song has a prelude of four cycles
of six counts beats. The lines are not repeated
except the first that is also repeated only after
finishing each stanza. The song has no interlude
and instrumental tail.

There are phrases of Raga Bilawal in
the song. However, the repeated use of komal
Ni, breaks the pattern of Bilawal raga. Although
all the notes used in the song are similar like that
of Raga Khamaj, the movement of the melody
does not follow either of the patterns of both the
raga. So, the melody of the song is a mixed
melody adjacent to raga Bilawal and Khamaj.

Discussion :

There is a relevance of Baul and
Bhatiyali>® (two folk genres) in the same song
as observed in the analysis of songl. The Baul
compositions are concerned with self-realisation
merging divine realization. Bhatiyali songs (sung
by Boatmen sailing downstream sometimes
express the grief of separation from beloved or
dear ones; and in most cases Bhatiyali songs use
the phenomenon of the flow of the river and the
boat to denote the imagery of the spiritual nature
and urge for spiritual meaning of human life.
However, the use of the metaphor of river and
boat was greatly used during late 18th- early 19th
century in Baul compositions (Mukharji,
2009:171). Since centuries, the water ways of
deltaic Bengal (East and West) were the
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prominent root to economy and livelihood, the
metaphors of river and river related phenomenon
occupy a great space of the folk literature of the
rural imagination of this region.

As 'Bhawaiya' songs mostly narrate the
unfulfilled desire of love and yearning between
men and women, the current song may portray
the story of separation’ of two lovers among one
fall prey to momentary pleasures that caused
permanent or long-term separation between
them.There is a common context between
'Bhawaiya' and River Dhorola®. As the native
dialect of northern West Bengal and north-
western Bangladesh are same and similar,
'Bhawaiya', a prominent genre of Bengali folk
songs, emerged and popularized in this geo-
cultural region since "16th century during the
reign of Raja Biswa Sinha of Kooch Bihar"
(Datta, 2019).

Conclusion :

The dialects of both the songs carry the
simplicity of expressing the emotions and meaning
to penetrate into the relevant society. The songs
evolve from the subculture that appears partially
distinctive from each other. The universal nature
of folk songs narrating the mundane human life
is prominently present with hints of universal
mysteries of life.

The musical nature of song 1 is much
more orchestrated as it involves modern
production techniques; however, the basic
composition follows the simple structure of
general Baul songs. The composition of the song
2 is even simpler than song 1, and bases on
refrains of notations in the stanzas. This style of
musical composition helps the song to be free
from compositional distraction as the lyrics is
made in the style of a particular story-telling or
musical ballad. The songs cannot be bound to
any certain Indian classical Raga as the musical
compositions enjoy liberty of native tunes similar
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to the scale of Khamaj Raga. The use of
'Dotara'9 is prominent in the Bhawaiya song,
however, the Baul song also has melody parts in
preludes and interludes which give both the songs
their due identity of the genres belonging to
Bengali folk tunes.

The metaphors of river and river related
phenomenon depict the nostalgia of geographic
land and events of life related to it. The metaphors
of fish, egret, separation, fish-net, boat, boat man
etc. depict the deep understanding and reflection
of life phenomenon which is the universal
purpose and rationale behind any folk genre.
Along with this, the esoteric nature of both the
songs and the genres represents the spiritual
nature of human that urge to find philosophical
meaning of different events of life.

As observed in the study, because of the
connection between the song-writer and the
region of Bengal, divided and undivided; the Baul
and Bhatiyali elements are intermixed in song 1.
This is an example of circumstance where the
amalgamation of art forms take place after un/
re-settlement of communities from one region to
another.

Notes :

1. The song 'Oh Majhi re' is sung by Bipad Taran Das
Baul. The lyrics and musical composition are done
by 'Bhaba Pagla' (pseudonym).

https://www.youtube.com/watch?v=000cXcyiXgk
(last accessed on 05/04/23)

2. The composer of the songl, Bhaba pagla was a folk
music writer, composerand mystic bornin Eastern
region of Bengal, now Bangladesh. As the mysticism
is the core attribute of the folk imagination of Bengal,
the literal representations of the spiritual revelations
of Bhaba Pagla 6 are no exception. However, as during
later part of life, after the partition of India and
Bangladesh, Bhaba came to this West Bengal of India
at Kalna of Burdwan district (Western Bengal, now
India) the folk songs of him carries the dual nature of
Baul and Bhatiyali music. The current song starts
with the rhythmless introductory tune illustration
with the words "oh Majhi" (Oh Boatman) which is a
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key character of Bhatiyali songs, however, the
suggestive nature of the lyrics and the use of
pseudonym are characters of Baul songs. In regard to
this, the quote from the book "Baul songs of Bengal"
of Sanat Kumar Bose suggesting, "the tunes in eastern
distincts of Bengal have semblances of Bhatiyali of
the northern region of 'Bhawaiya'. Those of western
parts are slightly different and usually very lengthy"
(Bose, 1967:54) may bring clarity to understand the
nature of this song.

http://www.bhabapaglaashram.org/ (website of Bhaba
pagla, last accessed on 05/04/23)

3. The song 'Faande poriya boga kaande' was first
recorded in 1939 under the record label: HMV
N17332. The lyrics and composition are done by
Abbas Uddin Ahmed and also sung by himself.https:/
/www.youtube.com/watch?v=bSHCQFRRmSs(last
accessed on 05/04/23)

4.  Additional read: Biswas, A. K. (1995). Paradox of
Anti-Partition Agitation and Swadeshi Movement in
Bengal (1905). Social Scientist, 23(4/6), 38-57.https:/
/doi.org/10.2307/3520214

5. The folk songs used in Ritwik Ghatak's film "Titas
ekti Nadir Naam" can be referred. Also read: SARKAR,
B. (2009). CODA: The Critical Enchantment of
Mourning. In Mourning the Nation: Indian Cinema in
the Wake of Partition, 200-209, 299-304. Duke
University Press.https://doi.org/10.2307/
j-ctvl1sms61.12

6.  Additional read: Lorea, C. E. (2015). If people get to
know me, I'll become cow-dung: Pu?pik?: Tracing
Ancient India Through Texts and Traditions, 132-
160. https://doi.org/10.2307/J.CTVH1DNZS.10

7.  Additional read: An essay on folk music of Bengal
with detailed description on "Bhawaiya" by Azarul
Muradhttps://www.academia.edu/9216428/
Folk Music_of Bengal

8. Dharala river is a tributary of Brahmaputra that flows

through Assam, India. The river from its source covers
three countries of sub-Himalayan belt. The states the
river flows through are Sikkim and West Bengal of
India, Rangpur of Bangladesh and Para of Bhutan.http:/
/en.banglapedia.org/index.php?title=Dharla_River

9. A point to note here is that 'Ektara' is played by the
'‘Bauls' of Western part of West Bengal like Bankura,
Birbhum, Purulia districts. 'Dotara’ (two string
plucking Instrument) and 'Sarinda' (Folk bow
Instrument) are practiced and played mostly by the
'‘Bauls' of Northern parts of West Bengal like Dinajpur,
Malda districts etc.
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Ka Duitara : From the Hearth to Concert Halls and Academic Institutions
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Abstract

"Ka Duitara", is a popular folk stringed musical instrument of the Khasi tribe of Meghalaya.
Ka Duitara is a home musical instrument (jingtem iing) and an eventide musical instrument
since it was usually played at the hearth to entertainthemselves after a hard day's work. Ka
Duitara was also used for accompanying folk ballads and as a background accompaniment
while providing guidance by the maternal uncle or elderly folks to their sons and daughters,
nieces and nephews. With the establishment of the All India Radio (AIR) Shillong Station,
Ka Duitaracan be heard and witnessed at various performing platforms. In the early 21st
century Khasi folk music in general and Ka Duitara, in particular, was also included as
one of the teaching-learning Khasi folk musical instruments in various academic and non-
academic institutions in the Khasi Hills. Observing the playing styles and techniques, it
was found that in the early days, Duitara players focused more on the traditional folk
styles and techniques however, at present contemporary styles and techniques were utilized.

Keywords : Folk string instrument, Home musical instrument(Jingtem iing), Soft sounding instrument, Eventide
musical instrument, Traditional folk music, Contemporary folk music.

Research Methodology : This study is based on qualitative method with a non-traditional format. Research
participant were purposively selected based on their expertise and snowball sampling method was
also conducted. Primary data we collected through survey, in-depth interviews and observations.
However, secondary data we collected from books, articles, archival materials, record books and
reports, audio and audio visual recordings. Data analyses were conducted using historical and
musical approaches and a comparative study was also conducted to acquire the transformations of
playing styles and techniques amongstthe older Duitara players and the current ones.

Introduction

Like other tribes and communities
around the world, the Khasi people are also lovers
of music. Music plays a very important role in
Khasi society both in the religious ceremonies
and secular occasions. The Khasi have several
stringed instruments such as Ka Duitara, Ka
Marynthing and Ka Saitar which are plucked
stringed instruments and Ka Maryngod, a bowed
stringed instrument. However, Ka Duitara is one
of the most commonly used stringed instruments.
This instrument is made from a single piece of
wood, tied with four muga strings and played
with a small wooded plectrum.

It is believed that Ka Duitara is an
instrument of great antiquity. Since there were
no written records regarding the origin of the
instrument, it becomes difficult to obtain the
actual meaningand history of the word Duitara.
Though, research participants have different
views on this regards. Some stated that perhaps
frequent contacts between the Khasi and other
neighbouring tribes of Assam, Bengal and
Bangladesh might have influenced the
Khasipeople to craft and played this instrument
at the same time stated that the word Duitara is
a borrowed terminology from the Hindi word 'do’
which means two and 'tara' which comes from

*Martin Luther Christian University, Shillong
**Martin Luther Christian University, Shillong
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the Hindi word "tar" which means string.
However, another group of participants are of
the opinion that the word Duitara comes from a
non-lexical Khasi word "dui" which is commonly
used while singing Khasi folk songsand a Khasi
word "tara" which means rhyme.

Ka Duitara is considered to be a home
musical instrument or "Ka Jingtem iing". Back
then, after a hard day's work, the family member
would gather around the hearth and maternal
uncle or elderly folks would strum the Duitara
and sang various folk songs and ballads.
Frequently, maternal uncle or elderly folks would
also provide ethical guidance and advice to their
sons and daughters,nieces and nephews along
with the accompaniment of Ka Duitara.

However, in the present generation it is
observed that the Duitara plays a very important
role in the Khasimusic scene. This instrument
has moved away from the hearth and invaded
every corner in the society from religious to
secular occasions as well as in the academic
world. Young and old, males and females, have
taken up this instrument with enthusiasm. Ka
Duitara is one of the stringed instruments of the
Khasi which is still being used till today (Jyrwa,
1981).

The main objectives of this study are to
examine the usage of Ka Duitara from the past
till the 21st century simultaneously analyse and
compare the transformation and development of
various playing styles and techniques.

Study Area

This study was conducted in East Khasi
Hills, West Khasi Hill and Ri-Bhoi District of
Meghalaya. These areas were intentionally
selected because of the presence of experience
Duitara players, wise elders, prominent music
composers and eminent traditional music experts.
Simultaneously the usage of Ka Duitarain various
platforms is immensely rich in these areas.

Moreover this study focus on the playing
styles and techniques that were employed by
various Duitara players and the development that
occurs from the past till the 21st century. For the
purpose of analysis, observation of audio
recordings available at AIR Shillong Station,
songs and music albums produced by various
producers and artistes and audio visual recordings
were reviewed.

Literature Review

Plucked instruments are the oldest
stringed instruments. Archaeological discoveries
show that the Egyptians and the Sumerians had
plucked instruments as early as 3000 BCE. The
British museum in London has old Egyptian harps
on display that date back to about 2000 BCE.
These are plucked either with the fingers, a
plectrum of wood, or a goose quill (Roy, 2006,
pp.156-157). It is not easy to trace back the
origins of chordophones though, assumptions
were made that the earliest stringed instrument
was the hunter's bow. Certainly the twanging of
the bowstring could have suggested its use as a
tonal adjunct to rhythm (Deva, 1978).

Dotara is a common stringed musical
instrument in Kamrupiya-Lokagit, Goalpariya-
Lokagit, Bhawya-git and many other folk music
forms of lower Assam. Perhaps earlier the
Dotara was a two stringed (or two muga
threaded) instrument and in later days it develop
as a four stringed (Barthakur, 2003).

The Duitara is a four-stringed instrument
(Syiem, 2005, p. 41). Ka Duitara is a typical
musical instrument of the Khasi and Jaiiitia
community commonly used as an accompaniment
and rarely as a solo instrument, but not used in
ceremonial music (Kyndiah, 1979).

Ka Duitara is a home musical instrument.
The first string signify the youngsters or, Ki
Khynnah; the second and the third strings signify
the parent or I Mei I Pa and the fourth string
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stands for the maternal uncle or U Kniand the
elderly folks or Ki Tymmen Ki San (Syiem, 2005).
A minstrel singing with Ka Duitara is said to have
drawn the hearts of his listeners to the world of
legends and romance. With eloquent expressions
and in harmony with the rhythm of his music, the
minstrel sings in the form of proverbs,
lamentations and parables. Therefore Ka Duitara
not only contributes to the field of music but also
gives expression to Khasi thoughts and sentiments
(Bareh, 1997). Ka Duitara is an eventide
instrument usually played during night time around
the hearth while the player narrates popular tales
and legends (Jyrwa, 1981). Nongbri (2000)
writes, Ka Duitara is an instrument played by
the farmers.....Play the Duitara at night time
while relaxing.

Discussion

Ka Duitara : A Home Musical
Instruments- Technically speaking; Ka
Duitarais a soft sound musical instrument. Earlier
when there was no sound system, it was not an
easy task to play Ka Duitara inan open space or
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in any big gathering because it will be inaudible
to the audience. Perhaps Ka Duitara is
considered to be a home musical instrument
because of the fact that it is a soft sound musical
instrument.

String Placement and Tuning - The
study found that there were no standard design
and size for crafting Ka Duitara. Each craftsman
can create his own design and size. However,
the only common feature is the use of four muga
strings. Though there are two types of Duitara
based on the strings set-up or placement of strings
however, common feature between them is the
use of four muga strings. Initially, the Duitara
string placement are one at the bottom, one at
the top and two strings close to each other in the
middle. This kind of string placement is
commonly used by the elderly folks. As a result,
one may say that there are only three strings in
this kind of string placement because of the fact
that the 2nd and 3rd strings are placed close to
each other and tuned in unison. Perhaps it is not
wrong to name this set-up as the "Original Duitara
String Placement".

Tuning
Strings Tonic Solfa Staff Indian Roman Technical
Notation Notation Notation Numerals Names
Ist Soh G \Y Dominant
2nd & 3rd  Doh C I Tonic
4th Sohl G (low) Pa (low) A" Dominant (low)

(Photo 1: Original Duitara String Placement)

However, a transformation period occurs perhaps
during the late 1990s and early 2000s where the
two strings in the middle were separated and
tuned them in two different pitches. This kind of
set-up is commonly used by the younger Duitara
players. Perhaps this set-up can be name as
"Modified Duitara String Placement".
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(Photo 2: Modified Duitara String Placement)

Comparing the two types of Duitara it
wasfound that there are merits and demerits on
both of them.

Original Modified
Merits  Significance More musical
of the strings  notes

of Ka Duitara

Demerits Less musical
notes

Absence of the
Significance of the
strings of Ka
Duitara

Playing Styles and Techniques - An analytical
study accompanied by a comparative study
conducted on the Duitara playing styles and
techniques found that there are various
resemblances and differences between the
playing styles and techniques in the past and in

Tuning
Strings Tonic Solfa Staff Indian Roman Technical
Notation Notation Notation Numerals Names
Ist Dohl C (high) Sa (high) I (high) Tonic (high)
2nd Soh G Pa \Y Dominant
3rd Doh C Sa I Tonic
4th Sohl G (low) Pa (low) V (low) Dominant (low)
e this day and age.
‘—f‘“ - Types of Duitara : The study found that

majority of the Duitara players in the past played
with the original Duitara string placement
whereas the current Duitara players prefer to
use the modified Duitara string placement.

Tuning the instrument : It is observed
that Ka Duitara can be tuned in various types
both the original Duitara and the modified
Duitara. However, the older generation prefer
to tune as sl-d-s and the present generation
prefer to tune on various types of tuning
depending on the song or piece that they
performed.

Playing styles and techniques: The
typical Khasi style of playing Ka Duitara is to
follow the exact melody of the song
simultaneously add some fill-ins at the end of a
phrase or a song. A wood plectrum is always
recommended to use while playing the
instrument. However, the present Duitara players
have venture into the finger style technique and
have also extended their playing style by
occasionally following the melody of the song
and frequently played only the rhythm section.
In the past only a few Duitara players have
incorporated the sliding technique however, the
present generation are very fond of using this
technique.

Other features that the appeared is that
the compositions in this generation are of two
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types, i.e. the traditional folk music and the
contemporary folk music. Perhaps this is the
reason that pushed Duitara players to venture
into the various new styles and techniques.

Improvisation: There were very less
improvisation found in the songs played in the
early days whereas the present Duitara players
are very much attracted to it. At times there is a
tendency to overdo things which are not required
which result to loss of the emotions and spoiled
the beauty of that song.

Borrowed styles and techniques:
The borrowed styles and techniques from other
genres, and musical instruments are present
amongst the younger generation. Perhaps it might
be of the fact that they are more exposed
compare with the older generation. Initially Ka
Duitara is not a chordal instrument however, in
this generation it is observed that the use of chords
is very much there. Though, it is a borrowed style
from the West, yet it has added colour and flavour
to the listeners.

Ka Duitara: Beyond the Hearth - As
mentioned, earlier playing of Ka Duitara is limited
to only at the hearth, though; at some point of
time during the pre-independence period the
sound of Ka Duitaracan be heard in few music
concerts in Shillong (Jyrwa, W. D, personal
communication, April 3, 2003). However, with
the establishment of the AIR Shillong Station on
July 1, 1948 the Khasi folk music scene in the
Khasi Hills started to change. Ka Duitara was
used as an accompaniment instruments by
various composers and artistes in their songs in
AIR as well as other platforms.

Several cultural programs and Khasi
music competitions organised by various
organisations have contributed a lot in giving
platforms for various Duitara players. In July 18,
1958, The Khasi Shutdent' Association organised
a Khasi music competition where Duitara playing
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was one of the sub-category. Mr. E. Brektis R.
Wanswett and Mr. Eston Roy Giri were the
winners of the Duitara playing competition. In
July 17, 1959 the association organised another
Duitara playing competition where Mr. Bajubon
Kharlukhi, Lambourn Kharlukhi and Sokendro
Kharshandi were the winners (Khasi Students'
Association, n.d.). Another prominent cultural
organisation in the Khasi community, the
Hyniiiew Trep Cultural and Welfare Organisation
(HTCWO) has also provided numerous
platforms for Khasi folk artistes and Duitara
players. Recently, from November 16-26, 2023
under the initiative of the Department of Arts
and Culture, Government of Meghalaya an
Umbrella Project was launched where workshop
on various art forms was conducted. In this
project Duitara playing was one of the art form
that was included and young artistes both males
and females participated.

At present, Ka Duitarais not restricted
to only as an accompaniment for folk songs or
secular music however; it has also entered into
the realms of Khasi Christian music. Ka Duitarais
also used for accompanying Khasi gospel songs
and Khasi worship songs. The sound of Ka
Duitaracan also be heard in many Khasi gospel
albums, and singles of various Khasi Christian
denominations and solo artistes. A lot of these
songs can be access through YouTube, digital
music platforms and other social media platforms.
Below are a few of these songs.

Pynneh La Riti by Kheinkor composed by
Apkyrmenskhem https://www.youtube.com/
watch?v=HicD9f]_CD0

Sur DuitarabyNa Rynsan Ki Sur Tynrai
https://www.youtube.com/watch?v=Y-
laryfnWoéw

Several producers have also
documented stories about Ka Duitara and how
the instrument is crafted.
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Ki Sur Myllung Ka Duitara https://
www.youtube.com/watch?v=giZ4etOZZgk

Kumno ban shnaiaka Duitara (How to make
a 4 strings Khasi traditional guitar) https://
WWW.youtube.com/
watch?7v=4F0Q4mOZkLQ

In the early 2003, under the initiative of
Prof. Helen Giri, a full-fledged Post Graduate
Diploma in Music (PGDM) was started in the
North Eastern Hill University followed by the
Bachelor of Arts in Music (BA Music) in 2005
in St. Anthony's College, Shillong and the Master
of Arts in Music (MA Music) in the Martin
Luther Christian University, Shillong in 2007. Ka
Duitara is one of the Khasi folk stringed
instruments that were incorporated in the
curriculum in these academic programs. In the
PGDM a study about the instrument was
included in the theory section of the curriculum
whereas in BA Music and MA Music both theory
and practical were incorporated.

The 21st century is a revival period of
the Khasi folk music in the Meghalaya. Under
the initiative of various individuals and cultural
organisations, numerous music schools were
established where Khasi folk music and musical
instruments including Ka Duitara were taught.

Alot of young Duitara players both from
the urban and rural sector immensely emerged
during this period. It was also witnessed that even
female artistes were enthusiastic in learning this
instrument, performed and some have also
become as Duitara instructor in various music
schools and as a private tutor.

Conclusion :

Reviewing the Duitara music scene it is
observed that back then there were perhaps no
female Duitara players. However, at present with
the introduction of Duitara music in various
academic and non-academic institutions, several
females have shown keen interest in learning this

instrument simultaneously display their ability in
both performance and teaching. With the coming
up of young Duitara players perhaps fresh
innovative transformation and development may
occur in the field of performance, teaching as
well as crafting.
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The Practice of in-house Folksong and the impact of Digitalization in Indian Context

Dr. Rahul Barodia*

Abstract

Folklores were integral part of life since development of societies in India. These practices
were not only carrying the traditional knowledge system but also applicative for overall
human health. Materialistic approach of human especially after industrialization and in
influence of western culture detracted the practice of folklores in India. Excessive
digitalization added more pace to the process of lowering quality of life in Indian society.
The roots of society can uplift the quality of life, application of in house folk songs can save
from many physical and psychological ailments and sufferings. Folksongs like Chakkike
geet, (Songs for grinding grains) Paniharike geet, (Songs while fetching water) Thaal
(bhog) kegeet, (Songs for offering food to loard) Lullaby (Lori), Jhula, (Songs while
swinging in group) Sanjhike geet, (worship of Amba), Mandanake geet, kajari, chaiti,
Sohar, Nataka, fagua, Bidesiya are having their own importance in human life. Readoption

of these folk songs can applied as a therapy and be used as tonic to our society.

Keywords : Folklores, folksongs, Indian Society, digitalization,

Methodology : Secondary sources are adopted.

Introduction: Folklore

Folklore is the oral tradition (stories,
practices, beliefs) that is passed down from
generation to generation. Folklore has historically
been used to describe the narration of narratives
in the form of a story. Legends, myths, children's
rhymes, proverbs, folk art, folk song, and dance,
to name a few, are all included in Contemporary
Folklore.!

Folklore aims to preserve and teach
about the culture of the people, or folk, that it is
composed of. Folklore plays a crucial part in
transmitting a cultural group's traditions because
it is a collection of stories about the culture and
people from where the stories come.

In-house Folksong

As we know, Folksong is a component
of written literature, including both prose and
verse narratives, poems and songs, myths,
dramas, rituals, etc., which are transmitted by

word of mouth.2 So, if we look at history, we
can find that women of the house (Grandmothers,
mothers, aunts, and elder sisters) do their work
by singing the song. Those songs help them do
work without any stress or thoughts in their minds.
They do their work freely. Those songs were
not composed or written by them; they were
learned from their elders, and they are just
following the tradition. For example, while feeding
or attending the child, the mother used to sing a
song that we called 'Lori' in India. On the other
hand, we may find the women grinding mills or
grinding spices singing their traditional folk songs
or Folksong.

Continuing a custom that was presented
in life and was taught by elders. It is possible
that the people have heard the song or Folksong
before and that it has a strong following in the
neighbourhood. In that case, they will ensure the
song or the literature stays as close to the tradition
as they are accustomed to. If the listeners find
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the story, song, proverb, or riddle entertaining, it
will be told repeatedly throughout time and across
great distances if it is liked by people.

We can see that traditional folktales
presented in the movies, while the radio and
television have particularly piqued interest in folk
music. Due to the public's familiarity with
common literary norms, this oral literature has
inevitably lost some of its authenticity and been
replaced with a large amount of pseudo folk
writing.

Books, newspapers, radio, and television
have steadily supplanted folk literature. People
must take extra steps to find real oral traditions,
songs, or tales if they are interested in hearing
them. Older people, recent immigrants in cities,
and other minor populations in rural or urban
areas are still some groups that maintain these
traditions. The transmission of specific oral
traditions, such as singing games, riddles, and
dancing songs, depends heavily on children.
These are passed down orally from generation
to generation and continuously expanded upon.
This traditional which are associated with in
house or day to day work specially done by
women can be termed as In house Folksongs by
the author.

Application of Folksong

Indian culture includes a treasure of a
variety of Folksong. The diversity in culture and
tradition is reflected in the variety of Indian folk
music too. The Vedic literature, which goes back
to 1500 BC, contains the first descriptions of
Indian folk music.3 Some academics and industry
professionals even contend that Indian folk music
may be as old as the nation. For instance, it is
said that Pandavani, a type of folk music that is
common throughout Central India, is as old as
the Hindu epic Mahabharata. This astounding
assertion is supported because Pandavani's focus
is on the exploits of Bhim, a significant figure
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from the Mahabharata. The topic matter of
Pandavani has not changed over the years,
therefore this traditional music may be as old
as the Mahabharata itself! Folk songs were
later widely used for entertainment and to
commemorate important occasions like
weddings, childbirth, festivals, etc. Folk music
was also employed to transmit important
information from one generation to the next. This
implies that these songs might have had a
significant impact before introducing the paper
to India.

Most of the globe used folk songs to
express ideas or emotions shared by the
community, even when they are not employed
for such practical purposes and are merely sung
or listened to for enjoyment. The purely personal
expression only makes an appearance in folk
songs in societies that are accustomed to hearing
songs by composers or poets.

Most people sing in some ability;
therefore, it is likely that in places where there
are not any records of it, the information is just
absent. Folk song involves the use of music, and
regional musical traditions differ widely. Some
areas do not seem to give much weight to song
lyrics and seem to use them mostly to support
the music. Frequently, the voice or the musical
instrument is accompanied by meaningless
monosyllables and a lot of repetition. Folk singing
often has a strong rhythmic effect because of
the use of drums and rattles, hand or foot beats.

Since there was no solid material
available for humans to use to preserve historical
knowledge, it became crucial to pass down
valuable knowledge through songs. Therefore,
folk songs were highly regarded by indigenous
people because they not only offered pleasure
but also valuable lessons that could apply to daily
life. As we can observe that there so many types
of Folksongs which we can call In house
Folksongs like Chakkikegeet, (Songs for grinding
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grains) Paniharikegeet, (Songs while fetching
water) Thaal (bhog) kegeet, (Songs for offering
food to loard) Lullaby (Lori ), Jhula, (Songs while
swinging in group) Sanjhikegeet, (worship of
Amba), Mandanakegeet, kajari, chaiti, Sohar,
Nataka, fagua, Bidesiya and so on.

Many people believe that music may be
utilized to express emotions to people all around
the world as a type of language. It is a type of
art that uplifts us and lessens the load of trying
and difficult situations. Folk music has been
shown to lower stress-related hormones like
cortisol. It has thus been used to reduce stress
levels. If we look at the ruler region, we can see
that there are individuals (workers, housechold
women, etc.) who listen to music while they work
because they think or consider folk music to be
a stress-relieving aid.

Folk music or Folksong is constantly
changed, impacted, and conversed with its
environment. It is a reaction to the environment
that people live in and a result of that environment.
As a result, listening to Folksong makes you feel
more joyful and hopeful about life, and it helps
people relax and manage their stress. It restores
and improves emotional, physiological, and
psychological well-being.

Impact of Modern Digitalization
1. Early Touch of Technology

Technological is the application of
knowledge for developing the practical goals we
use in day-to-day life. The reason behind the
development of technology is to consume the
timing of the work, but with the advancement of
technology physical activities are reduced by
time. As a result, we can see that the lifestyle of
household women, workers, and farmers has
changed now a day. Thus, people's needs brought
them to new technologies. Different things were
gradually invented, but the main period of
technology and invention occurred in the 18th

century with the beginning of the industrial
revolution, the invention of machines, electricity,
the telephone, light, the internet, digitalization, etc
developed.4

2. Introduction of Gadgets

A gadget is an electrical device that
performs a certain task. With the aid of science
and technology, anything is possible in today's
quick-paced society. Gadgets and electronic
devices play a crucial role in this. Consequently,
we encounter a variety of technologies in daily
life without realizing them. As a result, we are
almost dependent on them.

We can use a variety of gadgets because
of modern technology. From the alarm clock in
the morning to the night-time light, we are all
dependent on technology.® If we compared the
activity of machines and human beings, we find
that machine takes the lead in the world. People
cannot imagine their life without gadgets. Like,
Laptop, Smartphone, Washing Machine,
Cleaning Machine, Microwaves, etc. Therefore,
gadgets have solved many problems for people,
whether they are housewives, working men-
women, or children, but the use of these gadgets
has taken man away from the earlier way of
life, where people all used to do the work
themselves and enjoyed doing those physical
activities by singing and dancing on folk songs.®

Use of Electric Grinding Machine had
an impact of Folk like Chakkike Geet, the
folksongs women use to sing while grinding
grains in daily routine, where they get freshly
grinded grains which was beneficial for health
and the process was equally beneficial for the
women as this activity include the physical
movement and the singing relaxes the stress and
fatigue.

Water came inside home by means of
technology, it changed the scene of a bunch of
activities related to fetching water from common
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well, of from the any water source nearby, the
group of woman comes out with their water pots,
gathers, meets, talks and walks with empty and
comeback filled pots this provides a good physical
exercise to them, to release physical stress they
sing in chorus in different traditional tunes
imbibing different matters as story. Whole event
of Panihari ke geet’ disappear in Urbanization
and later rural population also.

Likewise Lori, a beautiful connecting
music which connects a mother to the child is
disappear because of growing materialistic needs
in modern society. Now mother is also working
outside home and not having enough time to take
care the baby like early days. The psychological
importance this traditional form is forgotten by
people these days where a mother starts a early
teaching to the child in form of story singing, as
in Indian Knowledge system of "ShrutiSmruti"
though the child is not able to understand the
song but it remains in its mind and later have
impact of the song for rest of the life, it also
creates a great connection to mother, as first
voice, first communication. Audio-visual devices
like and T.V., and audio players are working
instead of mother and moreover now days mobile
phone like devices are used to solve the purpose
which are having some adverse impact also.

There are so many, like Zula geet,8
where all married girls of community visits their
parental home in the month of Sawan, and get to
gather, exchange talks about their life, releases
themselves, create kind of catharsis and they
gather in farms of garden, tie a swing on the tree
and enjoy swinging, at this time they feel relax
and rejuvenated for a whole year, modes of
communication, rush for materialistic
achievements made disappear this format of
folk. Now days there is no time with anyone for
this get to gather, and everything are just in
documentations only.

Sanjhi or Sanja also an almost vanished
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folk, which included not only song & music but,
the traditional clay cladding art form also. This
was also celebrated in most part of the upper
India and up to lower part of Gujarat. Specially
young girls celebrates this festival event , where
every day in "Shraddh Paksha"? (a fifteen day
celebration when we remember our forefathers)
they gathers create different tradition art work
with some story characters on wall with the help
of Mud and cow dunk and sings songs. Modern
life styles, urban living and impact of
modernization destroys the traditions. Now there
is no traditional design homes, no walls, no get
together, no festival, no rituals, and no folk tales
and music.

The list is very long for folklore which
disappeared with because of materialistic
approaches (which specially imposed by western
part of the globe), industrialization- which created
urban populations, and because we lost our
cultural identity.

Conclusion :

Folksong is a vital component of daily
life and a supportive partner in coping with more
serious medical issues. Household women and
workers are following this practice for long years.
It undoubtedly gave individuals a chance to
express themselves and united their minds,
bodies, and spirits. It is a kind, happy method for
lowering stress, easing tension, and enhancing
the health-improving effects of relaxation on one's
body, mind, and spirit. Continuous urbanization,
industrialization created a great materialistic
need in Indian society. We left our communities
of Origin i.e. our villages, our roots and with the
great help of modernization, gadgets, and
excessive digitalization, we earn all the
contemporary ailments to human body and mind
and lost the healthier way of living with or
application traditional music which is our valuable
folklores.
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Impact of Technology on Folk Culture : A Comprehensive Analysis

Dr. Asit Goswami*

Abstract

This research paper explores the intricate relationship between technology and folk
culture, aiming to understand the multifaceted impact of technological advancements on
traditional forms of cultural expression and practices. Folk culture, characterized by its
local, communal, and traditional nature, has undergone significant transformations as a
result of technological innovation. The paper investigates the positive and negative
consequences of technology on various aspects of folk culture, including communication,
storytelling, music, art, rituals, and community dynamics. By examining these impacts,
this study seeks to provide insights into the challenges and opportunities faced by folk
communities in the digital age and suggest potential strategies for preserving and
revitalizing folk traditions in the face of technological advancements.

Keywords : Art & Craft, Folk Culture, Music, Technology

Methodology : The methodology adopted includes the following—

—Review of academic texts and publications on technology's impact on folk culture to establish a

foundation.

—Undertaking some case studies involving various folk communicities, employing qualitative
methods like observations and thematic analysis.

— Comparative Analysis : Compared traditional folk practices with their technological adaptations
to understand changes and challenges. This comprehensive approach aimed to provide a holistic
understanding to technology's impact on folk culture by blending various research methods and

ethical consideration.

1.1 Background

Folk culture refers to a specific group’s
or community’s traditional and communal
expressions, practises, and beliefs.
Conventionally, folk culture refers to the
products and practices of relatively
homogeneous and isolated small-scale social
groups living in rural locations.! Language,
music, dancing, storytelling, crafts, rituals, and
festivals are all examples of cultural aspects.
Folk culture is strongly founded in local customs
that are passed down from generation to
generation, and it plays an important role in
shaping the identity and history of communities
all over the world.

The introduction of technology,
particularly digital communication, has heralded
a new era of connectivity and accessibility. This
technological revolution has had far-reaching
consequences for many elements of human life,
including culture and cultural practises.
Technology’s influence on folk culture are
complicated, posing both opportunities and
problems for the preservation and evolution of
traditional practises.

1.2 Research Objectives

The primary objective of this research
paper is to explore and analyze the impact
of technology on folk culture. By examining
the relationship between technological
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advancements and traditional forms of cultural
expression, this study aims to achieve the
following objectives:

1. Investigate the ways in which technology
has influenced different aspects of folk
culture, such as communication, storytelling,
music, art, rituals, and community dynamics.

2. Examine the positive and negative
consequences of technology on the
preservation, transmission, and evolution of
folk traditions.

3. Identify the challenges faced by folk
communities in adapting to technological
changes and suggest strategies to mitigate
potential negative impacts.

4. Highlight successful case studies and
initiatives that demonstrate the effective
integration of technology and folk culture.

5. Provide recommendations for policymakers,
community leaders, and individuals to
promote the sustainable coexistence of
technology and folk culture.

2. Understanding Folk Culture
2.1 Definition and Characteristics

Folk culture includes the habits, beliefs,
practises, and aesthetic manifestations that are
carried down by oral tradition, imitation, and
practise within a specific group. It is strongly
embedded in the local context and reflects a
community’s shared experiences, values, and
identity. Folk culture is often connected with rural
and indigenous populations, but it can also be
found in urban regions when certain groups
uphold traditions.

Key characteristics of folk culture include:

1. Communal and Local: Folk culture is
created, maintained, and transmitted within
a specific community or group, fostering a
sense of belonging and shared identity.

2. Traditional and Authentic: Folk practices
have deep historical roots and are often
perceived as authentic expressions of a
community’s heritage.

3. Oral Tradition: Much of folk culture is
transmitted orally, through storytelling, songs,
and verbal exchanges, rather than through
written documentation. A/l folklores are
oral traditions, the lore, traditional
knowledge and beliefs of cultures often
having no written language and they are
transmitted, generally, by word of mouth.?

4. Informal and Participatory: Folk cultural
practices are typically informal and
participatory, involving active engagement
and participation from community members
rather than purely passive forms of
entertainment.

2.2 Importance of Folk Culture

Folk culture holds immense significance
for communities and societies. It serves as a
means of preserving and transmitting cultural
heritage, strengthening social cohesion, and
fostering a sense of identity and belonging. The
unique expressions of folk culture reflect the
historical, environmental, and social contexts in
which they originated, providing valuable insights
into the collective experiences and values of a
community.

Furthermore, folk culture serves as a
repository of local knowledge, traditional skills,
and sustainable practices that have been
developed and refined over generations. It often
embodies ecological wisdom, resource
management techniques, and indigenous
knowledge systems that promote harmony with
the natural environment. By preserving and
promoting folk culture, communities can retain
their cultural diversity, promote intergenerational
learning, and contribute to the sustainable
development of their regions.
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2.3 Significance of Cultural Preservation

Preserving folk culture is essential to
maintaining cultural diversity, fostering
intercultural dialogue, and ensuring the continuity
of unique cultural practices. In an era of
globalization and homogenization, folk culture
represents a valuable counterbalance to
standardized mass culture and can provide a
sense of rootedness and authenticity. The
protection of cultural heritage is an immanent
feature of humanitarian component of the
principles of the democratic society.3

Cultural preservation is not simply about
preserving relics of the past but also involves
the active revitalization and adaptation of
traditional practices to meet the changing needs
and contexts of communities. It is through the
preservation and active practice of folk culture
that communities can maintain their cultural
1dentities, reinforce social bonds, and create
opportunities for intergenerational knowledge
transfer.

3. Technological Advancements and Folk
Culture

3.1 Digital Communication and Folk
Communities

The advent of digital communication
technologies, such as the internet, social media
platforms, and mobile devices, has revolutionized
the way people connect and interact. These
technologies have opened up new channels of
communication and have the potential to both
benefit and challenge folk communities.

On the positive side, digital
communication has enabled folk communities to
overcome geographical barriers and connect
with members dispersed across different
regions. It has facilitated the exchange of ideas,
experiences, and practices, allowing for greater
collaboration, learning, and cultural exchange.
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Online platforms and social media have provided
spaces for folk artists, musicians, and
practitioners to showcase their work to wider
audiences, expanding their reach and visibility.

However, there are also challenges
associated with digital communication. The digital
divide, characterized by disparities in access to
technology and internet connectivity, can
marginalize certain folk communities, especially
those in remote or economically disadvantaged
areas. Additionally, the fast-paced and
fragmented nature of online communication may
pose a threat to the depth and authenticity of
interpersonal connections that are central to folk
culture.

3.2 Transformation of Traditional

Storytelling

Storytelling is a fundamental element of
folk culture, serving as a vehicle for preserving
history, conveying moral lessons, and sharing
collective wisdom. Technological advancements
have profoundly influenced the way stories are
told and consumed.

Digital platforms have provided new
avenues for storytelling, such as podcasts, online
videos, and interactive multimedia platforms.
These platforms offer opportunities for folk
narratives to reach broader audiences and
engage with different age groups. However, the
shift from oral tradition to digital formats raises
questions about the authenticity and integrity of
storytelling. The performative aspects, nuances,
and interpersonal interactions that are intrinsic
to traditional storytelling may be lost in digital
adaptations, potentially diluting the richness and
cultural significance of these narratives.

3.3 Impact of Technology on Traditional
Music

Music is an integral part of folk culture,
reflecting the collective emotions, beliefs, and
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experiences of a community. Technological
advancements have revolutionized the
production, distribution, and consumption of
music, both positively and negatively impacting
traditional musical practices.

On one hand, digital technologies have
made it easier for folk musicians to record,
produce, and distribute their music independently.
Online platforms and streaming services have
provided greater visibility and access to a global
audience, allowing folk musicians to reach new
listeners and explore cross-cultural
collaborations. Additionally, digital tools and
software have expanded the possibilities for
musical experimentation, enabling the fusion of
traditional folk music with contemporary genres.

However, the digitization of music has
also raised concerns about the commodification
and appropriation of traditional musical forms.
With the ease of digital sampling and remixing,
there is a risk of cultural appropriation and the
loss of cultural integrity. Furthermore, the
emphasis on popular and commercialized music
in digital platforms may overshadow lesser-
known folk traditions, leading to the
marginalization and potential extinction of certain
musical expressions.The perfection in the
rendition of the classical songs which was
the way to showcase talent earlier has led to
the use of technology to correct mistakes of
the singer, like using an auto tuner, pitch
correction, patch recording and other
instruments. This, unfortunately, is leading
to students taking music as an art form not
as seriously as it should be. The passion and
effort to achieve excellence are lacking which
needs to be addressed.*

3.4 Technological Influences on Folk Art
and Crafts

Folk art and crafts play a vital role in
folk culture, reflecting the unique aesthetics, skills,

and cultural symbolism of a community.
Technology has both influenced and transformed
traditional art forms, presenting opportunities for
innovation and preservation as well as challenges
to authenticity.

Digital tools and software have
expanded the possibilities for artistic expression
and creativity. Artists can now use digital
platforms for designing, creating, and promoting
their work. Digital art forms, such as
computer-generated imagery (CGI), digital
painting, and 3D modeling, have gained
prominence in recent years.> Moreover,
technology has facilitated the documentation and
preservation of traditional art forms, enabling the
creation of digital archives and virtual exhibitions.

However, the increasing reliance on
digital mediums and mass production techniques
can diminish the individuality and craftsmanship
associated with traditional folk art. The loss of
direct human touch and the unique imperfections
that often characterize handcrafted objects may
impact the aesthetic and cultural value attributed
to these art forms. Furthermore, the rise of
counterfeit and imitation products facilitated by
technology can undermine the economic
sustainability of traditional artisans and
craftsmen.

3.5 Changing Rituals and Ceremonies in
the Digital Age

Rituals and ceremonies hold deep
cultural and spiritual significance in folk culture,
marking important life events, seasonal
transitions, and religious observances.
Technology has influenced how these rituals and
ceremonies are performed, experienced, and
transmitted. The shift in cultural practices
towards a blending of offline and online
dimensions, also affects rituals. For clarities
sake, we use the term ‘digital ritual’ torefer
to ritual practices that take place anywhere
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at the offline-online nexus. Weuse the term
‘online ritual’ in examples where the online
dimension of the ritualis key®

Digital platforms and virtual spaces
have provided alternative formats for conducting
rituals and ceremonies, especially in situations
where physical gatherings are challenging.
Online platforms can facilitate the participation
of individuals who are geographically distant or
physically unable to attend in-person events.
Additionally, technology has allowed for the
documentation and archiving of rituals,
preserving them for future generations.

However, the virtualization of rituals and
ceremonies raises questions about the embodied
and communal aspects of these practices. The
physical presence, collective participation, and
sensory experiences that are integral to
traditional rituals may be compromised in digital
formats. There is a risk of ritual commodification,
where rituals become performative spectacles
devoid of their deeper cultural and spiritual
significance.

4. Positive Impact of Technology on Folk
Culture

4.1 Preservation and Documentation of
Folk Traditions

Technology has provided powerful tools
for the preservation, documentation, and
archiving of folk culture. Digital platforms,
databases, and online repositories have made it
possible to collect and store vast amounts of
cultural information, including recordings,
photographs, videos, and textual documents.
These digital archives ensure that valuable
cultural knowledge and expressions are
accessible to future generations, even in the face
of natural disasters or physical deterioration.

Additionally, technology has facilitated
the digitization of traditional texts, manuscripts,
and oral recordings, making them easily
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searchable and available for research and
educational purposes. This has contributed to the
revitalization of endangered languages, the
preservation of historical narratives, and the
study of folk traditions by scholars and
enthusiasts.

4.2 Increased Accessibility and Global
Reach

One of the most significant positive
impacts of technology on folk culture is the
increased accessibility and global reach of
traditional practices. Digital platforms and social
media have enabled folk artists, musicians,
storytellers, and artisans to connect with a
broader audience beyond their immediate
communities. This exposure has opened up
opportunities for collaboration, cross-cultural
exchange, and economic sustainability.

Through live streaming, online
performances, and virtual exhibitions, folk
practitioners can showcase their work to
audiences around the world, breaking
geographical barriers and fostering cultural
understanding. This increased visibility and
connectivity have not only expanded the
audience base for folk culture but have also
created avenues for financial support, such as
crowdfunding and online sales platforms, which
can sustain the livelihoods of traditional artists
and artisans.

Moreover, technology has facilitated
cultural tourism and heritage preservation by
providing virtual tours, interactive maps, and
multimedia platforms that allow individuals to
explore and engage with folk cultural sites and
practices from anywhere in the world. This
accessibility promotes cultural exchange,
encourages dialogue, and enhances appreciation
for the diversity of folk cultures globally.

4.3 Collaboration and Cultural Exchange
Technology has paved the way for
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collaborative projects and cultural exchange
initiatives between folk communities and diverse
stakeholders. Digital platforms have facilitated
partnerships between folk artists, researchers,
educators, and technology experts, leading to the
development of innovative projects that blend
traditional practices with digital tools.

Collaborative initiatives have resulted in
the creation of interactive digital applications,
virtual reality experiences, and augmented reality
installations that enhance the immersive and
educational aspects of folk culture. These
projects not only engage audiences in new and
exciting ways but also provide opportunities for
intergenerational knowledge transfer and skills
development.

5. Negative Impact of Technology on Folk
Culture

5.1 Dilution of Authenticity and Cultural
Appropriation

One of the significant concerns
associated with the impact of technology on folk
culture is the potential dilution of authenticity and
the risk of cultural appropriation. The ease of
digital replication, sampling, and remixing can
lead to the commodification and exploitation of
traditional folk expressions without proper
acknowledgment or respect for their cultural
origins.

Digital platforms may also prioritize
popular or commercialized forms of folk
culture, thereby overshadowing lesser-known
or marginalized traditions. This unequal
representation can contribute to the
homogenization and commodification of folk
culture, eroding its uniqueness and cultural

integrity.
Moreover, the use of folk cultural

elements in digital media, such as movies,
advertising, or popular music, without proper

understanding or context, can perpetuate
stereotypes and misrepresentations. This not only
distorts the cultural significance of folk practices
but also reinforces power imbalances and
undermines the rights and agency of folk
communities.

5.2 Loss of Oral Tradition and Local
Knowledge

The shift from oral tradition to digital
formats of communication and storytelling poses
a threat to the preservation and transmission of
local knowledge embedded within folk cultures.
The reliance on written texts and digital
recordings may diminish the emphasis on oral
transmission, affecting the dynamic and
interactive nature of traditional knowledge
sharing.

Furthermore, the accessibility and ease
of information retrieval through digital platforms
may lead to a loss of motivation for active
engagement with traditional practices. The
immediacy and convenience of digital information
may discourage individuals from actively seeking
out direct experiences and interactions within
folk communities, thereby contributing to the
erosion of local knowledge and traditions.

5.3 Threats to Community Cohesion and
Transmission

The advent of technology can also impact
the social dynamics and community cohesion
within folk cultures. Traditional folk practices are
deeply rooted in community participation,
fostering a sense of belonging, and strengthening
social bonds. However, the increasing reliance
on digital platforms for communication and
interaction may reduce face-to-face interactions
and weaken the communal fabric of folk
communities.

Moreover, the generational divide in
technology access and proficiency can create
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tensions within communities, as younger
generations may embrace new technologies
while older community members struggle to
adapt. This disparity can lead to a loss of
intergenerational transmission and create
barriers to the preservation of folk practices and
cultural continuity.

6. Conclusion :

The impact of technology on folk culture
is multifaceted, presenting both opportunities and
challenges. While technology has the potential
to enhance the preservation, accessibility, and
global reach of folk culture, it also poses risks to
authenticity, cultural integrity, and community
cohesion.

Preserving and promoting folk culture
in the digital age requires a balanced approach
that values the unique traditions, knowledge
systems, and social dynamics embedded within
these cultural practices. By adopting strategies
that empower folk communities, promote ethical
digital practices, foster collaboration, and support
local institutions, it is possible to harness the
benefits of technology while safeguarding the
authenticity and sustainability of folk culture.

Efforts to integrate technology and folk
culture should prioritize community involvement,
cultural agency, and the transmission of
intergenerational knowledge. Through these
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collaborative and inclusive approaches, folk
culture can continue to thrive and evolve,
maintaining its relevance and significance in a
rapidly changing world.
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Revitalizing the Roots: Technology as a Catalyst for the Renaissance of Indian Folk Music
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Abstract

The present article explores the dynamic interplay between technology and the
diverse world of Indian folk music. India’s rich cultural heritage is deeply woven with
countless folk music traditions, each a unique representation of regional identity. This
article looks into the significance of these traditions, emphasizing the need for their
preservation in an ever-evolving world. It examines the dual role of technology: as a
guardian of heritage and a tool for creative reinvention. Digital archiving, fusion
collaborations, and innovation in sound production are discussed as transformative
avenues. The article highlights successful case studies, the challenges of cultural
appropriation and digital access disparities, and offers a glimpse into the future with
newly developed technologies and cultural exchange. Through these insights, the article
underlines how technology is breathing new life into Indian folk music while keeping its
soul intact, ensuring its continued relevance and resonance in contemporary society.

Keywords : Indian Folk Music, Technology, Revival, Cultural Preservation, Innovation

Methodology : The research paper is supported by secondary sources.

Introduction

In the heart of India, a land known for
its rich cultural diversity, a symphony of traditions
resonates through the ages. India’s folk music,
a tapestry woven from the threads of regional
identities, customs, and beliefs, is a testament to
the depth and diversity of this ancient civilization.
Folk music, often perceived as the “music of the
people,” carries a profound significance in Indian
culture (Kumar, 2011). It embodies the essence
of rural life, its joys, sorrows, and rituals. These
songs celebrate the changing seasons,
accompany agricultural tasks, and narrate tales
of love, bravery, and devotion (Fiol, 2015). From
the hills of Himachal Pradesh to the fertile
Gangetic plains, from the arid deserts of
Rajasthan to the lush forests of the North East,
each region has its unique folk music tradition,
reflecting the very soul of its people.Folk music
becomes a communal experience, fostering a

*Department of Physics, University of Rajasthan, Jaipur

sense of belonging and continuity. It is a living,
breathing testimony to the cultural heritage and
values of India’s diverse communities.From the
hauntingly beautiful Baul songs of West Bengal
to the spirited Bhangra of Punjab, and from the
soul-stirring Bhavageet of Karnataka to the
energetic Dandiya of Gujarat, India’s folk music
is as diverse as its geography. These musical
traditions are deeply intertwined with the daily
lives, rituals, and celebrations of the communities
they represent. They serve as a conduit for
passing down stories, wisdom, and emotions
from one generation to the next. The deep-rooted
nature of folk music in Indian society makes it
an integral part of the cultural identity of various
regions, a repository of history, and a reflection
of the struggles and triumphs of the people.

While the cultural and artistic
significance of Indian folk music is undeniable,
it faces several challenges that threaten its

**Department of Physics, Institute of Science, Banaras Hindu University, Varanasi
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survival. Modernization, urbanization, and
globalization have transformed the socio-
economic landscape of rural India, leading to the
erosion of traditional livelihoods and lifestyles.
The younger generation is often drawn to more
lucrative professions, resulting in a dearth of
young musicians willing to carry the torch of folk
music forward. Moreover, the lack of access to
formal education and the absence of
documentation have contributed to the
marginalization of these musical traditions. The
absence of written notation and the reliance on
oral transmission make these art forms
vulnerable to extinction. Additionally, the
pervasive influence of popular culture and
commercial music has diminished the relevance
of folk music in the eyes of the youth.In this
context, technology emerges as a powerful ally,
offering new avenues for preserving and
revitalizing Indian folk music. It serves as a
bridge between the past and the future, helping
to address these challenges and rekindle the
embers of these invaluable traditions (Kapur,
2007).

In addition to preserving cultural
heritage, folk music is an artistic treasure trove.
Many traditional instruments, such as the sitar,
tabla, and dholak, have found their way into
mainstream Indian music, enriching it with their
distinct timbres and rhythms. Folk melodies have
also inspired classical music and modern
compositions, creating an intricate web of
musical cross-pollination. Folk music, therefore,
is not just a relic of the past but a source of
inspiration for contemporary music in India and
beyond.This article embarks on a journey to
explore the fascinating interplay between
technology and Indian folk music, a partnership
that is revitalizing these age-old musical traditions
and giving them a new lease on life.

Discussion

Folk musicians, often residing in remote
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and economically disadvantaged areas, face
unique challenges in adopting and harnessing
technology. Lack of access to digital
infrastructure, limited technical knowledge, and
financial constraints can hinder their engagement
with the digital realm. However, numerous
initiatives are working to bridge this gap and
empower folk musicians with the tools they
need to thrive in the digital age. One such
initiative involves providing folk musicians with
affordable, user-friendly recording equipment.
With portable digital recorders, microphones, and
basic software, musicians can document their
performances and compositions, preserving their
art for posterity. This democratization of
recording technology ensures that even those in
the most remote corners of India can contribute
to the preservation and promotion of their musical
heritage (Magnusson, 2019).

Education and training programs are
instrumental in enabling folk musicians to harness
the potential of technology effectively. These
programs, often organized by government
agencies, NGOs, and cultural institutions, offer
training in digital recording, editing, and online
promotion. By enhancing the technical skills of
folk musicians, these programs empower them
to create high-quality recordings and share their
music with a global audience.One example of
such an initiative is the establishment of folk
music academies. These academies not only
provide training in music and technology but also
offer courses in business and marketing,
equipping musicians with the knowledge and skills
needed to navigate the digital music industry
successfully.

Financial constraints can be a major
barrier for folk musicians looking to adopt
technology. To address this issue, various funding
and support initiatives have emerged.
Government grants, private foundations, and
crowdfunding platforms provide financial
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assistance to folk musicians for the purchase of
recording equipment, the production of music
videos, and the organization of live-streamed
performances. These initiatives not only alleviate
financial burdens but also validate the cultural
importance of folk music, recognizing it as a
valuable asset worth preserving and promoting.
Such support encourages folk musicians to
embrace technology as a means to achieve
sustainability and recognition.

Case Studies :
Music Revival :

Success Stories in Folk

Example 1: Preservation of audio recordings, and
accompanying documentation of music and
folklore of Western Rajasthan

Rajasthan’s rich cultural heritage is
deeply rooted in its vibrant oral traditions. Within
the region, skilled bards and musicians have been
carrying forward the legacy of traditional epics
through captivating performances that often
incorporate puppetry and music. To safeguard
and promote Rajasthan’s cultural heritage, it is
imperative to digitize the invaluable recordings
of these performances, particularly those
predating the urbanization of the region. This
initiative not only preserves the essence of
Rajasthan but also provides scholars with a
valuable resource for in-depth cultural studies.

The custodian of these significant
recordings is the Rupayan Sansthan, Rajasthan,
which houses the collection of the eminent
folklorist Komal Kothari. Kothari dedicated
himself to meticulously documenting the diverse
musical expressions, epics, and oral traditions of
Rajasthan. The tapes, meticulously recorded
during the 1950s to the 1970s, offer a unique
window into the pristine, unadulterated phase of
these traditions, reflecting the rural villages in
their original state, untainted by urbanization and
modern media exposure. These recordings are
complemented by a wealth of accompanying
documents and photographs, which provide

invaluable context and insights.This treasure
trove of cultural heritage was, until recently,
inaccessible due to the lack of playback
equipment. Furthermore, the accompanying
documents and photographs had remained
unlisted, uncatalogued, and disorganized, limiting
their potential for scholarly exploration.

In a commendable endeavor, this project
successfully digitized 405 open reel recordings,
accompanied by 721 documents and 1,594
photographs. The tapes have been carefully
relocated to the Archives and Research Centre
for Ethnomusicology at the American Institute
of Indian Studies, where they are meticulously
preserved in climate-controlled facilities.
Moreover, the staff at the archive received
specialized training in audio recording digitization
and archival management. Copies of the digitized
materials have been distributed to performers
and their heirs, ensuring that this invaluable
cultural heritage remains alive and accessible
for generations to come.

Example 2: Anahad Foundation works towards
preserving and empowering folk music and
musicians across India

Indian folk artists — with their rustic
music, dances, and numerous instruments —
have been an integral part of the country’s rich
heritage. While many have tried to give Indian
folk music a modern twist, in the 21st century,
its impact and reach is getting diminished.
However, all is not lost. Anahad Foundation is
working towards bringing back folk artists to the
spotlight. The Delhi-based organisation helps in
the conservation and preservation of the evolution
of folk music by empowering folk artists across
India with free production technology, providing
legal awareness, thereby making them self-
dependent.

The Anahad Foundation works on
empowering folk musicians by preserving their
music through the use of production, technology,
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copyrights and supporting songwriting skills. In
their work, they have seen that artists earn
through live music at cultural festivals, all of
which came to a halt during the upheavals caused
by the coronavirus pandemic. it was observed
that 90% of the artists and their families lacked
an income source to attain a state of financial
stability during crisis situations that lasted longer
than a few weeks. This jeapordised folk
musicians livelihoods and wages. The Anahad
Artist Relief fund provides artists with required
support to secure their financial stability, through
unforseeable situations of crisis in society.

Example 3: The fusion of folk and new-age music

In the ever-evolving realm of music,
artists continually seek to push the boundaries
of creativity and innovation to craft unique and
mesmerizing sounds. One emerging trend that
has been steadily gaining momentum is the fusion
of folk and new-age music. This harmonious
blend not only bridges the gap between distinct
musical genres but also offers a fresh and
intriguing perspective on cultural traditions.

One of the prominent figures at the
forefront of this fusion movement is Ranjit Barot,
a self-taught musician deeply entrenched in the
world of Indian classical music. Despite lacking
formal training, Barot’s journey in music has been
a remarkable one, shaped by his unwavering
passion for the art. He draws his inspiration from
the musical luminaries he has observed and
admired, transforming his admiration into an
intrinsic understanding of the art. Barot’s unique
connection with folk songs is rooted in his belief
that folk music serves as the precursor to
classical music. He sees the raw and unrefined
nature of folk music as a crucial stepping stone
in the evolution of a more polished and classical
art form.

Barot’s vision extends beyond his own
musical journey. He aspires to explore the
diverse folk traditions of India, particularly those
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in regions like Kashmir and the northeast, which
have remained relatively unexplored for various
reasons. In this exploration, he seeks to rekindle
the value of Indian culture and music, especially
classical music. For Barot, music becomes a
potent means to reconnect with and preserve
the rich tapestry of cultural heritage that India
embodies.

He shares his perspective on
contemporary music, acknowledging the
dynamic creations of today’s youth. Barot notes
that he remains attuned to the evolving music
scene, even in collaboration with his daughter,
who is a 27-year-old singer. His outlook
underscores his belief that there is no strict
demarcation between “good” and “not so good”
music. He emphasizes that the quality and
relevance of music transcend fleeting fashion,
and if an artist remains connected to the essence
of their art, the music they create remains
timeless and resonates with audiences.

Similarly, Viveick Rajagopalan, the
creative force behind the Ta Dhom Project,
approaches the fusion of folk and new-age music
from a different angle. While the project is not
exclusively centered on folk music, Rajagopalan
and his team deeply appreciate the storytelling
aspect and beauty inherent in folk songs. Folk
music, in their view, embodies the art of
storytelling, leaving an enduring impact on those
who listen. In their performances, the Ta Dhom
Project strives to create a fusion that transcends
conventional genre boundaries, incorporating a
multitude of influences and inspirations.

The project is a testament to the power
of collaboration, fostering an environment where
diverse artists learn from and inspire one another.
By seamlessly blending genres such as hip-hop,
rap, and classical music, the Ta Dhom Project
crafts a musical experience that is both
exceptional and unforgettable. For Rajagopalan
and his team, the journey of creating music holds
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as much significance as the final performance.
The camaraderie and bond among band members
are pivotal, serving as the foundation of their
creative process. Their vision is clear: to break
free from the constraints of genres, exposing
themselves to a myriad of musical styles. This
ensures that their music resonates with people
on a profound level, transcending mere
entertainment to become a transformative
experience.

Challenges and Ethical Considerations:As
folk music gains recognition and popularity in
the digital age, concerns of cultural appropriation
and commercialization have surfaced. It’s
essential to tread carefully and respectfully when
incorporating traditional elements into
contemporary compositions. Ensuring that
folk musicians benefit fairly from these
collaborations, both artistically and financially, is
vital to maintaining the integrity of these
traditions. Moreover, there is a risk of
commodifying folk music for commercial gain,
which can dilute its cultural significance and
authenticity. Striking a balance between artistic
innovation and cultural respect is a constant
challenge in the digital age.

Digital Divide and Access Issues: While
technology offers great promise, it also highlights
the digital divide. Many folk musicians in remote
areas lack access to the internet, and digital
platforms are often underutilized in these regions.
Bridging this divide is essential to ensure that all
communities have equal opportunities to engage
with technology and share their music with a
global audience.

Copyright and Ownership Concerns: The
digital realm presents complex issues related to
copyright and ownership. Folk music is often
passed down through generations and is a
communal heritage, making it challenging to
determine rightful ownership. Navigating
copyright laws and ensuring that folk musicians

receive fair compensation for their digital work
is a critical ethical consideration in the digital
age (Bajwa, 2021).

Conclusion :

In conclusion, technology is not merely
a catalyst but a guardian of India’s folk music
heritage. It empowers musicians, opens doors
to global audiences, and encourages creative
exploration while respecting tradition. This
harmonious blend ensures that Indian folk music
not only survives but thrives, forging a brighter
future while honoring its storied past.
Recommendations include sustainable funding,
education and training, ethical guidelines for
collaborations, widening access to technology,
and embracing emerging innovations. The
synergy between tradition and technology is a
testament to the enduring spirit of India’s rich
musical traditions. This interplay between the
roots and the future reaffirms the cultural
significance of Indian folk music, ensuring its
continued relevance and resonance in
contemporary society and on the global stage.
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Abstract

Folk music in Sikkim, a state nestled in the Himalayas, has long served as a cultural
reflection of its history, spirituality, and societal values. However, with the influences of
globalization, urbanization, and technology, the dimensions of Sikkimese folk music are
undergoing significant transformations. This article delves into the changing landscape
of folk music in Sikkim, exploring its impact on cultural preservation and the challenges
and opportunities it presents. The research employed immersive fieldwork, including
participant observation, interviews, and focus group discussions, to capture the diversity
of folk music traditions in various regions of Sikkim. Purposive and snowball sampling
techniques were utilized to select knowledgeable informants.The findings of the study
reveal a complex interplay of factors contributing to the changing dimensions of folk

music in Sikkim.

Keywords: Folk music, Digitization, Sikkim Soundscape, Changing dimensions

Methodology : The research methodology employed a combination of literature review, qualitative data
collection, fieldwork, and data analysis to gain a comprehensive understanding of the
transformation of Sikkimese folk music and its interactions with modern influences.A comprehensive
review of existing literature in ethnomusicology, cultural studies, and related fields was conducted
to understand the theoretical frameworks and previous research. Primary data was collected
through qualitative research methods, including in-depth interviews with Sikkimese folk musicians,
cultural experts, and community members. Fieldwork was carried out in various regions of Sikkim,

including rural areas and urban centres.
Introduction

Nestled in the lap of the majestic
Himalayas, the Indian state of Sikkim is not only
renowned for its breath taking landscapes and
cultural diversity but also for its rich heritage of
folk music. Rooted in the state’s distinct ethnic
groups and their ancient customs, Sikkimese folk
music stands as a vibrant tapestry that binds the
local communities together. The major
communities include the Lepchas, Bhutias, and
Nepalis, each contributing their own musical
traditions. Thefolk music of the state is known
for its thematic diversity, with songs reflecting a
range of emotions and occasions. From songs
celebrating festivals and harvests to those
expressing love, sorrow, and longing, the folk
music of Sikkim captures the essence of

everyday life in the region.The musichas been
passed down through generations primarily
through oral tradition. The traditional musical
instruments used in Sikkimese folk music add a
distinct charm to the melodies. The state is home
to multiple ethnic communities, each with its
unique traditions, customs, and folk practices.

Conceptual Framework

The transformation of Sikkimese folk
music has been extensively explored in
ethnomusicology and cultural studies (Pegg,
2001). Theoretical frameworks focusing on
cultural evolution, adaptation, and the dynamics
of traditional music provide valuable insights into
how Sikkimese folk music has evolved while
preserving its traditional essence.The concept

* Assistant Professor, Department of Music, Sikkim University, Gangtok, Sikkim
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of musical hybridity and creolization sheds light
on the fusion of traditional and contemporary
elements in Sikkimese folk music. Preserving
the authenticity and continuity of Sikkimese folk
music in the face of modernization and
globalization is a challenge. It effectively
represents the aspirations of the people, and
musicians often use it to address social issues,
advocate for cultural preservation, and raise
awareness about environmental concerns (Nettl,
2010).

Conceptual Framework

Cultural Evolution and
Diffusion

it
Folk Music of Sikkim

Preservation and Cultural
Sustainability

Social Activism and
Music

Objective of the Study

I. To examine the factors influencing the
transformation of Sikkimese folk music.

2. To investigate the impact of technological
advancements on the transformation of
Sikkimese folk music.

Folk Music in Transformation

Globalization : Globalization have had a
profound impact on the transformation of
Sikkimese folk music, influencing its style,
presentation, and reach (Folk, 2020).
Modernization and globalization have introduced
new musical styles and genres to Sikkim, which
have had an impact on the traditional folk music
of the region (Manger, 2015).

Artists and musicians have been
exposed to a diverse range of music from around
the world, leading to the infusion of contemporary
elements into traditional folk melodies. As a result,
there is emergence of hybrid forms that blend
local Sikkimese musical traditions with global
influences, creating innovative and dynamic
musical expressions (Reynolds, 2010).
Advancements in technology and the availability
of modern musical instruments have contributed
to the evolution of Sikkimese folk music.
Traditional folk instruments have been
complemented or replaced by modern ones, such
as electronic keyboards, synthesizers, and
electric guitars (Bohlman, 1988). The integration
of these instruments has not only expanded the
sonic palette of Sikkimese folk music but has
also attracted younger audiences more familiar
with contemporary sounds (Ferris, 2010).
However, with modernization, performances
have adapted to new settings such as concert
halls, music festivals, and other public platforms.
This shift in performance context (Iddrisu,2011)
has increased the visibility of Sikkimese folk
music beyond its traditional settings and exposed
it to diverse audiences, both regionally and
globally (Baumann, 2000). Globalization has
facilitated cross-cultural interactions and
collaborations among musicians (Bohlman,
1988). Sikkimese folk musicians have engaged
with artists from different parts of the world.
Such collaborations enable local musicians to
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explore new artistic possibilities (Xia, 2019). With
the advent of recording technology and online
platforms, traditional folk music can reach a
wider audience (Hughes, 2017).

Fusion of Traditional and Contemporary
Elements : The fusion of traditional and
contemporary elements in Sikkimese folk music
represents a fascinating evolution that reflects
the region’s dynamic cultural landscape. Artists
have ingeniously woven traditional folk tunes
with the rhythmic beats of rock, the catchy hooks
of pop, and the improvisational nature of jazz
(Hill, 2007). This blending of genres creates a
unique and captivating musical experience that
appeals to listeners with varied musical
preferences (Prajapati, 2018).

The fusion of traditional and
contemporary elements often involves the
incorporation of modern instruments alongside
traditional folk instruments (Lomsadze, 2019).
This amalgamation adds depth and richness to
the music, enhancing its sonic palette (Wang,
2021). Musicians are encouraged to explore new
sounds, harmonies, and arrangements while
respecting the essence of the traditional folk
tunes. As a result, Sikkimese folk music finds
new avenues for appreciation, fostering
intercultural dialogue and appreciation.

Technology and Digital Platforms

Technology and digital platforms have
profoundly transformed the landscape of
Sikkimese folk music, enhancing its accessibility,
global reach, and collaborative potential. With
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the advent of digital platforms and online
streaming services, musicians can now reach a
global audience with ease. Platforms like
YouTube, Spotify, and Sound Cloud have become
powerful mediums for Sikkimese folk musicians
to showcase their music to a vast and diverse
audience, transcending geographical barriers.
Digital platforms have democratized music
distribution, allowing Sikkimese folk musicians
to independently release and promote their work
without the need for traditional music labels (Van
Kranenburg, P., & Janssen, B. 2014). This new
found autonomy enables artists to retain creative
control over their music and directly engage with
their listeners, building a dedicated fan base
locally and internationally. Technology has
facilitated the preservation and archiving of
Sikkimese folk music, ensuring its longevity for
future generations (I Kico, N Grammalidis, Y
Christidis, F Liarokapis, 2018). Digital recordings
and online databases provide a means to
safeguard traditional melodies and performances,
preventing them from being lost to time and
allowing scholars and researchers to access and
study this valuable cultural heritage (Carboni, M.
2014). The internet has become a virtual bridge
for collaborations among Sikkimese folk
musicians and artists from different regions and
cultures worldwide. Digital platforms enable
direct and interactive engagement between
musicians and their audience (de Boise, 2022).
This result in folk music losing its regional
character and blending into a more generic form.
With the ease of sharing and collaboration
facilitated by digital platforms, there is a risk of
cultural appropriation. While digital platforms
provide a global stage for music, they not
always offer equitable economic benefits to all
artists, particularly those from marginalized
communities. Economic disparities in access to
resources, digital infrastructure, and marketing
tools can hinder the full participation of Sikkimese
folk musicians in the digital music economy. The
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digital space is primarily dominated by major
languages and cultures (Brown, 2018).

Conclusion :

The transformation of folk music in
Sikkim is an ongoing process that reflects the
dynamic nature of cultural expressions. This
transformation has been shaped by various
factors and has led to a fascinating interplay
between tradition and innovation (Barz, 2008).
One aspect of the transformation is the fusion
of traditional and contemporary elements in
Sikkimese folk music. Artists and musicians have
embraced the use of modern instruments,
electronic sounds, and production techniques,
blending them with traditional folk melodies and
rhythms. This fusion not only adds a fresh
dimension to the music but also expands its
appeal to a broader audience, including younger
generations who are more accustomed to
contemporarygenres (Miller, 2011). However, it
has various disadvantages when it comes to the
authenticity and interest of youth in the traditional
music in its raw form. Nevertheless the
transformation of Sikkimese folk music
represents a balance between preserving
traditional roots and embracing innovation. It
serves as a testament to the resilience of tradition
and the power of music to connect communities,
bridge generations (Rai,2012), and celebrate the
diversity of Sikkim’s cultural fabric.
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The Elaborate Showcase of the Folk Culture of India in Sanjay Leela Bhansali’s Cinema

Dr. Sanyukta Kashalkar Karve*

Abstract

Sanjay Leela Bhansali, a visionary Indian filmmaker renowned for his opulent
cinematic style, has made an indelible mark on Indian cinema by skilfully incorporating
folk music into his films. Through his masterful storytelling and meticulous attention to
detail, Bhansali has celebrated the rich tapestry of Indian cultural traditions, bringing
the enchanting world of folk music to the forefront of mainstream cinema. Bhansali's films
serve as an immersive exploration of India’s cultural heritage, and folk music plays a
pivotal role in amplifying their emotional resonance. This abstract explores Bhansali's
significant contributions to folk music in his cinema, shedding light on how he has
revitalised and celebrated these traditional art forms.

Keywords : Sanjay Leela Bhansali, Indian Cinema, Folk Music, Folk Culture, Indian Cultural Heritage

Research Methodology : The research method used in this paper is mainly collecting data from secondary
resources. Listening and watching songs and choreography through YouTube and JioSaavn

applications.

Introduction

Indian folk culture is a rainbow of
diverse traditions, customs, music, dance, art, and
oral narratives that have evolved over centuries
within the rural and indigenous communities of
India through generations of transmission of
culture and tradition. It represents the collective
identity and heritage of various regions and ethnic
groups, reflecting India’s rich cultural diversity.
Folk music and dance play a significant role in
this cultural heritage, with each region having
distinct musical styles, instruments, and lyrical
themes that resonate with local communities
(Deva, 1977). Folk dances, such as Bhangra in
Punjab, Garba in Gujarat, and Bihu in Assam,
are an exuberant expression of folk culture,
showcasing the grace, rhythm, and traditions of
different communities (Kapoor, 2022). Festivals
and ceremonies are an essential part of Indian
folk culture, strengthening a sense of unity and
shared identity among communities. The folk
culture of India is a living heritage that continues
to enrich the country’s cultural and artistic

broadening, keeping ancient customs and
practices breathing for generations to come.

Study Area

The eminence of Indian folk culture in
Indian cinema is a testament to the richness and
diversity of the country’s cultural heritage. It is
an entity that territorializes the transition from
the village to the city, from the East to the
West, and from the popular-as-the-folk to the
popular-as-the-massified (Nandy, 1998). Indian
filmmakers have long recognized the value of
incorporating folk elements, such as music, dance,
art, and rituals, in their films to enhance
storytelling, evoke emotions, and connect with
the audience on a deeper level. What Indian
cinema has contributed by portraying the folk
culture can be further understood through the
following pointers.

1. Celebration of cultural diversity : Featuring
folk elements in the films, filmmakers
celebrate the cross-culturalism and cultural
diversity of India, showcasing the unique

*Faculty of Journalism and Creative Studies, Jagran School of Design, Jagran Lakecity University, Bhopal
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identity of each region. Whether it’s the
vibrant Garba'(Desai, 2006) in Gujarat, or
the colourful Bhangra’(Manuel, 2001)
(Gorlinski) in Punjab, folk dances and music
infuse Indian cinema with a sense of
legitimacy and cultural fulfilment. There is
also a great sense of cultural identity and
pride that is created by the cinema as it
evokes a strong sense of identity and
gratification among Indians. When audiences
see their traditional art forms depicted on
the silver screen, it stimulates a connection
and sense of belonging and further
strengthens the cultural diaspora of the
nation.

Preservation of traditions: Showcasing folk
dances, music, and rituals on the big screen,
Indian filmmakers play a great part in
safeguarding these ancient traditions,
ensuring that they continue to be revered
and bequeathed to future generations.

Enrichment through storytelling: Folk
elements in Indian cinema add depth,
profoundness and emotion to storytelling.
Folk songs and dance sequences are often
used to convey the characters’ emotions,
depict cultural festivities, or mark significant
life events.

Merging of tradition and modernity and
global appeal: This blending of tradition and
modernity ensures that folk culture remains
pertinent and relatable in today’s cinema. It
also brings the element that attracts globally.
Indian cinema, with its incorporation of folk
culture, has garnered international
recognition and appreciation. The captivating
music, vibrant dance sequences, and cultural
richness in Indian films have introduced
global audiences to the diverse heritage of
India.

Furthermore, in the modern cinema of
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this century, one such filmmaker of this century
is Sanjay Leela Bhansali®. Sanjay Leela Bhansali,
born 24 February 1963, is an Indian filmmaker,
director, screenwriter, and music composer who
is known for his work in Hindi cinema (Tasnim,
2023). A visionary renowned for his distinctive
style, characterized by grandeur, opulence,
storytelling and artistic finesse. With a keen
understanding of Indian culture, he weaves a
tapestry of tradition, emotion, and aesthetics,
preserving and celebrating the country’s rich folk
heritage. Bhansali has immortalised folk culture
in his cinematic creations, leaving an indelible
mark on the cultural landscape of Indian cinema.
‘If you take away music from me, I'll die’says,
director Sanjay Bhansali on the centrality of song
and dance in Indian films (Ghosh, 2016). His
cinema combines the flourish of a high-pitched
nautanki with the nuance of a Broadway
musical. From the folksy dholak and the classical
sitar to the operatic influence of violin and piano,
his musical platter is always vibrant and diverse.
At a time when songs are not assimilated into
the narrative but remain absorbed, Bhansali’s
films are an exception (Kumar, 2021).

Bhansali’s  films  masterfully
amalgamates folk songs, melodies, and dance
forms from various regions, paying admiration
to India’s diverse cultural landscapes. He
skillfully mixes folk elements with aesthetics and
hence, bridges the gap between tradition and
contemporary expressions, making ancient art
forms accessible to a wide audience and even
globally. One of his exceptional contributions lies
in his ability to portray folk dance forms with
magnificence and originality. In films like “Ram-
Leela” (Panigrahi, 2022) and “Devdas™>
(Chattopadhyay & Guha, n.d.), he showcased
the vibrant Garba, andDandiya® (Schott Séhne.,
1984) dances, and the Natwari’(Venkatraman,
2022)dance in the song Dola Re’(Music Review:
Devdas, n.d.) from Devdas transports viewers
to the heart of their respective cultural settings.
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Through these lavishly choreographed
sequences, Bhansali rejuvenates these age-old
dance forms, infusing them with newfound
energy and appeal.

Bhansali’s cinema serves as a catalyst
for the revival of forgotten folk songs and
melodies. In “Bajirao Mastani™ (Inamdar &
Kanitkar) he revitalizes the traditional
Lavani'’(Thielemann, 1999) dance form from
Maharashtra, captivating audiences with the
exuberant “Pinga”!!(Tikone et al.,) song. By
reintroducing these lesser-known gems to the
mainstream, Bhansali plays a significant role in
preserving and promoting these fading cultural
treasures.

Bhansali’s films also provide a platform
for exceptionally talented folk musicians, singers,
and dancers. Collaborating with renowned folk
artists, he showcases their expertise, giving them
well-deserved recognition and exposure. In films
like “Padmaavat™? the captivating
“Ghoomar”'3 (Ghoomar Dance Rajasthan) song
exemplifies Bhansali’s ability to contemporize
folk music without compromising its authenticity.

Following are a few collated discussion
points that exhibit Sanjay Leela Bhansali’s
extraordinary commitment to Indian folk culture
that contributes to the popularisation of Indian
heritage and culture.

Discussion

1. A mosaic of India’s folk traditions :
Bhansali’s films are stimulated by the diverse
cultural traditions of India, Bhansali’s works
are a reflection of India’s myriad folk forms
like the folk forms and traditions of Gujarat
that have been beautifully demonstrated in
the films like Hum Dil De Chuke Sanam'*
(Chakraborty, 2014, 170) and Raam Leela.
He artfully integrates elements of folk music,
dance, costume and rituals from different
regions into his narratives, capturing the

3.
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essence of India’s cultural vibrancy.

Folk music : One can pridefully say that
music is the soulful thread in Bhansali’s
canvas. Folk music is the heartbeat of
Bhansali’s cinema, infusing his films with
soul-stirring, emotive melodies and poignant
lyrics. He skillfully employs traditional songs
and compositions and Raagas”’ (Titon, 2009,
284) to evoke emotions and accentuate the
film’s thematic undertones. Whether it’s the
spirited Lavani in Bajirao Mastani or the
graceful Ghoomar in Padmaavat which is
based in Raaga Madhmaad Sarang,
Bhansali uses folk music as a powerful
storytelling tool, enriching his characters’
emotions and experiences. Bhansali’s deep
reverence for India’s folk culture extends
to its lesser-known treasures.

Folk dances : Bhansali’s mastery of visual
storytelling is exemplified in his portrayal of
folk dances from different regions which
have already been mentioned above and
described in the footnotes. With captivating
choreography and intricate detailing, he
presents folk dance forms such as Garba,
Dandiya, and Lavani and even classical
dances like Kathak's (Shah, 2005, 8)with
unparalleled grandeur. The vibrant
choreography, coupled with intricate
costumes and sets, showcases the essence
of these traditional dance forms, bringing
them to the forefront of global audiences.

Acknowledgement of regional identity : In
Bhansali’s cinema, folk culture becomes a
metaphor for regional identity. Each film is
marinated in the distinct traditions of its
setting, be it colourful Gujarat in Hum Dil
De Chuke Sanam or the grandeur of in Ram-
Leela and Bengali culture in Devdas and
the Goanese-Portuguese touch in
Guzaarish'” (Guzaarish (Film)) where he
has experimented by paying meticulous



attention to the nuances of regional folk
components, ensuring that his films
authentically represent the cultural diversity
of India.

5. An impact beyond cinema : Bhansali’s
artistic vision and the success of his cinema
has revived interest in folk culture so much
so that, it has inspired budding artists by
inspiring in various art forms, dance
academies, and the best feature are festivals
like Navratri to embrace and celebrate
India’s rich cultural heritage.

Conclusion :

In conclusion, Sanjay Leela Bhansali’s
contribution to folk music in his cinema has been
nothing short of exceptional and remarkable.
Through the intertwining and research of
traditional melodies, dance forms, and musical
styles with contemporary storytelling, he has
magnified the attractiveness and significance of
folk music on the big screen. With the blend of
visual opulence and artistic finesse, he
perpetuates the richness of folk music and
dances, leaving an enduring legacy that continues
to inspire generations. Bhansali’s films are more
than just cinematic experiences as they are
vibrant cultural anthems that resonate with
audiences worldwide, reminding us of the
timeless beauty and significance of India’s folk
traditions.

Footnotes :

1.  Garba (Gujarati : 0|264) ) is a form of Gujarati dance
which originates from the state of Gujarat in India.
The name is derived from the Sanskrit term Garbha

2. Bhangra is a type of traditional folk dance of Punjab,
originating in the Sialkot area of Punjab, Pakistan. It
is done in the season of harvesting. According to
Manuel (2001), bhangra is especially associated with
the vernal Vaisakhi festival.

3.  Also known as SLB

4.  Goliyon Ki Raasleela Ram-Leela (transl. A Dance of
Bullets: Ram-Leela) or simply known as its former

10.

11.
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title Ram-Leela, is a 2013 Indian Hindi-language
romantic action - drama film written and directed by
Sanjay Leela Bhansali, who also composed its original
soundtrack.

Devdas is a 2002 Indian Hindi-language period
romantic drama film directed by Sanjay Leela Bhansali
and produced by Bharat Shah under his banner, Mega
Bollywood.

Raas or Dandiya Raas is the socio-religious folk dance
originating from Indian state of Gujarat and
popularly performed in the festival of Navaratri.

“Natwari Nritya” is also known as Dance of Krishna.
Natwari Nritya is associated with Kathak. Natwari
is a dance from the Purvanchal region. Purvanchal
region comprises the eastern end of Uttar Pradesh.
Uttar Pradesh is the place where Kathak, one of the
six foremost classical dances of India, flourished.

“Dola Re Dola” is a song from the 2002 Indian period
romantic drama film Devdas, directed by Sanjay Leela
Bhansali, and starring Shah Rukh Khan, Aishwarya
Rai and Madhuri Dixit. The song was composed by
Ismail Darbar, with lyrics provided by Nusrat Badr,
and sung by Kavita Krishnamurthy, Shreya Ghoshal
and KK (backing vocals).

Bajirao Mastani is a 2015 Indian Hindi-language epic
historical romance film directed by Sanjay Leela
Bhansali, who co-produced it with Eros International
and composed its soundtrack. The film stars Ranveer
Singh, Deepika Padukone and Priyanka Chopra with
Tanvi Azmi, Vaibhav Tatwawaadi, Milind Soman,
Mahesh Manjrekar and Aditya Pancholi in
supporting roles. Based on Nagnath S. Inamdar’s
Marathi novel Rau, Bajirao Mastani narrates the
story of the Maratha Peshwa Bajirao I (1700-1740
AD) and his second wife, Mastani.

Lavani (Marathi: =irgefl) is a genre of music popular
in Maharashtra, India. Lavani is a combination of
traditional song and dance, which is particularly
performed to the beats of Dholki, a percussion
instrument. Lavani is noted for its powerful rhythm.
Lavani has contributed substantially to the
development of Marathi folk theatre. In Mahara shtra
and southern Madhya Pradesh, it is performed by
the female performers wearing nine-yard-long sarees.
The songs are sung in a quick tempo.

India being a male-dominated society, for centuries
women did not have the freedom to leave their houses.
Only at certain festivals could women gather with
other women from their neighbourhood, when they
performed a number of dances to entertain
themselves. Pinga was one of the dances performed
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during these gatherings. It is also said that the pinga
dance form was traditionally only performed during
the festival called Mangalagaur, a celebration of
newlywed women common in the Indian state of
Mabharashtra.

Padmaavat is a2018 Indian Hindi-language historical
drama film directed by Sanjay Leela Bhansali. Based
on the epic poem of the same name by Malik
Muhammad Jayasi, it stars Deepika Padukone as
Rani Padmavati, a Rajput queen known for her beauty,
wife of Maharawal Ratan Singh, played by Shahid
Kapoor. Sultan Alauddin Khalji, played by Ranveer
Singh, hears of her beauty and attacks her kingdom
to enslave her. Aditi Rao Hydari, Jim Sarbh, Raza
Murad, and Anupriya Goenka featured in supporting
roles

Ghoomar or ghumar is a traditional folk dance of
Rajasthan. It was the Bhil tribe who performed it to
worship Goddess Saraswati which was later
embraced by other Rajasthani communities

Hum Dil De Chuke Sanam (transl. I have given my
heart away, darling) is a 1999 Indian Hindi-language
romantic musical film directed by Sanjay Leela
Bhansali. It was released internationally as Straight
From the Heart. The film stars Salman Khan, Ajay
Devgn, and Aishwarya Rai. Based on
Rashtriyashayar Jhaverchand Meghani’s play “Shetal
ne Kathe”, the film narrates the story of a newlywed
man who discovers that his wife is in love with
another man, and decides to unite them. The film has
also been described as a loose adaptation of Maitreyi
Devi’s Bengali novel Na Hanyate, although the film
itself does not credit it as a source.

Araga or raag (IAST: raga, IPA: [~4 Da]; also raaga or
ragam; lit. ‘coloring’ or ‘tingeing’ or ‘dyeing’) is a
melodic framework for improvisation in Indian
classical music akin to a melodic mode. The ragais a
unique and central feature of the classical Indian music
tradition, and as a result has no direct translation to
concepts in classical European music. Each raga is
an array of melodic structures with musical motifs,
considered in the Indian tradition to have the ability
to “colour the mind” and affect the emotions of the
audience

Kathak is one of the eight major forms of Indian
classical dance. It is a classical dance form from Uttar
Pradesh. The origin of Kathak is traditionally
attributed to the traveling bards in ancient northern
India known as Kathakars or storytellers.

Guzaarish (transl. Last Request) is a 2010 Indian
Hindi-language romantic drama film written,

composed and directed by Sanjay Leela Bhansali.
The film stars Hrithik Roshan and Aishwarya Rai
Bachchan while Shernaz Patel, Aditya Roy Kapur,
Monikangana Dutta, Suhel Seth, Swara Bhaskar, and
Makrand Deshpande portray pivotal roles.
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Applying Digital Media to Protect Intangible Heritage : A Case Study of Bengali Folk Dances

Puspa Das*
Abstract

There are several historic places spread out all over Bengal. Heritage refers to
the passing down from generation to generation of our traditions. Heritage in Bengal is
categorized into two categories: tangible heritage sites and intangible heritage sites.
The author has only addressed the need for preservation of intangible cultural assets in
this proposed research article. Every intangible heritage must be safeguarded for upcoming
generations. Folk dances are particularly significant in Bengal for the specific communities
that have well-preserved their heritage. In Bengal, several traditional dance forms are
honoured at various occasions. They consider folk festivals to be essential to their culture.
People enjoy themselves while celebrating their diverse religious beliefs. West Bengali
traditional dances have a distinct position in Bengali culture. Through their vibrant
colours and festive spirit, they enhance the state's lovely culture. The first folk dances
were either agrarian or devoted. Here, you can observe a variety of folk dances like
Kalikapatadi, Chhau Dancing, Dasae, Gombhira, Patua Naach, Jhumur, Chang Bhung,
Ranpa, Kathi, Raibeshe, Lathi, Karam, and Natua, among others. She has shown in her
suggested research paper how we are preserving our cultural legacy through digital
media and protecting ourselves for future generations. For this reason, we must carefully
digitalize our history through effective management and apply comprehensive policy
making strategies, which will have a much greater influence on preserving legacy for all
time.

Key Words : Digital Media, Protect, Intangible Heritage, Folk dance, Bengal

Methodology : She must utilise research methodologies in her work depending on the purpose of her study

project. She has argued that every research effort must adhere to a methodology. The researcher
has also used hypotheses where applicable. Because it involves the collection and documentation
of data using a descriptive technique, hypothesis data is also referred to as empirical data.
Researchers may use study designs that combine both primary and secondary data. The majority of
the content in this research study was acquired from secondary sources such as books, journals,
government records, and so on. During her academic term, she did, however, visit a museum and its
surrounding areas a few times.She has spoken with people of the community, either directly or
indirectly, and is interested in their thoughts on their culture. She has spoken with people of the
community, either directly or indirectly, and is interested in their thoughts on their culture. She
has also used observation approaches, which is an important component of her planned study

effort.

Introduction:

For centuries, India, with its vast array
of races and conditions, has been a veritable
treasure trove of dance traditions. The majority
of the widespread systems of Indian classical
dancing, which are governed by intricate rules

*Gallery Guides, Sundarban Ancholik Sangrahasala

and demonstrate a high level of sophistication,
have their beginnings in the dances of the
common people, which still exist in as vibrant a
state in tribal hamlets and peasant huts as they
ever did. The Bengali folk dance is simple
without being primitive, yet it conceals a
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profundity of thought and a directness of
expression that are both of enormous artistic
significance. The distinction between folk
dancing and classical dancing, of which the
former is the source, is primarily one of attitude.

There is no conscious attempt at artistic
expression in the folk dance. Bengali folk dances
are rooted not only in the dancers’ daily lives,
but also in their physical environment, which
drives their progress and provides as an
appropriate stage for their performance. Folk
dancing varies in type depending on the climate
and topography of each location, yet all dancing
in India is religious in origin. Even so-called social
folk dances, which are usually related with the
passage of the seasons or done to celebrate
sowing or harvesting festivals, have a ritualistic
component to them and are rarely completely
secular. Religious folk dances display a broader
spectrum of emotion than would otherwise be
possible (Bhattacharya Ashoka, pg 47).

Theme of Folk dances : First and foremost,
there are devotional themes in which the dancers
are essentially worshippers paying homage to
the deity. In others, gods and goddesses are
adored and entreated as if they were important
human beings, and escape from demons and evil
spirits is sought. Scenes from the scriptures and
mythology are enacted in honour of different
deities.

The story of Krishna and Radha, and
their eternal love, has inspired innumerable
dances across the country. Such is the poignancy
of this theme that, when adapted to local events,
it loses its holy nature and takes on all the
characteristics of a romance story with modern
importance.

However, martial and heroic dances,
which are only widely practised among few
aboriginal communities, incorporate an element
of deity invocation. As can be seen, there is a lot
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of overlap even among the three recognised
basic genres of dances. Objectives: In 2003,
UNESCO accepted the conversion for the
conservation of Intangible Cultural Heritage, and
it was effective for heritage groups under the
session of Intangible Cultural Heritage.

Objectives : In 2003, UNESCO accepted the
conversion for the conservation of Intangible
Cultural Heritage, and it was applicable for
heritage groups under the session of Intangible
Cultural Heritage. The researcher has chosen a
few key aims to include such as certain
instruments are required to build a unified
strategy to conservation and management.
Promotion of traditional knowledge systems in
conservation practises and increased attention
to living heritage issues in training programmes
It was expected to raise awareness and
sensitivity to living heritage. Engage in the use
of local resources and traditional practises.
Recognise the artist community that has made
the Chhau mask for Chhau dance globally
recognised, and develop a smart marketing
strategy. To chronicle and preserve Chhau dance
for future generations.

Thrust areas : According to the study, West
Bengal is one of the Indian states with a rich
cultural heritage. A wide spectrum of folk arts
have been represented. Every district has its own
distinct folk arts, which are significant to the state.

Various forms of folk dances based on
theme : Folk dances from West Bengal have a
unique place in Bengali culture. They add to the
state’s unique culture with their brilliant colours
and festive atmosphere. Originally, folk dances
were either agricultural or spiritual in nature.
Chau dance, Dasae, Gombhira, Karam, Natua,
Pata Naach, Jhumur, Chang, Bhung, Ranpa,
Kathi, Raibeshe, and Lathi dance were all
present. Folk dances from West Bengal have a
unique place in Bengali culture.
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Case study (MAP of WEST Bengal) : Here
few types of Folk dances describes in the below-

Chhau dance is a well-known tribal
martial art form in India. Seraikella Chau is the
name of the dance in Jharkhand, Mayurbhanj
Chau in Orissa, and Purulia Chau in West
Bengal. The dance is named after the Purulia
area of Bengal, where it is thought to have
originated. Purulia Chau dance is very different
from its predecessors. Chhau was originally
conducted to commemorate the sun at the
conclusion of the Bengali month of Chaitra. The
dance includes the usage of shields, swords, and
sticks. The Chhau dance is epic in scope, based
on several key incidents from the Ramayana and
the Mahabharata. New themes are offered
every five years.The concept of agility is unique
to Chhau dance. Ulfa is a warlike dance in which
your unexpected rush mimics a surprise attack.
The dance is done in a large circle around which
the musicians are seated, with only one entrance
and exit. The main instruments in this dance are
drums and shehnai. Purulia Chhau dance has
been designated as a UNESCO World Heritage
Site.

West Bengal traditional dances have a
particular position in Bengali culture. Their
colourfulness and festivity add to the state’s
unique culture. Initially, folk dances were either
agricultural or spiritual in nature. Agricultural
dances gave way to devotional and religious
dances over time. Gambhira is a popular religious
dance in Bengal. In this dance, one of the dancers
is the grandfather, while the other is the
grandson. The characters’ dances express social,
political, and moral themes from their points of
view. In addition, there are songs and dialogues
written in both prose and verse. A big drum, a
harmonium, flute, and dhak are among the
supporting instruments. Malda Gambhira dancers
wearing masks are a phenomenon among
traditional dancers. The dance is widely practised

in North Bengal, particularly in Malda (Santra,
Tarapada, pg 162).

Santhal is one of India’s most numerous
tribes. This group is mostly found in West Bengal
and Jharkhand. The Santhal tribe has a long
cultural history and a strong sense of unity. Its
members are primarily devotees of ‘Thakurji,’
the deity they believe created the world. They
move to the beats of music to celebrate the glory
of nature, to raise a message, and to give
prayers. The name of this dance form is derived
from the Santhal community, who are an
important part of Bengali tradition. This dancing
style may be seen in Malda, Birbhum, Bankura,
and Barddhaman. The santhals are thought to
be natural dancers because this dance is an
integral feature of all ceremonies and celebrations
in the santhals community. One of the most
captivating and noticeable aspects of Santhali
dance is that it is performed in perfect synchrony.
Traditionally performed to the accompaniment
of instruments such as the flute, Jhanjh, Madol,
Dhamsa, and, on occasion, Shehnai. The brevity
of the concept and wording is what makes this
dance so charming.

West Bengal is a land rich in culture and
full of celebrations. Almost every region in the
state has its own folk dance and music. These
folk traditions are generally associated with a
specific festival season. One of these is the
Birbhum district’s Tusu dance. It is primarily
practised during the Puasa month of December
and January. Every day, young women gather
together and dance to Tusu tunes. This is the
main draw of West Bengal’s Makar Sankranti
festival. People are supposed to congregate at
the brink of a river or pond on Makar
Sankranti.After praying to the Goddess Tusu,
the person usually sings and dances by the water.
The dance consists of simple group movements
accompanied by Tusu melodies, which are mostly
performed by young females. There is no
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instrumentation used in the songs. The locals
invoke the prosperity Goddess Tusu. It is their
dream that the Goddess’s graces fill their homes
and the homes of their sons.

The Brita dance, also known as the Vrita
dance, is considered particularly precious among
the chosen few. Dancers wearing masks and
swinging swords perform Brita as a gesture of
thankfulness to the Gods following a crisis, such
as recovering from a disease or having a child.
The performance is intended to exorcise any evil
spirits that may have entered the house while
they were gone.lt is one of the most prominent
dances done in Bengal and is also known as Vitra
dance. This traditional dance is performed by
either ladies attempting to satisfy the Goddess
in order to have a child, or by survivors of a
severe sickness. As a result, it is conducted
within the confines of a temple. It is most
common in rural Bengal and expresses a
devotee’s thankfulness or gratitude to the deity
once their wish is granted. The vibrant colours
and stunning costumes make the dance visually
appealing and breath-taking.

In Purulia, Birbhum, Bankura, and
Bardhaman, there are various variations of this
dance form. The dance is choreographed and
performed by girls. The boys play the Dhol and
model. Jhumur songs are fast-paced and upbeat.
This West Bengal folk dance genre first appeared
30-40 years ago. Because of the popularity of
this type of dance and the fact that it is frequently
done during events such as Durga puja, weddings,
and birthdays, it is considered a form of religious
entertainment. The dance was traditionally done
in courtyards. The songs are about Krishna’s
amorous romance with Radha. Dancers also
practise eye movements and other body
components that demand a high level of skill and
competence. Tabla musicians, sarangi players,
harmonium players, drummers, and cymbalists
will be among the instrumentalists participating
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Natua dance is mostly practised by the
Rabha community of northern West Bengal.
Both men and women join in the dancing
performance and play distinct parts. Women
dance to the tune of males playing various
instruments such as Barangshi, hem, Dandi, and
barding. Most of the instruments may be
unrecognisable to people because they are
constructed of natural materials and date back
to the ancient periods. The dancers express the
merriment and reflect the daily lives of the town.
The dance is highly distinctive because there are
many dance forms dedicated to different events
(Bhattracharya, Asutosh, pg 111-123).

Applying Digital Media for protecting
Intangible Heritage (IH) : The documentation
process entails documenting Intangible Cultural
Heritage in its current status in folk art forms,
as well as acquiring necessary documents.
“Intangible Cultural Heritage or folk-art
documentation and dissemination is socially
important and, due to its immaterial specific
existence, requires proper methodologies,
technology, and tools with a complexity never
seen before,” Lupo (2007, para.l) stated. To
ensure its survival, folk art must be continuously
performed and taught, rather than just catalogued.
Articles 11 and 12 of the 2003 Convention require
that intangible cultural heritage or folk art be
recorded. The role of states parties is outlined in
Article 11 as follows: a) Take suitable steps to
ensure the conservation of intangible cultural
resources on their territory. b) Recognise and
define the various elements of Intangible Cultural
Heritage present in its territory, with the
assistance of community groups and related Non-
Governmental Organisations (NGQO’s), as one
of the safeguarding steps referred to in Article
2, paragraph 3. To ensure identification and
safeguarding, each state party must develop one
or more inventories of the Intangible Cultural
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Heritage present on its territory in a manner
appropriate to its unique situation, according to
article 12.This inventory will be updated on a
regular basis. When each state makes its semi-
annual report to the committee in accordance
with Article 29, it must provide particular
information on such inventories.

UNESCO (2011) created a system for
defining and recording Intangible Heritage (IH),
which includes:A. Identifying the elements, which
entails naming the elements in the order in which
they are used by the community or organisation
in issue.- a) a brief title with as much detail as
feasible (including a domain (s) indication) a list
of the communities involved, b) a concise
description

B. Element properties, which include :
Associated physical elements a) Connected
intangible aspects, b) Language (s), register (s),
and speech level (s) are all factors, and c) Origins
as they are perceived C. Practitioner(s),
performer(s), name(s), age, gender, social
position, and professional category are all
examples of people and organisations that
contain the elements a) Other participants (e.g.,
holders/custodians) b) Transmission process
Concerned community of people (NGOs and
others), Threats to the implementation are
included in D. The viability of the elements
includes: a)the existence of tangible and
intangible elements, as well as their source; and
b)the viability of the tangible and intangible
components that are related with it. b)
Safeguards are in place E. Data gathering and
inventorying, which includes: a) the consent form
and the country’s or state’s or group’s
involvement in data gathering and inventoried
data, b) the name, status, and affiliation of the
resource person (s), ¢) any restrictions on the
use of inventoried data, d) the date of entering
data into an inventory, and e) the inventory entry
compiled.F. Allusions to literature, discography,

audiovisual materials, and archives. The
documentation of Intangible Cultural Heritage
or folk arts frequently use a variety of
documenting methods and forms, and the
resulting records are frequently stored in
libraries, archives, or websites where
communities and organisations can access them
(Beylon, Patrick, J., pg. 167).

Significant of the Living heritage study:Folk
dances are designated as a ‘Living Heritage’
because they have been a recurring subject in
recent years. The ICCROM created a
programme on the living heritage of the
Intangible Cultural Heritage 2003 treaty. Chhau
dance was recognised by UNESCO as Intangible
Cultural Heritage in 2010. That is why we must
preserve our legacy because it is still practised
and frequently performed both within and outside
of the country. Living legacy attempts were made
to examine an approach that will allow
communities who are the guardians of Chhau
dance legacy, practitioners, and policymakers re-
orient their attitudes, with continuity of the original
function as the key notion. The strategy strives
to empower the core community and conduct a
detailed needs analysis. The living heritage
method evolved by contrasting the currently
prevalent fabric-based and value-based
approaches. Living Heritage implemented a few
components that will help future generations,
such as-

As a philosophy- It emphasises continuity,
which invariably leads to change, as the
fundamental motivator for the defining,
conservation, and management of Chhau
dance heritage.

As a Process- It promotes a community-
led, interactive approach to conservation and
management by emphasising a caring
community and their value, utilising
traditional management practises for long-
term historic care, and bringing mutual
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benefits.

As a Product- Long-term sustainability in
heritage preservation with an empowered
community involved in decision-making for
folk dances and their future (.unesco.org/cn/
convention.pg.112).

Findings : While reviewing this research
proposal, the researcher noted some important
points that are included in her work. She has
highlighted the issues that are most important to
museums and Intangible Cultural Heritage.
Intangible Cultural Heritage, due to its living and
ever-changing nature, is one of the most difficult
issues confronting museums in terms of
preservation, particularly documentation. There
are some administrative, methodological, and
social barriers to documenting intangible heritage.
She discovered the research pursuing research
1ssues, such as-

Items become a significant component of
collections in museums and are governed
by authenticity, but parts of Intangible
Cultural Heritage live beyond the museum,
under the authority of the people who
practise them, and people, unlike items, are
indeed important.

Many of the materials containing Intangible
Cultural Heritage are in tribal language, so
information or understanding about
manuscripts and documents about Intangible
Cultural Heritage is limited.

Another issue impeding the hunt for copies
of rare materials is the lack of digitization
of rare manuscripts and documents holding
information on Intangible Cultural Heritage.

There have been few attempts to investigate
West Bengal’s rich Intangible Cultural
Heritage. The main explanation could be
that the study demands understanding of a
wide range of subjects such as history,
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Institutional impediments to the development
of Intangible Cultural Heritage

Lack of effective documentation
procedures is also a major issue for the
development of Intangible Cultural Heritage
in museums.

Lack of interpretation strategies for
Intangible Cultural Heritage in museums
Lack of funds is also a significant barrier
for rural museums to effectively manage
Intangible Cultural Heritage.

Limitation : The researcher mentions many
findings. However, West Bengal museums are
now developing awareness initiatives for
Intangible Cultural Heritage in order to preserve
our culture. Every museum is attempting to give
Intangible Cultural Heritage special attention.
They are attempting to engage with government
programmes, numerous non-governmental
organisations, and partnerships for large and
small museums. If museums work together with
community participation activities, the entire
society will benefit. The researcher expects that
in the future, museums, societies, and Intangible
Cultural Heritage would work together to develop
diverse initiatives for Intangible Cultural Heritage
(Dutt, Gurusaday. pg. 178).

Conclusion :

It is hoped that the preceding pages have
persuaded the reader that our folk dances are
an important element of our national culture, and
that they must be kept and promoted in order to
make the present joyful and the future secure.
After decades of neglect and oblivion, India’s
traditional dances are finally being given their
appropriate position in our cultural life. The eager
pioneers who have laboured selflessly for the
cause of folk culture, as well as India’s National
Government, deserve credit for this renaissance.
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Certain folk dances have been reinstated as part
of physical culture training.Dances such as the
Lezim, Phungadi, and Garha haam have thus
been introduced into the curriculum of a wide
number of boys’ and girls’ schools across the
country. People are becoming more aware of
new values and the depth of their own cultural
history by taking pride in their folk dancing. They
have discovered a restored feeling of dignity as
well as limitless possibilities for their creative
energy. This, in turn, has instilled in them a
respect for people from other parts of the country,
so strengthening the connections of cultural
unity that have traditionally sustained the Indian
people.
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The Hybridization of Culture during The Age of Folk-Tech

Dr. Trilok Singh Kulwant Singh Mehra*

Abstract

Folk culture and technology are closely linked, contributing to societys growth and
influencing customary behaviour. Folk culture is prehistoric and is passed down through
oral transmission, imitation, and group experiences. It values oral tradition and reflects
local customs, traditions, and social hierarchy. Technology can change folk culture by
creating new tools, practices, and communication channels, but it often incorporates
new technology into its traditions.

Traditional cultures face challenges and opportunities from contemporary technologies,
such as industrialization and globalization. However, technology can sometimes threaten
culture, as the ease of access to digital entertainment and media can water down or push
traditional cultural expression to the background.It has also made folk theatre more
accessible, allowing artists and organizations to exhibit outside their local and regional
areas and gain global attention and support.

Documenting cultural customs is crucial, and any technological changes should be driven
by community goals.However, it has also diluted culture and commercialized
art. Technology has improved lighting and sound systems, visual effects and projection,
set design, costumes and makeup, and combining media. However, India must find a
balance between modern technology and folk theater s heritage to thrive and retain its

cultural value.

Keywords: Folk Culture, Technology, Documentation, Folk Theatre, Digitization, Media

Methodology : The paper evolve by observing current seenario of fork arts and their relation with
technological advancement. The observation were illustrated through Indian Music documents,
Journals and current affairs came across during the study and discussions with various subject
experts. The idea for the paper also part of my so far theatrical journey.

Introduction

Folk culture and technical innovation are
two distinct concepts that, despite their
intertwined nature, are considered to play an
essential part in the development of society. Folk
culture and technical innovation frequently
intersect in a variety of contexts, which
frequently leads to the alteration and development
of customary patterns of conduct.

It can be argued that a community or
group of people has a folk culture if they continue
to uphold and express the traditional beliefs,

customs, rituals, and expressions that have been
passed down to them. As part of this tradition,
some of the items that are passed down from
one generation to the next include folklore, art,
music, dance, storytelling, traditional theater,
rituals, and other aspects of culture. Traditions
are also passed down in the form of oral histories.
Folk culture is the name given to the traditional
ways of thinking, performing rituals, behaving,
and expressing oneself that are specific to a
community or group of people. Folk culture can
be traced back to prehistoric times.

*Asstt. Prof. in Dramatics, M.S. University, Vadodara
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Folk culture is typically passed down
from one generation to the next through less
formal routes, such as verbal transmission,
imitation, and the accumulation of shared
experiences within a community. This is a
frequent practice that has been around for a long
time.

Study Area

Oral tradition is a significant part of folk
culture. This refers to the method through which
knowledge and other forms of cultural expression
are handed down from one generation to the
next through recitations, songs, and stories.
Because of this, it is possible to preserve the
cultural heritage as well as the communal identity
that has been preserved. Folk culture is often
connected with certain groups or regions, and it
reflects the different customs, traditions, and
social hierarchies of these areas. Folk culture
may also refer to the traditional arts and crafts
of a community. It can take place in either rural
or urban settings, and it frequently has a close
connection to the natural environment as well
as the resources of the nearby area. The vast
majority of folk culture is conveyed not through
official education or through studying at an
educational institution, but rather in an informal
manner within the community itself. Children
increase both their knowledge and their skill sets
when they observe and participate in cultural
events alongside their parents, grandparents, and
other adults in their lives. Folk culture is resilient
and adaptable because it is constantly evolving
over the course of time and taking on the traits
of many civilizations. It helps to preserve a sense
of continuity despite the many shifts that are
taking place in society, and it also gives people a
sense of belonging and identification, both of
which are important.

The link between technology and folk
culture is a complicated one. On the one hand,
technology has the potential to affect and mold
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folk culture through giving rise to the
development of novel tools, practices, and
channels of communication. On the other hand,
folk culture is known to frequently adopt and
integrate new forms of technology into its
established customs and rituals, which can
occasionally occur in unexpected ways.
Throughout history, the development of folk
culture was closely tied to the local environment
as well as the customs and routines that were
carried out by a group. It included components
of everyday life such as folklore, music, dancing,
crafts, storytelling, and religious ceremonies,
among other things.

The appearance of new technologies
has presented both difficulties and opportunities
for traditional forms of culture. On the one hand,
the rise of industrialization and globalization has
resulted in the disappearance of or alterations to
a large number of traditionally practiced folk
activities. Traditional folk practices have
experienced a slow but steady decline in recent
decades alongside a concomitant trend toward
more standardized forms of culture as a result
of people’s migration to metropolitan areas and
adoption of modern lifestyles.

However, technology has also played an
important part in the maintenance, dissemination,
and development of folk culture in recent
decades. For instance, technologies such as audio
and video recording have made it possible for
folk performers to capture their music and
distribute it to a wider audience. Internet and
social media platforms have opened up new
channels through which folk musicians may
connect with one another, work together, and
communicate with fans located all over the world.

Additionally, technology has had an
effect on the direction that the substance and
aesthetic of folk culture has taken. Folk
performers and artists, for instance, have begun
to use electronic instruments, recording
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software, and digital production techniques into
their work, which has resulted in the creation of
new subgenres and fusions. The development
of new tools, materials, and techniques of
production has also contributed to the evolution
of traditional crafts.

In certain instances, the introduction of
new technology has led to a renewed interest in
traditional forms of folk culture. The modern
public has access to a wide number of digital
archives, online communities, and educational
resources; as a result, they are able to investigate
and gain knowledge on a variety of folk traditions
from across the world. Also, the organization of
festivals, seminars, and other cultural activities
that celebrate and promote folk culture have
become much simpler as a result of technological
advancements.

It is crucial, however, to acknowledge
that advances in technology can sometimes pose
threats to traditional forms of culture. Traditional
modes of cultural expression, for instance, have
been watered down or pushed to the background
as a direct result of the ease with which one can
have access to digital forms of entertainment
and media. In addition, the globalization of the
media can have a homogenizing effect, which
can lead to the erosion of distinct regional
identities and cultural variety.

Interactions between Ancient Ways of Life
and Contemporary Methods of Production

The use of technology has the potential
to weaken as well as strengthen already
established cultures. On the one hand, the
development of modern technologies and the
spread of globalization can be damaging to the
preservation of cultural diversity and the
practices of traditional communities. On the
other hand, technology may also help to preserve
and promote folk culture by making it feasible to
document it, archive it digitally, and distribute

cultural information and expressions to a wider
audience. This is one of the ways in which
technology contributes to the preservation and
promotion of folk culture. India is home to a wide
variety of distinct forms of folk theater, and the
incorporation of contemporary technology into
the process of documenting and preserving these
cultural norms has been an important step. As a
result of the expansion of digital recording
technology and the internet, performances may
now be recorded, stored, and transferred all over
the world. Moreover, this is all possible in real
time. This has been of enormous assistance in
conserving the immense cultural history of folk
theater, making it more likely that future
generations will have access to these art forms
and be able to learn from them. This makes it
more likely that future generations will be able
to learn from these art forms.

Through the use of technology, which
may provide forums for the exchange of cultural
knowledge in addition to chances for group
projects and individual education, it is possible to
make the process of reviving folk customs much
more straightforward. It is also capable of
inspiring fresh approaches to traditional art forms
such as music, storytelling, and craftsmanship,
which helps to ensure that these activities will
continue to be carried out in modern contexts.
The emergence of recently developed
technologies has assisted in making folk theater
more accessible to a larger audience. As a result
of the expansion of social media platforms,
websites that enable users to share videos, and
services that enable people to stream videos
online, performances are now able to reach a
broader audience than they were before able to
reach. It is now possible for artists and groups
to present their work outside the bounds of their
respective local and regional communities. As a
result, they can acquire recognition and support
from audiences located all over the world.
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A larger number of people will have
access to folk culture as a result of the ability of
technology to bridge the gap between
geographical and socioeconomic differences.
Because of the spread of digital platforms, people
from all different parts of the world and walks
of life are now able to engage with folk traditions,
discuss their own cultural practices, and take
part in cultural exchanges that take place despite
the existence of physical obstacles. In the realm
of folk theater, the introduction of modern
technologies has made possible expanded
chances for both collaborative endeavors and
creative expression, opening the door to new
possibilities.! Regardless of the physical distance
that separates them, artists are able to
communicate with other individuals who have
similar interests, collaborate on projects, and
share and discuss their ideas with one another.
This has led to traditional folk theater being
merged with modern components, which has
resulted in the revitalization and reinvention of
old artistic forms for new audiences.

The juxtaposition of ancient practices
and cutting-edge technology raises a number of
significant moral concerns. When the cultural
practices of communities are recorded or shared
using technological means, it is essential that the
communities’ rights to their intellectual property,
privacy, and authorization are honored at all
times. This is especially important when the
communities’ cultural practices are documented.
In addition, the requirements and objectives of
the community ought to serve as the impetus for
any technological intrusions in traditional cultural
practices. Because of this, the community will
be actively engaged and have a sense of
ownership over any improvements that are
implemented.

The process of folk culture experiencing
adaptation and evolution has been influenced by
technological progress, which has had an impact
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on the process. Traditional forms of art such as
visual arts and crafts have been reinterpreted
with the help of digital technologies. This has
resulted in the development of new ways to
creatively express oneself as well as new artistic
techniques. Folk musicians, in a similar vein, have
started to include contemporary elements into
their performances. These contemporary aspects
include modern instruments and modern
recording methods. The end product is a
combination of elements that are both modern
and traditional.

Folk theater hopefuls have also profited
from the ways in which technology has made
training and education more available to them.
Technology has made it easier for them to learn
new skills. By utilizing online tutorials, video
lectures, and virtual workshops, learners are
afforded the ability to acquire training content
and engage in conversation with seasoned
practitioners. The passing down of knowledge
like this helps to preserve as well as further
develop the traditions that are associated with
folk theater.

Discussion

There has been a proliferation of
technology in India, which has brought about
many great improvements; nevertheless, this has
also resulted in a number of negative effects,
two of which are the watering down of culture
and the commercialization of art. Folk theater
has seen a decline in popularity and patronage
as a direct result of the widespread availability
of alternative forms of entertainment, such as
those supplied by television, film, and digital
media. This decline in popularity and patronage
may be directly attributed to the widespread
availability of alternative forms of entertainment.
As a result of the rising rivalry for attention in
an entertainment environment that is becoming
increasingly commercialized and consumer
driven, traditional forms run the risk of becoming
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marginalized and losing their authenticity. This
risk is compounded by the fact that traditional
forms also run the risk of losing their originality.
The impact of contemporary technology on
performance methods in folk theater has resulted
in these modifications, which have been caused
by the performance methods that have evolved
as a result. It is currently considered standard
procedure to include in productions lighting, sound
systems, visual effects, and presentations that
make use of a variety of different types of media.
Even if these advancements make the
presentation more aesthetically appealing and
boost the audience’s participation, they have a
tendency to obfuscate the core objective of the
traditional form.

Folk theater is one of the art forms that
has been profoundly impacted by the utilization
of technology, which has had an effect on a range
of other art forms as well. Despite the fact that
live performances have always been the
backbone of folk theater and that there are only
a few simple technical components involved,
recent improvements in technology have opened
up new doors for enhancing and expanding the
audience’s experience. One such door is the
ability to stream live performances directly to
the audience’s mobile devices. Listed below are
some examples of how technology might be
utilized in folk theater:

Both the Lighting and the Sound: The
lighting and sound systems that are utilized in
folk theater have benefited enormously from
technical breakthroughs, which have allowed for
significant improvements in each of these areas.
The dynamic and atmospheric effects, such as
spotlights and colored lights, that may be created
using professional-grade lighting equipment can
be used to enhance the visual impact of the
performance. This can be done by employing
the various lighting effects. In a similar vein,
modern sound systems ensure that both the

voices of the actors and the music can be heard
well by the audience. This is the case regardless
of the type of performance.

Technology Relating to Visual Effects
and Projection: The use of projection technology
makes it feasible for plays performed in folk
theater to incorporate visual effects, animations,
and video components into their productions.
Through the utilization of projected backdrops
and scenery, it is possible to generate fully
immersive environments and to take the audience
to different locations.? The utilization of
simulated fire, rain, or other natural elements,
together with other visual effects, can provide
an air of mystique or drama to the performance,
depending on your preference.

Using computer-aided design (CAD)
software, set designers are able to create
complex and detailed virtual models of the stage
and the objects they will be using. The process
of computer-generated set design is another
name for digital set design. Because of this, they
are able to try out a variety of concepts and
view the outcomes before to actually generating
the sets. Additionally, digital set design makes it
easy to make changes and alterations, which
helps save both time and materials when
compared to traditional set design methods.

In recent years, there has been a rise in
the prevalence of the use of technology in the
manufacture of folk theater costumes and
makeup. Making use of modern materials, such
as lightweight fabrics and special-effect textiles,
it is possible to create costumes that are both
aesthetically stunning and long-lasting. This is
made possible through the use of modern
materials. Makeup tricks like prosthetics and
airbrushing, in addition to other specialized
approaches, can be utilized by actors in order to
transform themselves into fictional characters
or unusual animals.
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Combining of Various Forms of Media:
Productions of folk theater may incorporate a
variety of multimedia elements, such as videos
that have been taped, animations, or interactive
aspects. By syncing these with live
performances, the storytelling, the providing of
context, and the development of an additional
layer of visual interest can all be improved. As a
result of the utilization of a variety of different
media, the audience can participate in
experiences that are not only more dynamic but
also more interesting.

The Promotional and Marketing Process
in the Age of Digital Technology The methods
used for marketing and promotion in the
performing arts have been substantially
revolutionized as a result of technological
advancements. By utilizing social media
platforms, websites, and online ticketing systems,
folk theater companies are able to broaden their
appeal to a bigger audience and promote their
shows. As a result of the fact that digital platforms
make it possible to share content such as
rehearsal footage, behind-the-scenes movies, and
interviews, fans are able to have a more personal
experience with the production.

Results and Conclusion :

It is crucial for India to locate a happy
medium between the incorporation of cutting-
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edge technology and the protection of the historic
roots of the country’s folk theater. Folk theater
has the ability to continue expanding, thriving,
and keeping its cultural worth so long as it takes
use of the benefits that technology brings while
still paying attention to its traditional roots.
However, in order for this to happen, it is
imperative that folk theater embraces technology
without abandoning its traditional roots.

In conclusion, traditional culture has both
affected and been influenced by technological
advancements. In spite of the fact that it has
made the maintenance of old practices more
difficult, it has also opened up new possibilities
for the documenting of collaborative projects and
the interchange of cultural ideas. The dynamic
interaction between traditional culture and
modern technology is constantly shifting, which
in turn shapes the ways in which people in the
modern world comprehend, interact with, and
transmit cultural legacy.
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e gd, gded, udeg= dA1 Aragiiie A
Si. gsgd furdr*

M- AR

e et H I WG @ AT W e, HEET T §9d AMandd SE &
v% 1395 qeel Bl GG B 737 8 qaqrT G 4 g & HEeT SR AT &l Pl
gefcd §IGIR H e HEe HI & YACT SENT 7 YT [ABr & TN, Wivplae gded
P IS TU—0Ul P IR BT &/ forTd i FIIT ST g vyl T VI
V% HEdYUl SU—&F &/ 391 WIS AR & VBIpd SUIe & w9 H dld Wil I &qad
®Y ¥ faeErg /a1 8 ORI dle Wiid QR sifefdy @ dINeT WrEifoie e AINaglad
yseq W Jsd gV 4l Ve @awfie e of oidl €/ I8 weplan gded & Wl JeET
TAT FTHE BT P 1R ST 7 AT &) T F ANplod IAe & HY H dld diia—
HATHBT], FANGTT, [a9Fd, AldHHed, TaTIHBd N SfigT el o [@yar @1 genar
URIET PYaT & Seral Wcd FiHT @ AETH W FARGT & AR—Ar] §9 &3 B BT
I vl & i wieT oo & gar 7 @iia—afaar @ v ardl 8 aie did gy
SFIgH T HOGT FHE P 1T AT H—ANGIID qoAl & FVAIANTT B U FATE ST
Afefa graT &1 %7 SIeTT 81 Wabd &, WIT ST 81 WhaT &, FIR G §7 Wl STpyl 7
& wifid @ arer ST gid 8

$9 T2 @l GICTd v gV GHI HBR & WNGlad Ticdl &g old Wild GARIE
BT JFET Y1, ST e BT Y HEcayqyl ATGHIIE S &/ dld dvgld § IRT gded
wdeTelier gld & Siiv O & GINT Hou Torrerd &1 V9 ARG gdcds st arEre # ae wiia
PRIH O SEaIdd Sele Bl & Telrd XA & I8 q2F WINpldd gdcd SR &
ITE HiSel @ o7y HIRIFIE & WIvplad e e [Alde wvpladl & qel dcal dr
TAGIE & AT & o7y HIeplad Gedpl I dig H0T & 9 Aadrd &l HIad [FeliRa aedl
& T TTT 3BT § Sreferaverr I i ST PNl & | $HBT PISITqvl SUIT GAT JET
P FGET U9 [AUUT GO P aerd eEdr &

wvplae gdeT 4 dle iid Gaw qrqge Scqrel H W VP &/ I8 [Ivd— URIRS
TR, oo, IBR, GHEIGE, ANGIdd qodl, ¥Iee BellcHd HIds, dld ST SN
YHRIE H g Ud arvdlde U ¥ HEINId §Idl &1 §%7 discl @ [FHIT SV @raiie qored
& gurdl @ W B B B 177 FIT, SIS, 131 HEET SR [T T TSI wrer
qv IYqga i # @rge Far a8

&Y W& : WId ged, qeE, srelegave], Q9T quel], e, wivplde Sers |
ufaf®r : gvga Avg & @l siguaerar @1 gitc @ 99 ARETHl W SUGTEl WEIIE WYl ABY SR
TG GV [HaT TIT
TRie SEUN & U DD UG $ wU  HEgH I HARSH & AIF—1 $9 G241 Bl SIHDRI
H G §RT HoATAS], AR, foR™ad, Afdeqed, +ff g &var 2 (Stipanovié¢ et al, 2020) |
RAATHBAT AR SHa—Iell S fAvdl o T reiqemsor & adam™ 2R ¥ wes gRT SRia—dfr
ST V&l & et § oy < o wdes, i @ ®1 Al U AHHIaR /9 9T gan 2 | Wi, WA
*3rferssTdT, dferd wall AaTg, 7eff gaFe AR fafderney, somR; favrmead, FaeR diid do 3Rt a9mas o

ST6 Y HEIfAeed, SImaR
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AT HSAH o & dra AHTSTh—ARE 0D ol &
XATARYT & fTU Teh WTd SMMER T AIETH &7 © |
QAT 37T BT AHhd &, AT 3T & Fhdl & AR
ST 39 T ey n # i @ arer R oik Ry
T B © AT WGP AETIT B gRT U
fafere srpyfcr ¥ WRarfad 8ril 8 (Ranade, 2003) |

qoA T H WRied © &3 § Je§ee 3R
fAUvE ® eM® I Ul B Tieh ok H 78
OIS B R8T & | Ued WEEd & GRM, ARGBIID
Tied & b3 AV &3 BT gerar fA1 i a7 ®, o
¥ Hfid & AEayol Iu—&F 2 (Stipanovié et al,

2020) | 31Tt ARfIfae Ried & e aoiR & U6

IS & w9 H <@l 9 o & (Fanetal, 2023) |
RURATA A AU AMBIT Td STA—HA—RST
et & wU H AMINTE TAT ARGAaD gie I
T AR 312l TAdx qofae faREmM™ET &
R & | Tbeileh] ATSIEN, SaRe BRI—ATSIT oIl
Gd—AR TS R & JqTd TR & R W)
T WIS BT R HeeT—3I0Terl, TRBHT AR Hihicrd
IR @ JaR & oIy SITedhdl 98 3R 3
QRIS ORI & WU H WRITHI BT BT Bl
=

WA AR R GCd ARGIID ATHYT
G @ AT 81 9491 2, Sifh afe wded &
SR AR IR SuaTed & df S <wil 1 | 39
&1 ¥ I Y Tl UBR & Apid RTh 5
T JMAS &7 Feud BT ', oife diid IRk
RIehi 7 Bellv ARERID HRIBA! B ARG B
T E | ARpia 9 IR wies «ifd daeefia 8l
2 3R U9 IR W1 Aikgpfad qou domerd 21 W
WRA wied T BrRisH SN ST &I TATT B
2 | I8 720 ARPIs Tied SR & forg UNifiTs
P AN IROT & AT HEiRT dRA B v ST 2,
N O e A § srefagavern o 1fy g gid
2 (Lashua et al, 2014) | & cm%ldtgyi SRIEN
Rie ST &I T&eF Td fauord qommelt &f agaferd
TGAT B | ITOT RIS TIRATS T AT BRI BT

IR §RT ARSI AU Y&T B H P16 Alhd
2 | WT FHRIE 9 SN &I S & T A-RSH
D A ARRIIH &I, A Pl
SIF—aAs™ & oIy @ldfi § (On the streets of
Chennai, 2023) | fafi=1 <eif # smaiford g9 arel
IRIE HEIcAd T RIBR ATA & AR & W0 H BRI
PR B | ARl # |/ A= <iforan, O Rara,
JRARTRAT, AT, URARE 97 38T, WU AT
| R B &, 12T 1 91 6T H HaTg Ha gU
A o 8| Wed & SRM |iEiiie IS,
BRI A 9T &1 AT Gl Bl Teb ATRR AR
B [T 8, AT &, I QI DI ST DI TS U
1, Y S I BT, T IIRAT AT 41 BT & |

=g & g QW & AT WRA BT ApfID
JMET—Ua™ AT U & (Shaika, 2021) | &faror
f¥ed S § orft f AR & STHenfadt € o
MG 2 fF 9 RA | MR 99 Y & | Aigfis
AU AT FHGIAIE bl [AHRT 7 Had
IR, 97T AR & & & 9 2T & 31fg Wi dret
A & BI qAT HHT $ADT Th ATl Fel W8 & |
IR i 7 S0 Afd & W@, gam, g1 anfa
Tcdl BT FATT AT 3T aTell | AT TNT Hedhlel
B! U THE T © | MR GARI & BRI 54 HH
AT THTAT A ST vl & foTaiel ARAT S &
T, STTA—TTI, TTel—STaRelT e areli § 3fd ¢
gRac fy (Karanth, 2020) | SR MR Ffid
H W, IR, padlell o) Siforal d, RiaR 8
IRIE SN el H, 4, IRUREl, 3, Aok
IS I, TR, ARG NS dTAl, I &
o # arfia gRad= fawrg ad & | S0 | a
B Jdrel, &1 HHM Ugld, ©: YA Hl ORA™
FAT—HOTe BT Y9Td MR 8 | add= ia
S JIRT FAIRA & o2 dlles 1fief gIRT SfTeard
3 T 7 | T2 Aipfad WIeRIRh BT ded wies
@ 7 & BT ARG T Ueatfad & 8 | VeRid
WU 91 A <9l & e 7 IRER - &
FNTBHRI IR HATHRI BT FReTT e Ry TH =g
N fA R goT & | IR IR TR el H S-S0
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Tl BT BT AHRT T8I oIl AT © (Rangarajan,
2019) | FMd TR IRT—PRYA! AR TP AT

gRET W AFel— 4a8 (ABRTS), |dTs ITwed

AR T Jeicad— T (AERTS), HaviT Scid—

B YAT BT TH VR, UMb, BT,
TIfhed™, Sodfhedd 3R X9 b & Ad |
WL AR R W Td HeGH PR Fobdl & | 9RA D

Tefacel , JMS.CIAL T Scqa, Ufed F-IRM ARTRM
T IHI— BaxIEIG (AT, A<dh FId Scad—
JFBHCIETE (TORTA), T HelcHd— aRTORI, T2T QT

R BT 99Td RIMR, 4T, SSHRRAN, 5,
T, ST, GATH, HHITSAT ATS 2T Bl Aphd H
HEH PR Fhd © | G H FITHRI & IRER
Red wor & U H fe@rs < § | Tordl qoi gl
HIT &1 4RI & I A i e amerdl & 4
Pl ¥ & wU H yaR Wi wed § yafed
TRURTS Bl Y TRIBT F AHRE Fxar 71 F 9@
fafr=1 <2l & A1y IRA & ARGlID THEI Bl
AT BT G2 € |

i & et FHRIET qer i A, g
TR S FOIRI A= amigs! Pl BT & |
# 7RE feaiia 59 SR A § B ATl o T &
AR AT 91T o 2 | ot & RAT difad § &
e w9 e fAferad wiew fadw 9 e £
Hifedd SexAYFA iul BRead & 2—5 fAferas
DT A UH [A8Ts Wes 2 | e Fid | Srfed
WRieh! & foTy Ue T JH UG © | $HD IfelTal
A 33 3 I BRIHH 2 T T, T i
HTPYY BT D5 VB © | AR AT AT B
JMEATH TAT ST - NARS MHYT F FATfAT
BRI T MMHYd 8 3 § 9 dhael IRd 4
JfYg faget 3 ff IR s Wi & e
I T B g § | WRa H AT T
R fCreh A AT HHRIE F7H gl T Sid—
Bl (BICH), AHGAYRHA IHI— HETdel YA
(@),  fremiEl Scag— favdHayRA (i),
ARSI Sod— fReaRd (dferrg), Tl Heled,
JTRT (SH.), RIS ARTEA— TR (AAeITg),
wfcr Fidcad—faoadyRd (bve), Hbe Hied
T FIRIE— aRORT (IT), TRERGETH SIRTE—8+!
(@PTC®), AeTH W T3 o=Ts (@A), BRace™
I AHCH—STTeRR (TSTE), TR FHRIE— TalfeRR
(AR, SR W FHeT— PIetdrar (d.4.), Wl

D IAH I b IR b Icqd ! fawga
W 3R Afde Hewd, Jau T =TI AT ST
3MMaTTF ¥ |

AT Wied AN & wdga H fawga qen
e AT STl BT e & o faa wRy
BATBRI & W BRIHA, ORI T F9RIE,
HIIRTATY, T, AfSA—ANSAT Ieae 3nfe 2 |
T gRT ied ¥ ATUdh gA1dsiT—e 9Td Usd 8,
T Wied & §ad WIgd SdIal H Uh © | I8
faRTEId— URUR® T, o, BR, BT, H¥
IR FA—HHT [IRIY JRITeHT H Heol Ud aafde
wY 9 Y& o sffierh sl 2 |

HMa wied &1 FaRerd Jeud 7 dad
IR AR gHS! fager Afa & forg, srfig wwyel fase
@ <2 DI AHRD, AT TAT STl Tors BT A
HeqyUl fdg 8, N¥® gRT ISR T4 ARG D
AR BT T 1S Bl & | IR bl Foll1 § A1
IOTRRIE T TAT 3ATh YD IhRYT fABRAT PR B
forg fafer= of¥rTs <o & A1y JgaR ey eI
fPd 8 | IRa— g1 eNfia AR Wi ddel
SUHBTE Y H & 3T UaIehRoT 3R YRS <l
@ dI= &5 WEdN Bl gorar e | Aifer,
AR, ToTfde, Hifefcae, 3o, waiaroi
TSN BT W Ud AR & HgR AR G
SR HAGATHD SR ST Fehell © | AARS W A AT
AR B TR de dffgs Hai R doiqa H31 a1
eI 2 | foRT greie AiRapiie qHwud g
< D AT AT DHRAT I FHII BT, AIAT 5
TR & Red Riw sraeRarfadr 413 & v o & |

AR T b1 59 farfast d& ugamr 4

EB e[ Alael & AHicerd 9l ATaedsd 8 R
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G IfAeiR, SSIYDRR, TfFUNQAl 3PvSd, UGH]
GIHUH, DFeRYT HETUT, RiagarR M, faRHedrs
G, gegated, AT UM, Fomferl ARMS,
fawrers RRrell, Sfes Agdr, iR gd+d, «mEr
T, FfRT Sl 1S Seoraa & | wiih TRy
@1 3 sfEe, v wifid & I A8 EiideR
Sl fa=g W # wRelra A 1 ufg a1 faam |
3f+Tep I AT b 3fefeh YRS A TSl &H I
& I 3P Ud Wi Ha W VP SUHRH R D
®Y H IR PR DT AT G U7 E E |

A H BRI aRRYE A 8 R S @
AT BT g8t AT € a2 &6 Ua ¢ RR & o
xR Y, W & rE By e far ¥ | g9 uepfa
ERT Y fbU 70 59 HeM 3/aa” o1 SudnT o fbar
2, G& BT {O TMeTs A dacidR U Fe8 Tqa &
w9 #, UH dffad #9 W B SW | Gia-uH
MU W BIF, Ueid A7 1 Sl IR IR A
DA oIt T fR1eror B T fAdRid w1 3= 21
e a1 SRTea wieq @ ik | &l
AR BT & | faRIY w0 ¥ 59 99 I 3R o
THRIB] B AT HRAT 988 Aol ©, Fifh
AHRITHAT 3R ATETE TS Gl & | AFG A4
@ YAGiaT B ATH W Bl B ARG 2 |

forsamd -

@ha @1 fae Are—eih urafae w0 |
|F URrEalTd 2 | Hell AW FHISl DI ITaTIdHdl
T TAEG—ARF B AaifId SRR Wy T | eafsy a1
HIeTRATerdT ST &l W @1 Siad SuRerfa #
a9 B & fog Py w71 Fa war
ARPRS 39 & &F A yaied skl gy ool
JEIIUS P YHYAT UG Bl & | G Td 3
Redl &1 T9g 91 | BA1 =13y | Fi¥ed s 4
I BT 3P TRATT 59 3R HRING & offhT Tevrs
IR HIGHT & A1 §4H AR BRI B A Q9 Bl Y

Ried M Ud Ifge Ha W nfafited urd g1 |

wied & 9 IMYFd Alsd & T iR
BT YOTTell & T9T @7 | BRI B @ foIy
ST, 3o, foRi wee 3iR fi=ror anfe
YSIHIT B1aT BT AT HRAT TP 2 |
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ORTd &1 G : ATATHAD 3 BT Fid

Si. fazare fasgeur |a*

AR

TRAT FGId H GRATHT U9 Gid Bl ST Aewaqul YT QAT AT & ST e
IV s S Prw H & FNE BT Fpld BT AT ST & SH! BT YT 8, HRAT
13l | HI eMHBar IV ST Tg% ATAT # URll Sl & forH IRT @ cla AT MY
A & | YRG—4R H cld \d @ B3 HPIR UIY ST & SV H W H GRETCHT el Tl
PRV TF V8 & |

THCAICT, EIGIRST, v d, MR, GE Wi, FETA, HaTe, W&, ie—SRINl $If]
g & | Fr=i—f=T T @ 316U, fI~=1—a=T ¥ &1 sTgqla 817 6, ST Svefad &g fafr~1
gHEN & e Gild Rde H STY v $9H aivld dravg il ArIa—AIadT delr
SIRTEGT—RIa%], Givi— ¥7TarT 1B, YIqrT 4R, 37T &1 §la ¥ T g7 o wHl
VT & G SEAcas STl B VEdl &)

FIH—HerS I ST U9 AT Avgpld & [T & Wy wislfoid @ W &I b,
3T BTH YR ApIT @ Ao gH TAT ST P 518 IN 4l Forgd &, VT el

sifaerifr 78l srft |

& W& : ORI, ol Apld, clbeild, GYHICH] SITEITCH, ST

wig yfafr : gorers, e seagT (Case study)

SME—&A : ORI BT Al A

AR AR H &3, JATEATH Td URATHT
BT AT FE@YUl iR |AfuR = faar w7 |
AR HIRIT H BUT—h0T H $TAR BT 9T AT STl
2 | AERfT o ey sy i, fafdre it &t
T o fAmRAd Bl B, for Afa—Rarst, aer—sq,
JER, TS & AT Bl A AgdqUl HU H FHIIE
2| I8 WG BT AT BT B | 37 TR detrait
# ff TI—avg & ©U H $TIR BT ¥IF FauR 2 |
IR | SMfearil qoIT dleashia 3 yeid & ura
T SMMDIT, YA, a1y, Siel, T2AT AT BT W YTl B!
S | S 9id f A9 W Pl A Aghd

P FIHU Ud IR WY | ST &fFd Sitas # a1md
ST §RT A8 ®U I &7 1R [ RAc gafT, a8
BTl BT il U & | ST Remi gRT ol Berrsl &
3Tl B NS IR oY BT TRE Te8 AT
| ST T, 3R 11T ST I ot ¥
fpaT T, 98 BT BT AT WU B | 3T A
BTl B IRE T Bl & W aT /U—ATbaid
T I G 919 S |

YRR G @ AT o1 gfcery adrdr &
f e @1 § iR @ ®oR uRsMm @ 919

YRIRG, AFR®S UHT G B B ol ATIIgof
e BT Uit 2g AHfEd WU A TR—F—araT—d=

FRAT 2| 39 FHasl I A= AregHi | siferds
BT 2, OTH et ff Faifae 2

HeTsll d JEId: & WU A ST A 8

BRI o T A el 17 | S FHY ATHIT
& WY H W Mg SaT § gaferd 9, 9 ORe, 98
AT WTITcHS U § FoTRd 81d 1 | 7 S9d, TR

IR T Ao, AR, fSuchie 8if sRgiea RIV®, Bdoc! 3 WBIFNT 31cH, AERGT FASIRTG

SRS st arar
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H Y, Seal & 1Y WHEd WU I TR S o |
e1fHe ud, gor e Il # fafne Rigid & srgarR
S TAT TAF—ITIRT b SAR—AGId & A1 ST I
MY S o, 872 ATh—TId Bl Hig JHT 147 2 |
T I Iy AT W OURATHT eI
Tepfcl & URYEd H B A e, b WX
TS BT AT AT | SHH HFB IRac AT 377, IHDBT
I MY 97 | ) AT & QMR TR Gid & enfe
T FHAE' BT e g | A BT ST ABEIN
% WU H B 8, Sl [AHNIT Bld—ald AT Wi
T | TR IRT—HIT 7 ST THI0T Y HI[G & | B3
IR AT U 8, S fonedl wenfoyaes ol et <1 oy
£ | 39 31 # ueTe), Hfs, ARe, <9, femad, e
IS gfe FHIfaSe 8 | 31a: Aidsiid Ire S
| Al 9T 8, VAT HEAT e T8l © |1 ARG
I Uy AR Rienm # g g, fh afdd drar 9
B Aifdhss i arRaca # o1 | S &l FIetshd § &F
AG—MT & H I S T |
BT Aldh A S <L $ I8 dlel S & gRT
&Y IIAT SR ST BT AT B AT == v
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Kaadugollara Padagalu — A Study

Abstract

The study on the Kaadugolla tribal community s folk song traditions (padagalu)
provides valuable insights into a unique cultural aspect of this semi-nomadic tribe in
Karnataka. The Kaadugollas’ distinct lifestyle, residing in the forest fringes, is intricately
tied to their traditions, worship practices, and folk songs. The significance of the Ganey
musical instrument in their community and its various types used in different contexts is
also explored.

The focus on the padagalu reveals a rich tapestry of themes ranging from the
community s problems and miseries to their beliefs, celebrations, rituals, festivities, origin
of clans, legends, stories, and sacrifices. This collection of folk songs serves as a cultural
repository, reflecting the experiences and values of the Kaadugolla tribe.

One notable aspect highlighted in the study is the role of women as custodians of
these rich folklore traditions. Their unique style of singing (Pada) adds depth and
authenticity to the preservation of the community s cultural heritage. The efforts to
document and preserve these Padas are crucial in ensuring the continuity and wider
recognition of the Kaadugolla tribe s folk traditions.

he celebration of local elements such as food, dress, village culture, and moral
values in the folk songs demonstrates the deep connection between the Kaadugollas and
their environment. The cultural heroes, Junjappa and the Veeragaras, hold a special
place in their narratives, contributing to the overall narrative of the tribe's identity.

Overall, this study not only sheds light on the cultural richness of the Kaadugolla
tribal community but also emphasizes the importance of preserving and promoting these
unique folk traditions for future generations. The documentation of their padagalu and
the exploration of the Ganey musical instrument contribute to the broader understanding

Vasu Dixit*

of the diversity and vibrancy of India’s tribal cultures.

Keywords: Kaadugolla, Padagalu, Tribes, Culture, Songs, Junjappa

Methodology : This study is mainly based on Primary sources like Interviews , discussions conducted during
visits to the site. This paper is descriptive in nature.

Introduction

Key points in capturing the significance
of folk music in India, emphasizing its role in
preserving cultural heritage, transmitting oral
traditions, and reflecting the diverse aspects of
human experiences are

1. Cultural Richness: India’s cultural heritage

2.

is depicted through its age-old customs,
traditions, myths, legends, and legacies. The
transmission of these traditions occurs
through an unrecorded or undocumented
oral tradition that is passed down from
generation to generation.

Role of Folk Music: Folk music is

*Singer, Film maker, Vasu Dixit Collective & Lead Vocalist of Band, Swaratma # 239, Vakil Garden City, Kanakapura

Road, Bengaluru

**Founder Director, NIDAM (National Institute of Dance, Art & Music) and Research Scholar, Department of Performing
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portrayed as an indispensable part of
folklore, providing a rich treasure of human
experiences. It serves as a window into
human psychology, relationships with nature,
and the individual’s adjustment to their
culturally constituted world. Through folk
music, one can understand social, economic,
cultural, and religious norms within a
community.

Mirror of Society : Folk songs, as a major
component of folk literature, act as a mirror
reflecting ethical and aesthetic norms,
sense of values, and people’s ideas, ideals,
hopes, fears, aspirations, and superstitions.
They offer insights into the collective
consciousness of a society.

Medium for Upliftment : Folk music is
highlighted as a useful medium for the
upliftment of common people and the
reconstruction of the nation. It plays a role
in reinforcing national identity, cultural
uniqueness, and a sense of belonging.

Diverse Nature of Folk Songs: Folk
songs are classified into various categories
such as recreational, situational, seasonal,
occupational, celebratory, or obituary. They
accompany daily activities like cooking,
fetching water, tending livestock, and other
routine tasks. This diversity reflects the
multifaceted nature of Indian society.

Contribution to Development : In the
context of India’s agrarian, multilingual, and
diverse character, knowledge of folk
institutions, habits, customs, traditions, and
culture is presented as a significant tool
for motivating the masses towards
development.

Abundance in Kannada Literature :
Kannada literature is abundant and well-
preserved in terms of folk songs. The variety
in themes, content, and forms within
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Kannada folk songs (Pa Da) showcases the
richness and diversity within this specific
cultural context.

This underscores the multifaceted role of folk
music in India, portraying it as a living repository
of cultural expressions, a bridge between
generations, and a reflection of the country’s rich
and diverse heritage.

Tribe And Folk Culture

Tribal Communities : Tribal communities are
generally characterized by their adherence to
traditions rooted in a common ancestry,
highlighting a shared cultural and ancestral
heritage among their members (Ramaswamy and
Bharadi, 2018).

Distribution of Tribal People in India : In
India, tribal people are found in various zones,
primarily residing in hilly regions, valleys, forests,
and the Western Ghats adjoining the coast.

Geographical Location of Kaadugolla Tribe:
This study specifically focuses on the Kaadugolla
tribal community indigenous to Karnataka
residing in hilly regions of Tambugnatti village.
Despite being part of the diverse cultures in
central Karnataka, this tribe stands out for
maintaining its own traditions and lifestyle

Objective of the Study : The primary aim of
the study is to highlight the uniqueness of the
folk song traditions (padagalu) of the Kaadugolla
tribal community in Tambugnatti village. To focus
on the cultural and musical aspects of this
particular tribal group and set the stage for a
detailed exploration of the unique folk song
traditions of the Kaadugolla tribal community in
Tambugnatti village, highlighting their distinct
culture and the significance of preserving their
traditions within the broader context of
Karnataka’s diverse indigenous cultures.

The Kadugolla tribe is characterized by
a rich amalgamation of diverse customs,
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traditions, culinary preferences, attire, livelihoods,
familial occupations, and the myriad experiences
shaping their physical and mental realms. Within
their unique tapestry of life, they exhibit
distinctive lifestyle choices, sartorial expressions,
dietary practices, professional pursuits, traditional
rituals, literary expressions, artistic endeavours,
linguistic distinctions, religious observances,
judicial systems, belief systems, and cultural
constraints (Renuka, 2021). Residing in their
compact Hattis or small settlements, the
community has meticulously safeguarded
significant aspects of their heritage, including the
‘devara gubba’ or place of worship, the ‘aavina
goodu’ where their cattle are housed, and the
nomadic way of life they have maintained over
generations.

There are a number of researches by
national, local and foreign scholars on
‘Kadugolla’ tribe, up to the present day. The first
recorders of Kadugolla are the British officers
Francis Bucknon. B.L. Raise, Edgar Therston,
Luzy recorded “the Kadugolla tribe, their Culture,
Profession while they started the survey and
estimation of South India (Renuka, 2021). A
complete study about the culture at Kadugollas,
was first done by Shankara Narayana.

The Kadugollas uphold a unique belief
system that excludes idol worship from their
religious practices. Within the confines of their
gubbas, they pay homage to their ancestors,
specifically venerating those who made
significant sacrifices for the community’s well-
being or bravely defended their cattle (aavu)
against wild animals. The Veeragaras,
celebrated in oral narratives, were predominantly
cowherds who engaged in battles against wildlife,
hunters, and landowners, often laying down their
lives in the pursuit of safeguarding their pastures
for the community’s livestock.

These revered martyrs, known as
3 b T :
veeragaararu,’ find special acknowledgment in

Kadugolla Hattis in Karnataka. Ettappa,
Junjappa, Siriyanna, Honnemarada Eranna, and
Kyathappa are among the Veeragaararu whose
valour is commemorated. The folklore of
Kadugollas, encapsulated in traditional songs
known as ‘padagalu,’ delves into diverse topics,
including local cuisine, attire, village culture, and
the promotion of moral values. These songs not
only draw inspiration from epics and great poetry
but also preserve words that have endured over
centuries, reflecting the cultural heritage of the
Kadugolla community.

The musical traditions of the Kadugolla
community are intricately woven into the worship
and reverence of Junjappa, their deity, and the
Veeragaras, the martyrs who valiantly fought for
the community’s welfare. Central to these
ceremonial songs is the compulsory
accompaniment of the Ganey, a musical
instrument believed to have been bequeathed to
them by Junjappa himself. The Kadugollas
consider this instrument sacred, symbolizing a
connection to their cultural heritage. Mastering
not only the art of playing the Ganey but also the
compositions that extol Junjappa and the
Veeragaras, the Kadugollas walk the path of their
cultural heroes with a sense of sanctity. Similar
to the ‘Kamsale Padagalu’ dedicated to Male
Mahadeshwara Swamy and the ‘Gorava
Padagalu’ in praise of Mailaralingeshwara, the
Kadugollas perform ‘Kathopajeevigalu’—sacred
compositions sung in praise of Junjappa. These
musical expressions serve not only as a
celebration of their cultural identity but also as a
form of devotion and homage to the revered
figures in their community’s folklore.

The Ganey, a revered musical instrument
measuring five feet in length and thicker than a
flute, holds a special place of significance among
the Kadugollas—a semi-nomadic tribe residing
on the peripheries of the Tumakuru, Chitradurga,
and Hassan districts. As cultural ambassadors
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of folklore, the Kadugollas consider the Ganey
an integral part of their daily lives, encompassing
social, religious, and cultural dimensions.

Crafting the Ganey involves a
meticulous process. An unmarried youth, having
undergone a ceremonial purification through a
bath, selects bamboo that has sprouted from an
anthill. This bamboo is then filed and finely tuned,
with holes skillfully drilled into it using hot iron
rods. The wooden instrument’s extreme end is
sealed with wax, completing the intricate
construction. Once the Ganey is ready, the
Kadugollas engage in a ritualistic cleansing,
washing the instrument with a mixture of cow’s
milk and urine, emphasizing the sacred and
ritualistic nature associated with this cherished
musical artifact.

The Kadugollas have intricately
classified the Ganey into three distinct types,
each holding its own revered status within their
cultural and religious practices—Devara Ganey,
Havyasi Ganey, and Oorado Ganey. All three
types are held in high esteem by the Kadugollas.

Devara Ganey:

Regarded as divine, the Devara Ganey is
exclusively found in temples and is believed
to symbolize Junjappa, their deity.

During religious ceremonies in temples, the
temple priest sits on a blanket (kambali) and
invokes Junjappa while holding the Devara
Ganey.

The Kadugollas attribute special significance
to the Devara Ganey, believing that it
facilitates communication with Junjappa and
aids in seeking answers to their queries.

1. Havyasi Ganey:

Played by skilled artists who accompany
singers performing compositions that praise
their Lord.

A 2024 (Rrowics—2)

The lyrics are delivered in a conversational
style, set to the tunes of folk songs, as well
as devotional and auspicious melodies.

2. Oorado Ganey:

Used by the nomadic Kadugollas during their
door-to-door visits and village-to-village
performances to glorify Junjappa.

This instrument is adorned with peacock
feathers and embellished with silver, adding
a visual and cultural richness to its
appearance.

The intricate classification reflects the
multifaceted role of the Ganey in Kadugolla
culture, serving as a divine conduit in temples,
an accompaniment to musical renditions, and a
symbol of cultural expression during nomadic
performances.

Meerasabihally Sivanna’s work,
“Kadugolla Budakattu Veereru: A Study on
Kadugolla Tribal Heroes” (1996), delves into
various facets of the Kadugolla tribe, offering
insights into the derivation of the term
“kadugolla,” the divisions within the Kadugolla
community, and the birth, pollution, and death
rituals among them. The study extends to
examining their life patterns, with a particular
focus on two legendary heroes, Ettappa and
Junjappa, who played pivotal roles in providing
social control measures akin to a constitution.

While the study is centered around a
specific hamlet, it sheds light on broader aspects
of Kadugolla life, including their engagement in
cattle rearing and their economic status.
Additionally, the work explores the tribe’s cultural
practices, such as their traditional rain-invoking
songs, and provides detailed accounts of the life
stories of Ettappa and Junjappa, considering
them as reflective mirrors of Kadugolla culture.

Ettappa, in particular, is noted for
establishing a set of rules akin to a constitution,
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referred to as “Ettappa’s Kattu,” which
presumably outlines guidelines and norms for the
community. This implies that both Ettappa and
Junjappa have played significant roles not only
in shaping the cultural identity of the Kadugollas
but also in instituting social and governance
structures within the community.

Junjappa, the revered figure in Kadugolla
culture, is depicted in various forms that hold
significant symbolism within the community.
These representations include the sword, Ganey
(musical instrument), stone, termite mound,
serpent, lingam, and more. Each form carries
unique meanings and associations, contributing
to the diverse ways in which Junjappa is
perceived and venerated by the Kadugollas.

The epic of Junjappa, known as
‘Junjappa,’ is a cornerstone of Kadugolla culture,
narrating heroic stories of cowboys and featuring
tripadi songs that celebrate cultural heroes along
with proverbs. The richness of Kadugolla culture
is embedded in these narratives, showcasing the
unique traditions, beliefs, and values of the
community (Rangaswami and Bharadi, 2018).

The rendition of the Junjappa epic can
vary in length, spanning from half an hour to an
extensive fourteen hours. The duration depends
on the number of episodes from Junjappa’s life
that are sung during the performance. The
Junjappa story typically comprises four main
parts: his supernatural birth, adventurous exploits,
death, and post-death adventures. These
narrative elements collectively form a
comprehensive portrayal of Junjappa’s life,
contributing to the cultural tapestry of the
Kadugolla community.

The legend recounts a fascinating tale
involving Junjappa and the chieftain of Cheluru,
Rangappa Nayak, who reportedly absconded
with one of Junjappa’s formidable bulls. In a twist
of fate, Junjappa becomes aware of the theft

through a dream where he perceives the loss of
his cherished bull.

Responding to this premonition, Junjappa
embarks on a journey from Kaluvarahalli to
Madagada Gudda in Gubbi taluk, skillfully playing
his Ganey along the way in an effort to locate
his prized companion. The magic of the music
proves to be transformative, as soon as the bull
hears the enchanting tunes, it breaks free from
the pillar to which it was tethered and rushes
towards Madagada Gudda, fervently searching
for its master.

Such miraculous incidents and displays
of unwavering faith are recurrent themes in the
songs dedicated to Junjappa. The narratives
surrounding Junjappa’s life are filled with these
tales of extraordinary events, illustrating the
deep-rooted connection between Junjappa, his
Ganey, and the revered animals within the
folklore of the Kadugolla community. These
stories not only entertain but also reflect the
spiritual and cultural significance attributed to
Junjappa and the mystical occurrences
associated with him (Rangaswami, 2018).

The Kadugolla tribe has been the subject
of numerous research studies, offering insights
into various aspects of their social structure,
organizational dynamics, educational
preferences, attitudes towards pastoral life,
endeavors for reservation, political
representation, and the status of women within
the community. Here is a brief overview of the
areas explored in these studies:

1. Social Setup and Organization:

Research delves into the intricate social
setup of the Kadugolla tribe, exploring the
dynamics of their communities, hierarchies,
and interpersonal relationships.

2. Preferences in Education:

Studies examine the educational preferences
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and patterns within the Kadugolla community,
shedding light on factors influencing their
approach to formal education and skill
development.

3. Reactions towards Pastoral Life :

Given the tribe’s historical association with
pastoral life, research investigates their
perceptions, attitudes, and adaptations to the
challenges and opportunities presented by a
pastoral lifestyle.

4. Struggles for Reservation :

Researchers likely explore the community’s
efforts and struggles to secure reservation
benefits, understanding the socio-political
context and the impact on the overall well-
being of the Kadugolla tribe.

5. Political Representation :

Studies may analyze the political landscape
within which the Kadugolla tribe operates,
examining their representation in local,
regional, and national political spheres.

6. Status of Women :

Research studies often address the role and
status of women within the Kadugolla
community, considering factors such as
societal norms, gender roles, and the
challenges and opportunities faced by
Kadugolla women (Nagarja, P.).

These studies contribute to a
comprehensive understanding of the Kadugolla
tribe, offering valuable insights into their social,
economic, and political dynamics. They play a
crucial role in informing policies and interventions
aimed at addressing the unique needs and
aspirations of the Kadugolla community.

The cultural life of Kadugolla women,
while often hidden in the shadows, is an integral
part of the community’s rich cultural tapestry
(Srinivasa, 2019). Within the religious atmosphere
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of the Kadugollas, a gender hierarchy is
apparent, with men holding a higher status
compared to women who are sometimes
constrained by practices such as ‘mailige’ and
‘soethaka’ (Renuka, 2021). Despite these
limitations, Kadugolla women have inadvertently
become custodians of the community’s vibrant
folklore traditions, as their main form of
entertainment involves singing (Nagaraja, P.).

The cultural practices of Kadugolla
women are intertwined with song. Whether it’s
grinding grains, cooking, feeding children, singing
lullabies, or tending to animals, each activity is
accompanied by a song, known as “Pada”.
These songs extend to various aspects of their
daily lives, including those associated with the
names of cattle and sheep. Importantly, women
do not typically sing with the Ganey, and their
singing style and lyrics differ significantly from
their male counterparts. The women’s songs are
characterized by a more poetic and rhythmic
expression.

The Kadugolla Padagalu, or songs,
encompass a wide range of themes,
incorporating myths, beliefs, traditions, and
messages. As the community has undergone a
shift in profession from animal husbandry to
sheep rearing and agriculture, there has been a
noticeable transformation in the cultural scene.
Recognizing the significance of these traditional
songs, efforts are underway to document,
preserve, and bring the Padas to the limelight.
This initiative aims to ensure the continuity of
Kadugolla cultural heritage, celebrating the
unique contributions of women in preserving and
perpetuating their rich folklore traditions.

Conclusion :

The folk song traditions (padagalu) of
the Kaadugolla tribal community provide a
window into their vibrant cultural heritage and
belief systems. These songs play a crucial role
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in celebrating cultural heroes and ancestors,
reinforcing the community’s sense of identity and
belonging. Central to these musical expressions
is the Ganey, a significant instrument that holds
both religious and social importance. It serves
as a medium for seeking answers and expressing
devotion within the Kaadugolla cultural context.

Notably, the study emphasizes the pivotal
role of women in preserving the community’s
folklore traditions. Women, as custodians of these
rich traditions, contribute to the poetic and
rhythmic nature of the songs, showcasing a
unique form of expression within the Kaadugolla
tribe. Amidst changing professions and lifestyles,
documenting and preserving these folk songs
becomes paramount for safeguarding the cultural
legacy of the Kaadugolla community.

As these efforts to document and
preserve the folk songs progress, there emerges
an opportunity to appreciate the intricate
relationship between the Kaadugolla tribe and
nature. Moreover, promoting these unique folk
music traditions allows for a broader
acknowledgment of India’s diverse and vibrant
folk culture. Beyond local communities, the
recognition and celebration of the folk song
traditions of the Kaadugolla tribe contribute to a
richer understanding and appreciation of the
cultural mosaic that defines the broader Indian
cultural landscape.
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Fundamentals of Indian Culture through the Prism of C. Rajagopalchari’s ideas

Pinku Jha*

Abstract

The values and principles of Indian culture have been at the centre of discourse over a
period of time. Indian culture consists of numerous forms of art, literature and philosophy
that have been growing across the time and space. Amongst the prominent scholars and
philosophers, Rajagopalachari comes as one of the significant thinker of Indian culture
and philosophy. This paper has covered the major interpretations of Rajaji about the
Indian culture. The content of this paper largely revolves to a particular question, that
how Raja Ji perceived and relates the notion of well being and welfare found in the
discourses of Indian Culture and philosophy, such as ‘Minimum Government, Maximum
Governance’.

This paper has referred equally great contributions of his works on Indian philosophy,
epics and culture such as his books, Mahabharata, Ramayana and Bhagavad Gita. Since
Rajaji, as he was widely known, with multiple names—Ilawyer, politician, an activist for
the freedom struggle, literary giant, historian, statesman and principled dissenter, present
paper attempted to through some lights on his contributions by using the interpretative
method of research. It is in this background his views on Indian culture certainly would
help to widen the scope for emerging debates on relevance of culture and philosophy of

India.

Keywords : Culture, Indian, Mahabharata, Philosophy, Value.

Research Methodology : Studies in the fields of Art, culture, thought, and philosophy are constantly
growing in the domains of research and academia. Since the nature of research is certainly
qualitative, the exploratory and analytical methods of research have been applied to justify the
central theme of the research paper. Though the sources for the research paper are taken from both
primary and secondary data, original texts of classical Indian thought and the writings of
C. Rajagopalachari have been adequately placed to frame appropriate arguments.

Introduction

The culture of India has been identified
with various elements and forms of Art such as
Architecture, Dance, Music, Theatre, Poetry,
etc. In all the Indian art forms, the essential
elements of spirituality and philosophical quest
find a suitable position. There is a saying, that
“You can reach the same sea by different routes”,
this is what the philosophy of ancient India has
always taught. This is considered one of the
ancient knowledge systems in the world, and it
is quite liberal from the beginning.

The notion of inclusive and

accommodating philosophy behind the nature and
evolution of Indian culture has been discussed
by various thinkers and scholars across the
world. Therefore, before discussing any art form
and its significance to the identity of India, it
seems appropriate that a we must get a clearer
idea of the philosophical and theoretical
background for arts and culture in India with a
general overview.

Since present-day politics and discourse
have been locating Indian knowledge systems
and philosophy in one way or another,
researchers have made an attempt to refer to
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the culture of philosophy as a prism of analysis,
particularly using C. Rajagopalachari as an actor
who fuelled the concerned debate with
appropriate arguments. One can see the ample
number of contributions made by Rajaji, the first
Indian Governor-General of independent India,
to the field of philosophy, which further assisted
in deepening the cultural sphere of India. While
naming a few of his writings, one can see
Vedanta, the basic culture of India (1949),
The Good Administrator (1955, Government
of India), Hinduism, doctrine, and way of life
(1959, Bharatiya Vidya Bhavan), etc.
However, he also did some crucial translations
of classical Indian texts, such asthe Bhagavad-
Gita abridged and explained: setting forth
the Hindu creed, discipline, and ideals (1949,
Hindustan Times), Mahabharatha (1951,
Bharatiya Vidya Bhavan), and Sri
Ramakrishna Upanishad (1953, Sri
Ramakrishna Math), Ramayana (1957,
Bharatiya Vidya Bhavan), Bhaja Govindam
(1965, Bharatiya Vidya Bhavan).

In coming sections a detailed description
and analysis have been made by the researcher
that certainly contribute to the quest and interest
of the reader.

Study Area

To study the essence and identity of
India, it seems justifiable to have a
multidisciplinary approach where history, politics
and philosophy have been shaped with cultural
and literary developments to the core discourses.
In this paper major discussion to the larger theme
is getting influenced by the combined approach
of philosophy and culture, that further provides
foundation to the ongoing and future research
of the similar nature. The area of research is
focusing on elements of philosophy with its
interaction with culture, by referring the thought
and activities led by Rajaji.

Discussion

Philosophy of Indian Culture: A General
Overview

Indian philosophy has a recurrent theme
of being accommodating and inclusive, where it
grants freedom and autonomy to the diverse
mental processes of perceiving the world, matter,
and truth. Indian philosophy holds that despite
their apparent external diversity, all religions and
ideologies share a basic oneness at their heart
because they all reflect the Truth, partially
suggest the Truth, or manifest one of the
innumerable manifestations of the Truth. One
of the fundamental conceptual fields required to
comprehend spirituality is philosophy (Cobb,
2001).

India has a long history of philosophy
that dates back thousands of years. Many schools
of thought and a considerable amount of
intellectual debate regarding reality, the human
being, and their interconnectedness were present
in these ancient philosophical traditions. Famous
Indian philosopher Jitendra Nath Mohantygives
a unique elaboration to the term philosophy as it
is a reflections on the experiences of human
beings immersed in time and history — about
oneself, others, and the world (Mohanty, 1993).
In the context of India, one can find numerous
scholars since Pre- Vedic period to the modern
period who all are associated to the one or
another school of philosophy.

One of the crucial feature of Indian
philosophy is of reading the depth of culture,
which contrasts with the newness of the nation
inits present form. India’s intellectual and cultural
evolution dates back to the early Aryan
civilization and spans more than 4,000 years.
Since then, the civilization has been profoundly
impacted by influences from the Hindu, Buddhist,
Christian, Islamic, Sikh, and other faiths. Every
Indian, even the poorest Illiterate, can tell stories
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of myth and history, a consciousness of a great
civilizational heritage which is unusually
widespread. As A. K Ramanujanaptly writes
about the Mahabharata that no Indian read it for
the first time (Ramanujan, 1968), certainly
signifies how epics and literature contributes to
the making of Indian culture. Indian culture has
all the glorious elements that make her unique to
the world. The question of knowing the world
through Indian philosophy become a core
concern to the contemporary debates. The
Indians seers, viewed philosophy as the search
and accomplishment of the whole truth of life
and being,

How does it matter to today’s world
where the concerns of economic and
technological development are perceived
significant? In reality, India is a dynamic society
with a growing internal dynamic and a growing
influence in the world, both directly and indirectly.
It holds its significance not just from its size—
some 930 million Indians make up 15% of the
world’s population—but also from the issues that
India’s domestic and international policy choices
have brought up (https://asiasociety.org/
education/understanding-modern-india). So if the
example of International Yoga Day is considered
as crucial element of Indian soft power , it would
not be wrong to identify the basis of Indian
philosophy that helped to nurture the culture of
India to the an extent which ensures its respect
at global platform (Gautam & Dragoon, 2018).
However the another major concern of this paper
is to understand contribution in terms of
philosophy of Indian culture to world through
reading the works of Rajagopalachari a
prominent Indian philosopher of 20™ century.

Locating Rajaji and his vision
understand the Indian philosophy
In the list of modern Indian thinkers and

philosophers Rajagopalachari holds a significant
position, since he acted in a certain way that

A 2024 (Rrowics—2)

shaped the politics of early phase of independent
India. However his ideas are not just evolved
with his interactions to the contemporary
individuals and events rather the classical texts
and philosophy made a considerable amount of
influence. He was popularly known as a man of
reason and moderation rather than of ideology
and populism. He was a polemic orator and
writer in both Tamil and English, and among his
most important legacies are his translations of
the two epics, the Ramayana and the
Mahalbhalrata. Rajaji has drawn upon his vast
knowledge of the “eternal fountains™ of Indian
and World Culture and explains the sources of
our culture. He defies culture as ‘the habit of
successful self-control.” After the needs of the
body and the mind have been met, culture is the
third dimension which leads depth to man’s
personality (Rajaji, 2005)

According to scholar Vasanthi
Srinivasan, Rajaji was not a philosopher like
Radhakrishnan, or a radical revolutionary like
Periyar. He was a statesman, always searching
for the golden mean. “He certainly did not
endorse popular religion for propagating noble
lies or false consciousness,” she presented in
her Hindu Spirituality and Virtue Politics
(Srinivasan, 2013).

Rajaji was a principled man and was
not comfortable to give lectures on Culture.
Rather he has mastered and written quite
eloquently on Indian literature and knew world
history, philosophy, and culture. He warned,
however, that “nothing can be expected from
me on music, dance, the theatre or the silver
screen” which were and still considered as the
culture but these alone did not describe Rajaji.
He spoke about the process of evolution of the
culture of different nations and the case of India.
Here one can see that how he widened the notion
of culture where hegave adequate space to
discuss an open ended framework of culture.
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The question rises, what are the basis on which
he explained the meaning and elements of
culture? Rajaji defines that “culture is not just
character or morality. Character is the inside
of a man. Culture is external rather than
internal” (Balakrisanan, 2021). This particularly
argument adds to the beauty of Indian culture
and tradition in a distinctive way.

This proposes a sharp contrast to the
existing understanding of culture that restricts
an individual to act freely. However being a
conservative thinker, Rajagopalachari believes
that Culture is more than limited presentation of
art or literature or associated to dancing or music
or painting as it has been perceived among
masses. During his inaugural speech at the Indian
Committee for Cultural Freedom’s annual
conference in 1953, C. Rajagopalachari stated
that culture is a people’s universally accepted
pattern of behaviour. In general, Freedom and
culture are completely different. No cultural man
feels liberated. He puts all kinds of limitations
on himself. Thus, a people’s culture is the set of
limitations that they have collectively come to
accept—through generations of trial and error—
for the sake of happiness and social order
(Rajagopalachari, 2016).

Rajaji’s prudence is slightly distinct from
that of the others’ it emerges from a ‘cultured’
engagement with popular Hinduism rather than
coming to terms with it under duress or merely
tolerating it. Culture to him was avoiding
meanness, dishonesty and harshness; it was
about being large-hearted and considering the
feeling of others. As Rajaji refers Upanishadas,
while focusing on the core ideas of Indian
philosophy, he was of the opinion that the
Upanishad goes on to say that one will achieve
tranquilly, knowledge, and the ability to make the
most out of everything that comes their way as
a result of living and adhering to the discipline it

teaches. The Upanishad claims that by doing
this, you will appropriately experience life’s
pleasures for a very long time—that is, in a way
that doesn’t cause suffering or sadness.
(Rajagopalachari, 2016).

Apart from direct inference of
Rajaji’swork and his application of Indian
philosophy, contributions in the field of politics
cannot be undermine. Grover discusses
Rajagopalachari’s philosophical underpinnings,
including his strong belief in self-reliance, village-
centric development, and the preservation of
Indian culture and values. Further a nuanced
understanding of Rajagopalachari’s views on
national integration, linguistic diversity, and the
role of religion in society have been analysed by
Grover in one of his writings on. Rajagopalachari
(Grover, 1999). Hereby one can see the variety
of interpretations that could be extracted from
the works of Rajaji.

Conclusion and Result :

The paper has examined the philosophy
of India in a cultural framework where thinkers
such as Rajaji propounded their own eclectic
contributions. It is in this background, the role
played by Indian philosophy in the making of
moral world has been highlighted. Rajaji and his
vision to ‘minimum government and maximum
governance’ certainly proves to be a fine example
of liberal governance in twentieth century, though
his conservative approach to the value and
morality provides a rational ground of respecting
culture and tradition of India.

In a precise way, the welfare and
development of a nation would not be obtained
by disowning the philosophy of morality and
ethics which is at the core of its structure. The
significance of soft power is rising, and it is our
duty to contribute in the nurturing and developing
process of nation’s identity.
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2— Indian music is much less familiar for most
westerners, and therefore a little more difficult
to teach. Tha basic components of India's
classical music, for example, differ from western
music's five basic elements (sound, melody,
harmony, rhythm, anf form) in that India does
not utilize harmony in its classical genres.
However, harmony is present in India's popular
music, such as Bollywood's film music. Indian
classical forms more than make up for an
absence of harmony with highly complex and
intricate melodies and rhythms. ..Classical Indian
musical aesthetics require only three major
components in an ensemble: a drone, a solo
mstrumentalist or vocalist, and a drum.....Since
many rural children in india do not have access
to televisions, computers, or other electronic
forms of entertainment, children play lots of
games and learn many songs from each other in
their local vernacular or regional language. Indian
films, however, are all musical, and contain five
to six songs each. Children and adults are
exposed to and learn many, many of these popular
film songs.8

IS gl & NEPTS Yrau=— g & vl
godi BT B TS A B e, dfed SN A @I 2 |
oo I BT 3R I a8 o B |

veH fava gg & oifcm oy o, |iftrer v
qH B HEMRI 375 AR SAS HRUT GIRT W H
STl AT 1 ST el T | #eR § 1 59 Hemw
BT YD 31T | ST THA 14T IATIE @I a8l 1Y
3R HETHRY & HRT 98 I AN AR Y, TAT 30
YIY SR 3FTRI g2l BT BIS Y | §T6T 5 oV T
40 3T gl T g@T 3R gdhgT fharr @R 9= o1
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(77 AfTRIAT) BT BB 88 TP aAT H Al T
R B W dSad wNHe ® o9 277 ufoerd
(36 TfcrwTfiTa) T gof wU | 81 32 98l U¥iE 7 RiR
Had 13.1 gfaerd (17 AR &1 e S ia # &
T 9o fdeqpa T8 UHe © 1 39 I8 ey
et 8 fob aame # 81 38 9aeltd | 3MfIdhar anT
T € SR g Yo HMd & G U PR 8 3R
9gd PH AN BT 8 I8 IGeNd IS 78l o |

N T A I Wi H 6 T8 FGed T THE 82 (Do you like the current trends in folk mus

130 responses
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1 AP 7 T Wit TG § a1 WEA @1 T? (Do you like original folk music or fusion folk

music?)
130 responses.

@ Yes
@ Mo
To some extent (375 62

. 4

3. T Aud feard @ o i ar fed
UYPR & GHd § dad1d A arfay?
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39 U & SR H, 554 Ufaerd (72 wferfi)
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3 "However, with the passage of time,
entertainment and the needs of the human
mind have changed somewhat. Here a lot
depends on the preferences of each person,
that is, some people like original folk music
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depends on one's taste. But in my opinion,
the two are related."
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Cultural Diversification in the state of Assam: A comparative study of
Assamese Culture and its significance in the present time

Manisha Sharma*

Abstract

Assam is a state in Northeast India that is known for its rich cultural diversity.
The state is home to over 30 different ethnic groups, each with its own unique language,
religion, and customs. This cultural diversity is reflected in the state’s art, music, dance,
and cuisine. The present paper is a study of cultural diversification in the state of Assam.
1t also presents the significance of Assamese culture and its comparison with other cultures
in the state. Assam's cultural diversity is a major part of what makes the state so unique. It
is a place where people from all walks of life come together to celebrate their different
cultures. This diversity is a source of strength for Assam, and it helps to make the state a
more vibrant and interesting place to live. Therefore, the paper includes various factors
for having an essential understanding of the importance and values of such a vibrant
culture. There are certain areas also where the study covers the major loopholes in
analyzing the impact of other cultural influences over the one old culture in the state.
Lastly, the study contributes to providing recommendations for the implementation and
adaptation of the state’s own culture in a unified way along with a diversified nature.

Keywords : Assam, Cultural, Ethnic, Music, State
Introduction/ Research Methodology

Assam is located in the tropical latitudes
(24.3° N and 28° N) and eastern longitudes
(89.5°E and 96.1°E), and is the most populous
state in North-East India. It is surrounded on
three sides by hills and mountains (Bhagabati,
Bora, and Kar, 2001). 1t is geographically a
composite state consisting partly of the pre-
Cambrian Deccan Plateau, partly of the late
Tertiary sedimentary formations, and partly of
the Sub-Recent and Recent alluvial deposits. The
state is surrounded on three sides, that is, the
north, east, and south by hills and mountains, and
to the west, it merges with the West Bengal and
Bangladesh plains. The western boundary of
Assam s, therefore, less physical than man-made
(Taher and Ahmed, 2005).

Politically Assam is surrounded by two
foreign countries (viz. Bangladesh and Bhutan)

Source: List of districts of Assam. Wikipedia. https://
en.wikipedia.org/wiki/List_of districts_of Assam

and seven Indian states (viz. West Bengal
Arunachal Pradesh, Nagaland, Manipur,
Meghalaya, Mizoram, and Tripura). The location
of Assam is strategically very important. It has
an area of 78,438 km?, representing 2.39 percent
of the total area of the country, and a population
0f26655528 (2001) accounting for 2.59 percent

*Ph D Research Scholar, Department of Political Science, The Maharaja Sayajirao University of Baroda, Vadodara
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of the total national population (Census of India,
2001). The rivers Brahmaputra and Barak, in
the north and south respectively, carve out deep
valleys, that represent the major part of the state.
Between the two valleys there lies a strip of
highland made up of hills and plateaus. The two
plains form the easternmost parts of the north
Indian plain, which are shut to Southeast Asia
by the Patkai Range and its southward
extensions. In the north, the Brahmaputra plain
rises steeply to the Himalayas, while to the east,
the parallel hill ranges of Arunachal, Nagaland,
and Manipur attain height as one moves eastward,
culminating at the Patkai- Manipur-Arakan Yoma
hills. Although the hills and mountains mentioned
above, appear to provide a physical blockade,
they are not inaccessible. There are a large
number of mountain passes across both the
Himalayas and the eastern hills. Situated as such,
it is a transitional territory between South Asia
and South-East Asia. The transition is reflected
not only in the region’s flora and fauna but also
in human types, languages, and cultures
(Barpujari, 1977).

Therefore, the present paper is
particularly dealing with the secondary materials
to have a deep understanding of the cultural
diversity of Assam. Several data and historical
handbooks also give a keen knowledge of this
sphere. Moreover, the paper also endeavors to
the major works of different artists, scholars as
well as writers of Assam to observe the
diversification from other states.

Study Area

Cultural diversification along with the
different ethnic groups plays a pivotal role in
examining the significance of the state. Culture
in Assam in its true sense today is a ‘cultural
system’ composed of different ethnic cultural
compositions. It is more interesting to note that
even many of the source cultures of culture in
Assam are still surviving either as sub-systems

or as sister entities. In a broader sense,
therefore, the cultural system of Assam
incorporates its source cultures. However, it is
also important to keep the broader system closer
to its roots (Culture of Assam, 2023).

Therefore, while dealing with the study
area, the paper mainly focuses on the different
aspects of culture including; music, art-craft,
festivals, and so on. Assam, being the home to
many ethnic groups and different cultures, is rich
in folk music. Indigenous folk music has in turn
influenced the growth of a modern idiom, that
finds expression in the music of such artists are
Jyoti Prasad Agarwala, Bishnuprasad Rabha,
Parvati Prasad Baruva, Bhupen Hazarika,
Nirmalendu Choudhury & Utpalendu
Choudhury, Pratima Barua Pandey, Luit Konwar
Rudra Baruah, Parvati Prasad Baruva, Jayanta
Hazarika, Khagen Mahanta, Beauty Sarma
Baruah. Among the new generation Zubeen
Garg, Angaraag Mahanta, Kalpana Patowary,
Joi Barua, Jitul Sonowal and Manoj Borah are
well known. Assamese music is known for its
use of traditional instruments such as the dhol
(drum), the shehnai (oboe), and the ektara (a
one-stringed instrument). Assamese dance is
known for its graceful movements and colorful
costumes. Assamese cuisine is known for its use
of fresh herbs and spices, and its unique flavors
(Culture of Assam, 2023).

The song O Mur Apunar Desh
(3 @ st (1) (O my endearing country,
‘desh’, phonetically ‘dex’, with a taldibbo
x6=country), composed by Rasaraj Lakshminath
Bezbaroa, is popularly accepted as the state
anthem of the state of Assam.

Assamese art is known for its intricate
wood carving, metalwork, and pottery. Assam
has maintained a rich tradition of various
traditional crafts for more than two thousand
years. Presently, Cane and bamboo craft, bell
metal and brass craft, silk and cotton weaving,
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toy and mask making, pottery and terracotta
work, wood craft, jewelry making, musical
instruments making, etc. remain major traditions.
Historically, Assam also excelled in making boats,
traditional guns and gunpowder, colors and paints,
articles of lac, traditional building materials,
utilities from iron, etc.

The most widely used items in daily life
are made from cane and bamboo, including
furniture, musical instruments, domestic
necessities, weaving accessories, and building
construction materials. Every Assamese home
has decorative items and utilitarian items made
of bell metal and brass. The Xorai and bota are
two significant symbolic objects that have been
used for generations to provide presents to
revered individuals. The two most significant
hubs for traditional brass and bell-metal crafts
are Hajo and Sarthebari. Assam is the only place
where Muga, a naturally golden silk, is produced.
Muga is the most notable and famous form of
silk produced there. Rural families make silk and
silk clothing with superb embroidered patterns
practically everywhere in the Brahmaputra
Valley, except Sualkuchi, the historic silk
industry’s hub. Additionally, Assam is home to
several ethnocultural groups that produce a
variety of cotton clothes with great color
combinations and distinctive embroidered
designs. Additionally, Assam is home to a variety
of distinctive crafts, including toy and mask
manufacturing, which is mostly centered in the
Vaishnav Hermitage, pottery and terracotta work
i Western Assam districts, and woodcraft, iron
craft, jewelry, etc., which can be found in
numerous locations around the area. But because
of this, Assam appears to be inhabited (SIL
International, 2019).

There are several important indigenous
traditional festivals in Assam. Bihu/Bwisagu (for
Kacharis) is the most celebrated festival of all.
There are various Indigenous traditional festivals

A 2024 (Rrowics—2)

as well as belonging to different indigenous
communities which are celebrated every year
around different corners of Assam (The
Northeast, 2019).

Assam’s three most important festivals
are grouped as Bihu. The primary purpose of
the festival, which was formerly a way for
cultivators to note the seasons and important
events in their lives over a year, has altered as
urbanization has progressed. There are three
occasions for celebration: Rongali, which marks
the arrival of spring and the start of the sowing
season; Kongali, which marks the barren period
when the fields are lush but the barns are empty;
and Bhogali, which marks the time of
thankfulness after the crops have been gathered
and the barns are filled. ‘Bohag Bihu’, ‘Kati
Bihu’, and ‘Magh Bihu’ are additional names
for Rongali, Kongali, and Bhogali, respectively.
The day before every Bihu is referred to as Uruk.
Every Bihu possesses different characteristics.
‘Goru Bihu’ (the Bihu of the cows) is the name
given to the first day of ‘Rongali Bihu. The cows
are carried with extra care to the neighboring
rivers or ponds on this day to be washed. Cows
have always been revered as holy creatures by
the Assamese people. Rongali bihu is related to
bihu dance and music (The Thumb Print : A
Magazine from the East, 2019).

In addition to these, Assamese
traditional clothing and textiles include the Suriya,
Pirawn, Gamusa, Jaapi, Mekhela chador, Riha,
and Tongali. By tying itself to tradition, the state
becomes more vital and real (Culture of Assam,
2023).

Discussion

The northeastern Indian state of Assam
is well-known for its wide range of cultural
traditions. More than 30 different ethnic groups
live in the state, each with its distinct language,
religion, and customs (Census of India, 2011).
The art, music, dancing, and cuisine of the state
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all reflect this cultural richness. Assam’s
socioeconomic and demographic statistics are
evolving quickly. The population is expanding,
the literacy rate is rising, and urbanization is
outpacing rural development. The population’s
religious makeup is also shifting, with a decline
in the number of Hindus and an increase in
Muslims. The state of Assam is being
significantly impacted by these developments.
The state’s resources are being stressed by the
expanding population, and rising urbanization is
encouraging the growth of new cities and towns.
The population’s shifting religious makeup is also
posing new problems for the government. The
issues caused by these demographic shifts are
being addressed by the Assam government. To
raise the standard of living for all Assamese
citizens, the government is spending money on
healthcare and education. To provide
opportunities and jobs for the expanding
population, the government is also attempting to
encourage economic growth (Bhattacharjee,
1983).

As far as ethnic groupings go,
Assamese, Bengalis, Bodos, Karbis, Mishings,
and Nagas are all present in the state of Assam.
With nearly 60% of the state’s population,
Assamese are the predominant ethnic group.
They converse in the Indo-Aryan language
Assamese, which is spoken by them. With around
25% of the population, Bengalis are the second-
largest ethnic community in Assam. They
converse in the Indo-Aryan language Bengali,
which is spoken by them. With a 10% population,
the Bodos are the third-largest ethnic group in
Assam. They communicate in the Tibeto-Burman
linguistic family using the Bodo language
(Kakati, 1977).

Assam’s cultural diversity is a major
part of what makes the state so unique. It is a
place where people from all walks of life come
together to celebrate their different cultures. This

diversity is a source of strength for Assam, and
it helps to make the state a more vibrant and
interesting place to live. There are various
reasons for the unique nature of Assam in terms
of culture with the other states in India. For
instance; the Assamese people are known for
their hospitality. They are always willing to
welcome guests into their homes and share their
food and culture. Also, the Assamese society is
traditionally matrilineal, which means that
property is passed down through the female line.
This is a unique practice in India, where most
societies are patrilineal. The culture of Assam is
deeply connected to nature. The state is home
to several important rivers, forests, and wildlife,
and these natural resources are an important part
of Assamese identity (Culture of Assam, 2023).

Results and Conclusion :

Assamese culture is significant for
several reasons. First, it is a living culture that is
constantly evolving. The different ethnic groups
in Assam continue to interact with each other
and share their cultures, which has resulted in a
vibrant cultural landscape.

Second, Assamese culture is a
repository of knowledge and wisdom. The state’s
oral traditions, folktales, and religious texts
contain a wealth of information about the history,
philosophy, and values of the Assamese people.

Third, Assamese culture is a source of
pride for the Assamese people. The state’s
unique culture helps to define the Assamese
identity and provides a sense of belonging for
the people of Assam.

Assamese culture is also significant for
its contribution to the wider Indian culture. The
state’s art, music, dance, and cuisine have all
influenced Indian culture in significant ways. For
example, the Bihu dance, which is a traditional
Assamese dance, is now performed all over
India.
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Overall, Assamese culture is a vibrant

culture that is significant for several reasons. It
is a living culture that is constantly evolving, it is
a repository of knowledge and wisdom, and it is
a source of pride for the Assamese people. It
has also made significant contributions to Indian
culture.
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The Divinity of Nepalese Folk Musical Form Dewsi and Bhailo in Sikkim

Ashish Shankar (Sunar)*

Abstract

India is a country with a long history and a multicultural population. Each region’s
particular folk music is represented in a variety of it. These folk songs and music are
connected to day-to-day activities as well as celebrations, and festivals. Indians lives are
intricately entwined with these folk music, dancing, and other cultural expressions. The
potential of music to quickly, easily, completely, and effectively take us from our daily
lives and keep our spirits fully immersed in the unfathomable essence of the ultimate is
greater than that of any other form of art. Sikkim is the 8" north-eastern state and 22"
state of India and it is rich in both bio-diversity and culture. It is situated in the eastern
Himalayas in north-eastern India. The state of Sikkim is a prime example of how various
cultures, faiths, and traditions can coexist peacefully. The traditions, folk dances, and
customs of several tribes are woven into the culture and heritage of Sikkim like a vibrant
bouquet. Places of worship, traditional dances, and festivals all showcase Sikkim s many
cultures. This study explores the folk musical traditions of Dewsi and Bhailo as they are
presented at the Nepalese Festival Tihar (Deepavali) in Sikkim, as well as their

significance for achieving spiritual joy.

Keywords : Tihar, Dewsi, Bhailo, Spiritual bliss

Research Methodology: This study employs a descriptive-evaluative methodology. The study primarily
relies on reviews. Secondary data sources, such as books, journals, and articles, are used to

support it.

Introduction

Tihar, also known as Deepavali, is a five-
day festival celebrated by Nepali communities.
To celebrate, folk songs like Dewsi and Bhailoare
played. In this festival, Dewsi is performed the
day following the Bhailo performance, when the
women of the neighbourhood gather and begin
singing Bhailo. In the group performance Dewsi,
a lead performer narrates the story before the
other players join in with a brief chorus that
begins: “Dewsire” on the day called “Hali Tihar.”
(Lokesh Chettri & Bishnu K Sharma, 2021)

Study Area

This study examines the value of Bhailo
and Dewsi folk musical traditions for attaining
spiritual bliss as they are performed at the

*Department of Music, Sikkim University, Gangtok

Nepalese Festival Tihar (Deepavali) in Sikkim.
Discussion

Different fasts, festivals have been adopted by
our ancestors with the goal of promoting the all-
around growth of people. These customs and
ways of life are not only spiritual, but also highly
scientific and social. Man communicates by his
personality, mannerisms, and mental attitude.
Because of this, the primary goals of these fasts,
festivals are to purify the body, tongue, and mind
so that a man can easily receive salvation of his
soul from this transient world.

Bhai Tika, also referred to as
Vatriduteya and Yam Panchak, is a crucial
component of the celebration. It often occurs in
November and emphasises family, social, and
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spiritual values which has a history that can even
be found in Hindu mythology. Yamraj, the son of
Surya, was invited to Yamuna’s home by his
sister, where she adored her brother with a
garland, fed him delectable’s, and eventually
bestowed upon him a wish for a long and healthy
life. Since then, Bhai Tika has become popular.
As was previously mentioned, this festival is also
known as Yam Panchak since it lasts for five
days and primarily celebrates Yamraj. The rites
for each of the five days vary in both content
and meaning. Crows are viewed as Yamraj’s
crafty envoys. So, on the first day of the
celebration, it is worshipped by being given food
early in the morning. The name Kag Puja refers
to this feast day.

The day after is also known as “Dog
Day.” On this day, they receive appropriate
nourishment and garlands. The second day of
the festival, Kukur Tihar or Narkay Chaturdashi,
is not left without care, not even for the stray
dogs. In addition to being a very devoted animal,
dogs are regarded as an ambassador and
Yamalok’s carer. Laxmi Puja or Gai Tihar is
celebrated on the third day, which is a new moon
day. Since the word “Gai” is a cow, cows and
calves are well fed and decorated on this day of
Laxmi Puja.. Laxmi Mata, the goddess of wealth,
is worshipped ardently and with genuine religious
ardour and reverence on the night of the new
moon day. Sukharatri and Deepawali are other
names for this Puja.

According to Hindu mythology, Lord
Ramchandra was re-established as the king of
Ayodhya on this day after being banished for
fourteen years by his stepmother. When
Ramachandra got back, everyone was ecstatic
because there had been no shortage of anything.
The entire kingdom, where wealth and wisdom
had reached the pinnacle of prosperity, had been
lavishly blessed by the goddess of fortune.
(Vashistha, 2006). The happy boys and girls travel
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in groups to each house that has been garlanded
and adorned while humming choruses of Deushi
and Bhailoo. The day of Bahar Puja is the fourth
day. Govardhan Puja is another name for it. Lord
Shiva always rides on a bull’s back with Parvati
and Ganesh because oxen are said to be an
embodiment of God. On this very same day, even
Lord Krishna offered homage to Govardhan
Parvat. Because of this, even today, to remember
the original Govardhan Puja that was carried out
by Lord Krishna, a pile of dung is built to resemble
Govardhan Parvat and is worshipped with milk,
curd, fruits, and sweets.

Bhai tikah is very valuable when viewed
from several angles. From a spiritual
perspective, the married daughter who visits her
parents during Dashara to receive tika from her
parents or other senior family members then
invites her brother to her home for Bhai tika.

On this auspicious day, the sisters
observe a fast and refrain from eating until after
the ritualistic performance of the day, when they
feed their brothers. The sisters first pay respect
to the diyo and kalash and invoke Lord Ganesh
as well as the eight immortals Ashwatoma, Bali,
Biash, Hanuman, Bhivishan, Kripacharaya,
Parshuram, and Markanday after the brothers
have taken their seats on the seats set apart for
them. Yamaraj is compared to a nut because of
their comparable character, and nuts stored at
the threshold of the house are treated with the
respect they deserve. Yamaraj is like a nut that
appears hardened on the outside but has a soft,
delectable kernel inside. Yamaraj was generally
a naive and kind-hearted man, while being
immensely dreaded because he was the last
authority to impose the death penalty on a
person.

The tradition of worshipping Yamaraj like
a walnut at one’s doorway is meant to convey
the message that those who are devout and
committed to doing good actions do not fear death
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but rather welcome it. Death is only feared by
individuals who have vices like rage, envy,
selfishness, etc. Furthermore, Astacharinjivi is
revered because it is said that by doing so,
especially when ailing, one’s healing and long
life are expedited.

The sisters first sprinkle water around
their brothers once the traditional rituals have
been accomplished. Before they make tika on
their foreheads, they should apply a little oil and
comb their hair. Unlike other tikas, the one used
on Bhai Tika is specially made with ground rice
flour and applied on their forehead vertically in
the shape of a straight line with shorter breadth
and longer lenth, providing enough space to draw
horizontal lines in between with red and yellow
coloured vermilion to make it look distinct and
attractive, and garland them with garlands made
of freshly plucked merry gold flowers. Other
gifts that some sisters give to their brothers are
handkerchiefs, scarves, and Dhaka topis, which
are traditional Nepalese caps.In exchange, the
brothers do the same thing by applying tika on
their sisters’ foreheads and, depending on their
financial situation, giving them money or a dress.
Following a hearty meal of sail roti, curry, and
other delights lovingly prepared by their sisters
for the brothers, the ritual comes to a close. A
dhog exchange takes place at the end.

Origin of Dewsi and Bhailo

According to one of the most well-
known epic tales, the Lord of Ayodhya, Ram,
his wife Sita, and his brother Laxman were
banished for a period of 14 years, according to
the Ramayana of Valmiki. This well-known tale
dates back to 1500 B.C. They experienced a
number of incidents throughout this 14-year
period, with one of the most well-known ones
being the battles between Lord Ram and Demon
King Ravan of Lanka to rescue Sita Ji from
Demon Ravan. Lord Ram ultimately defeated
Ravan and triumphed against evil. Lord Ram,

Sita Ji, and Laxman returned to Ayodhya with
splendour and beauty, and the people of Ayodhya
celebrate that day by lighting the oil lamps and
marking it as a noteworthy and significant return
event of the three. (Ms. Lekha Fenn and Dr.
Apurva Joshi, 2021). Hence, with choruses of
Dewsi and Bhailo playing in the background, the
joyful boys and girls make their way in groups to
each house that has been garlanded and
decorated.

Another folklore story describes At that
time, the Das-Dasi pratha (slavery system) was
also used in western Nepal. Even though this
practise was outlawed not long ago, it continues
to be conducted covertly in some areas of
western Nepal. According to this tradition, one
would either buy the son or daughter of the poor
and sacrifice them at the temple, or they would
sacrifice their own son or daughter. But as time
went on, this custom evolved, and the habit of
bringing them to the temple and abandoning them
there without being sacrificed emerged. On the
day of Lakshmi Puja, the same King Bali let
Devdase and Devdasis (slaves kept in temples)
to beg for money from house to house. Since
the day of Lakshmi Puja, he had granted them
the permission to beg and given them the
directive to not disrespect them and to provide
them with as much as they could. When
Lakshmi Puja day came around at that time,
Bhailo was also played. “Wishing good” (Bhalo)
is the meaning of the word bhaili. Bhaili is
traditionally a song performed on Lakshmi Puja
night just by Devdasis (the girls and ladies).
Dewsi also starts to be played the following day,
on Kartik Shukla Pratipada. To announce their
presence, the Devdases dispatched by the same
king began chanting “Devdas re.” (4Aryal,
2023).

Another story describes Dewsi Bhailo
has its roots in Hindu mythology, when people
on Earth celebrated Tihar for five days when
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King Bali emerged from the dungeon. According
to the Baman Puran, King Bali was renowned
for his extreme generosity, which led to Bali’s
veneration by the populace. But because of his
ancestry with demons, it was rumoured that if
he attained ultimate power after completing a
ritual, he would transform into a demon. Lord
Vishnu went to the location of the ritual in
incognito and requested that three steps be taken

Lyrics of Dewsi and Bhailo Songs (Gurung
N. 2021)

EERINIGE

e ferferfafer Rrfafafodsi ¥
IR & B Frfarfaferess ¥
e Tt fRiferfafer <s=i ¥
e el fRrfarfafer <=t ¥

M A AT WIS B o<l ¥
e VR 99 ST ¥
e TR e w1 <93 X

T Il Jrer oSl @

T el qrer IS ¥
AR €S UL ST ¥
T JAMUHT BT SS9T X

ISR Wed Il X

M BT 31T ST ¥
TS JATUSHT 241 ST ¥
e T IISTdT TS X
3 gHA gaT T ¥
3ATE JATYHT BT TN ¥

e IR ams @Sl R
e A AT ISR
e fRelr ams+ s« ¥
e Afer T esAR

JATRIATST IS 3T ¥
SIEICR I ACISI I
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in order to stop this from happening.In just two
steps, he covered the entire planet; for the third,
he insisted that King Bali’s head tread on it. Thus,
the word Dewsi comes from the Greek words
deu, which means to give, and sire, which means
head. King Bali was imprisoned and has a history
of coming back to Earth on the five days of Tihar.
(NK, 2019)

Fa= fa

ST 3RIT ST TSRT FSRI G

U 2 3if¥ieT fast Mg fore Ry dalr
gDl AH T ITS] A& Yol 319
T 2 3ifeliar fad..

ERAT TR fofiepT Tl goi gorer
U 7 i Ay fom.

[ TS Y Tt 3MTST &3S+ Helw T
T 2 o fo....

BT 3Tt JATUHT 8ISl dfel & TSllel USTh!
U 7 3ff Al fas.

Bl & Bl g av © faseT g
T 2 aifdier fam...

AT BIET Hell, AvS & TS DT deil
T 2 3ifefier fad..

farferel @ foiforell wete! AT fthferel
U g 3l et fed..

AT BIET Hell, AvS & TS DT deil
T 2 3ifeliar fad..

farferel @ foiforell wete! AT fthferel
U g 3 et fed..

Jolell T Solell it & drefl Solell
U g 3ff et fa..
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JMe ATET ATH BIgT <89 ¥
e IRT AR 3T X
32 g WRB I3 ¥

e BT BT THT T3 X
3T TS 9IS O 99 X

M A AT WIS B o<l ¥
e VBRI 99 ST ¥
e TR et w1 <93 X

31me 3Ry & & S sl ¥
3Te JAAT TRAT TSI ¥
e el TSl ¥
SIEACEICNICISEC I

e IRIAT TH TSN X

3Te IYAT BRI ST ¥
3Te Arar fUar <s«
3 IRUITS O] ST X

o  ¥ET e X

JATe IJHAT ERBT ST ¥
M TTAT dTeTT 3T ¥
31 AT oI <= ¥T ¥

31T HlelTe! XgT Sl ¥

JATe IJHAT ERBT ST ¥
e AT 38T ¥
3 T GaT aSdl ¥
3MME TRAR T TSN ¥

JATe IJHAT TRBT ST ¥
e AT 38T ¥
31Te HTST AT B&T a4 ¥
31T 31 997 I8! ¥

e Sl Bl Iy Sl ¥
e IHT TRAT 29T ¥

HTHTRHAT bl dR ‘dc'lr\lc'ilé NINCIRGING

fag e gmr AfT & =& <3
U 7 3T f&
v & 3T fo...

g RN HOR WY 8 RN AR

T ¥ i fam.

ATl TRT SfETUThT ERUfY SMH <Aftsd!
U g 3 At faA..

IR 1! R = © dberdl =i
T 8 3iRfrer fos...

FEHTETHT T BgRI—3TTHel TR TRIRT
Tz 3ff i fa...

THeAD! AT S~18 ART HAR g+ B
T ¥ 3T fo...
T IS T 5 5 R el
T 2 o et fo.

ST ATH T oI TUTelT 3NN fISwiTs, Iaurel
U 2 3N AT T, 3 exHT ool 9T |der 9

o
T g 3l AT fa3

T ERAT W Tel, WaT |aaT MR fasT
T & affel ...

Sl fave JR1 SHdT Gl ¢RI

T g aff dret fa..
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3T SRS oAl 94l ¥

3ATe AT X8 TSl ¥

JTE oI BT B <l &
IR TS BT T ST ¥
32 a3 WSl 29l ¥

31me afer = S

3 2qel AT <= ¥
3ME TR I IST X
312 TS ATl TN ¥
312 BRATS TRl I3 ¥
3T ISV AT T ¥

e T AT 19 TSI N
e T A ISR
e SiefTerTs Ryem st ¥
e SeTTE fagr 29

Results and Conclusion :

The musical folk composition of Dewsi
and Bhailo which is performed in the festive
occasion of Tihar brings joy, happiness, and
spiritual bliss in the life of individual person who
witness this events. This folk songs reminds the
roots and depth of the beautiful tradition which
has been followed form generations to
generations from ancient times. The lyrical
element of the dewsi and bhailo songs describes
about the greatness of Lord Rama , the generous
of King Bali and the victory of good over evil.
There is also moral lessons in the lyrics of dewsi
bhailo songs. Most importantly the girls and boys
who perform these art forms bless the houses
and the family which they visit door to door and
the significance of this ritual is very important in
the Nepalese community. The musical notes of
these composition make a person feel of spiritual
bliss and spiritual satisfaction.

Another significant social effect of this
festival is that the boys and girls who perform

A 2024 (Rrowics—2)

STl fam drefl ST gl BRil

U 2 3T fae

IH TRBT AR U 8 Wal dol 88
T 8 3ffdrepT ...

T TRPT AR G 2 Bal g 83+
T & 3iikfieT f333
I BRBT AR AST & Bal A~ 8
T g 3ff i fa.

fORT B A BTl ST afa
U g 3 frer faAs.

3 ABT B ADDl 7

afery fos1 afar ° o=

T 2 iR e

deushi and Bhailo in public encourage people to
be kind and generous like King Bali and to foster
a sense of community by telling stories about
the mythical king who was extraordinarily
generous in giving to the needy and the poor.
Additionally, they advise people to enjoy their
riches as much as possible rather than hoarding
it and passing away a miserable man.
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Beyond the Digital Memory : Folk Performances as ‘Site of Mediation’

Dr. Anirban Kumar*

Abstract

The paper attempts to situate folk tradition in Nautanki performance through
the legend of Reshma and Chuharmal, which is performed across Uttar Pradesh and
Bihar. The legend is has many contestations and is performed in the folk ballad form of
Nautanki named, “Rani Reshma, Chuharmal Ka Khela” every year in the Chaityamah
(Bose, 1985). Among one of the versions, Chuharmal is a hero and god of the “lower
castes” Dusadh community (Badri Narayan, 2003). Herein, the paper argues that with
the idea of ‘superfluous’ narrative, myth and legends, not only exchange informations,
but also carves out a memory of its own to life. It is argued that digital memory opens up
a new ambit between tradition and technology by indicating a new performative domain
of socialization, as it moves away from the notion that they are locked inside specific
geography/regional topography. The legend of Reshma and Chuharmal on the one hand,
explicates that a unified form of a folklore cannot be found in the same society; and on the
other hand suggests, that as “site of mediation” they have a bearing of association, which
is born out of a sense of — human beings as equal.

Keywords : Legends, Contestation, Site of Mediation, Tradition and Technology, Associative Principle,

“Common”
Introduction

The Swang-Nautanki performative
tradition has a long history dating back several
hundred years. References to Nautanki can be
found in writing form in an Indian emperor
Akbar’s court scholar Abul Fazal’s work Ain-e-
Akbari from the 16th century.! Numerous
academics have asserted teleologically that the
folk performance traditions of Bhagat and
Raasleela of Mathura and Vrindavan in Uttar
Pradesh, as well as Khayal of Rajasthan, are
where Nautanki had its start. With the
introduction of the printing press, an archival point
of reference can be traced back to the flyers/
brochures/posters of Nautanki performances
from 19th Century onwards. In the late
nineteenth century, Hatharas, and Mathura in
western Uttar Pradesh state, and Kanpur and
Lucknow in central Uttar Pradesh, became the
two biggest centres of Nautanki performance

and teaching. The Hathras School developed first,
and performances by its artists in central Uttar
Pradesh state stimulated the development of
Kanpur-Lucknow school of Nautanki. Both
schools differ from each other with respect to
their performative form and technique. While
the Hathrasi (literally meaning “of Hathras™)
school emphasizes singing more, and is operatic
in form, the Kanpuri School centers itself more
on prose-filled dialogues mixed with singing.?
This style developed in the colonial times (19th
and early 20th century), when India was under
British rule. The Kanpuri style borrowed many
elements of prose dialogue delivery from Parsi
Theater, and mixed them with the Hathrasi
singing to come up with its new style of
performance. Also, the singing style in the
Kanpuri School is somewhat fast-paced
compared to the Hathrasi School.?

* Assistant Professor, Centre for Theatre & Film, University of Allahabad
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Research Methodology

Herein, the paper moves onto investigate
how Nautanki performance have been
incorporated in our contemporary times. It is
argued that the the idea of ‘superfluous’
narrative, myth and legends, not only exchange
informations as in our contemporary condition
of social media, but also carves out a memory
of its own to live its life as a “site of mediation”.
The performance unveils itself via a persona. A
persona of of an underdog. While this persona
is nonetheless a part of the existing community,
what has to be addressed is the extraction of
the ‘mediation’ at the site of Nautanki
performance.

The daughter of the King of Rampur
fell in love with the son of a low-caste man.
When the king heard about it he commanded his
soldiers to behead him. After searching in the
jungle for many years the soldiers succeeded in
capturing the boy and killed him under a ‘taal
tree’. It is said that since then, the screams of
the boy can still be heard in that grove.” Similar
stories and narratives of boy-girl relation can be
heard, in which the boy or the girl had to lose
her/his life.*

The story of Chuharmal and Reshma is
difficult to ascertain, but it is believed that the
events described in the story took place,
somewhere. A group from lower caste recites it
as a folk ballad and perform it as Nautanki named
“Rani Reshma, Chuharmal ka khela” every year
in the ‘Chaityamah’ (month of Chait as per the
Hindu Calendar).® This story has many versions,
most of which conflict with one another.
Chuharmal is a hero and god of the “lower
castes” of the region and the folk legend is a
symbol of the victory of the righteous over the
evil. This is the historical memory of the group,
which is perceive as real. One might observe
the metamorphosis of the memory attached with
this myth into “history” through a collective
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memory. Here the carrier of this collective
memory is none other than the collectiveness of
the ‘people’. So the forte of memory is not its
existence but the ‘common’ nature of memory
among people. A social text such as a rumor,
gossip, story or folklore multiplies in manifold
ways. The narrative identity of a community,
culture or nation is not a rigid structure.
Continuous contestation from within the existing
set up renders a gamut of possibilities. A single
story may be transformed into many stories. The
tale of Reshma and Chuharmal is an instance of
a text multiplying in this way. Each new text
contains a peculiar social meaning and manifests
a particular social position.

Discussion

The legend narrated above, which are
widely circulated in villages of different states
of North India, are still alive in the oral narratives
of many rural societies of North India. The actual
facts behind them are difficult to establish, but
the moral values projected in the myths are still
prevalent in these societies. Even today one can
find many incidents of violence emanating from
inter-caste and intercommunity love relations.
Incidents like these have become part of the
folklore of the local people and are still narrated
and recounted by them. These have now become
entrenched in the popular imagination of ordinary
people, who are greatly influenced by the values
and standards imposed by group/community
have been transformed into legends and folklore.
One community may perceive the male lover as
their hero who has been wronged by the family
members of the female lover, while another
community may create the myth of an anti-hero
who captivated the heroine and trapped her.
Wheras another community may portray the
female as the one who seduced the hero with
her youth and beauty and forced him to fall in
love with her. Thereby, a fractured nature of
rural folk society may create different folk
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narratives centered on the same folklore. These
conflicting versions often contest with each other,
since each group narrates from its own vantage
point. The multiplicity of texts indicate a manifold
character of collective remembrance, which is
not a mechanical act but is a product of creative
imagination. Remembrance is not just an
individual phenomenon but is a social
phenomenon based on selective memory.® Thus
memory is not an innocent, univocal and unified
domain. The collected versions of this story
reflect the changes, additions and contestations
at the level of popular narrative. As can be seen
from the examples of the multiple texts, there
cannot be an original story of Reshma and
Chuharmal. The differing versions of the story
conflict with one another, depending on the
community, which is narrating the story.

Problematizing this debate now, the
paper situates this oral tradition of performances
used in Nautanki performances, with the idea of
‘superfluous’ narrative, myth and legends and
how they not only communicate but also retain
a memory of its own to live its life, as a “site of
mediation™.” This also breaks the notion about,
what we perceive today about traditional folk
performances — that they are locked inside
specific geography and have remained same, as
it is. Here the idea of the “site of the mediation”,
accentuates two major functions to community
performances: (1) they help people in
understanding oppressive practices; (2) they help
people to resist these practices by making a
connection with other members of their
community, and feel united through a realization
of their common conditions.? In turn, this means
an understanding and exploration of new
information from the outside into a community,
while respecting and involving the local wisdom.
The paper brings in the debate of the mediation
beyond the digital, as an alternative reading of
legends in Nautanki performances; and in a
sense, try to negotiate more than the themes of

collective memory, history and singular/plural
simplistic dichotomy, which have tended to
dominate commentary on the subject concerned
here so far.

Media are transformative. They affect
conditions of possibility in general. Mediation
does not merely add some-thing to the existing
list of topics that scholars study. It changes the
practice of study itself.’

Taking a cue from Alexander Galloway,
Eugene Thacker and McKenzie Wark,
Excommunication: Three Inquiries in Media
and Mediation (2014), the context of changing
forms of “(ex) communication” converse with
the “central question” (2014, 9) of mediation. It
is the title of the book “excommunication” that
provokes the most enticing part about mediation
itself. Going by the general parlance,
excommunication, infers a complete suspension
or rejection of a person from a clique, like that
of a religion or sect. It also means an act of
damnation from a society, group or institution.
Frequently referred as “the act of official
exclusion of someone from participation in the
sacraments and services of the Christian
Church”,' excommunication throws fresh light
on the ‘site of mediation’. Moreover, as the
performative “excommunication” intends to
unravel the dynamics of operation at the ‘site of
mediation’, the “paradoxical anti-message” of
excommunication in our contemporary times is
percolating throughout social networking ‘sites’
of communication and transference of
information.

Conclusion :

Hitherto, the paper has been referring
about deconstruction of the closed, self-
referential body of the group, so that we can
witness an unravelling this ‘excommunication’
of the narrative performed. “Rani Reshma,
Chuharmal ka Khela” is a Nautanki, which
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unendingly gestures to that which is outside itself,
opening up the image in a number of ways. That
which continually interrupts any thought of being
as closed and self-sufficient; we can identify at
least two main ways in which the Nautanki is
opened, exposed, and brought into contact with
an outside: both through narrative ellipsis. As the
narrative switches between either group’s
perspectives, it privileges a lack of orientation
and narrative explanation for us, falsifying
‘relatives resistant’ to interpretation in terms of
linear cause and effect. Thus the image is neither
self-evident nor self-sufficient; its status is
indeterminate — it gestures to that which is
‘outside itself’.!" Each and every time the
performance is performed, it points to something
beyond what is ‘represented’. It gestures to an
exposure to an outside, which opens up the mythic
narrative, rupturing its self-sufficiency. I suggest
that every time a performance happens, it
privileges incompletion in representation, or what
we might call an aesthetics of opening and
exposure. Rather than the form of the narrative,
echoing and replicating the self-sufficiency of
the sacred order it presents, what we find in
“Rani Reshma, Chuharmal ka Khela” is that as
the ‘closed body of observances’ of the multiple
identities in terms of community; opens up, so
the narrative is similarly exposed and pushed
‘outside itself’.

Describing Nautanki as ‘an art (...) precisely
by what one might mistake for self-satisfaction’,
the paper suggests that “Rani Reshma,
Chuharmal Ka Khela” in fact allows a residual
vulnerability to surface within this structure of
self-sufficiency. Thus, it would not be over
ambitious to say that the self-overcoming of the
aesthetic might consist in the artwork’s turning
away from self-satisfaction, in a moment of
vulnerability, indeed, in a movement of overture.
What remains to be thought through is — can
Nautanki performance bear the weight of ‘being’
read as a parable of the self-overcoming of
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community and the metaphysical at large? Can
“Rani Reshma, Chuharmal Ka Khela” be
performed, so as to beyond the digital — both in
content (a social emancipatory community) and
in form (an aesthetics which goes beyond
contestation)?

(Footnotes) :

1. Sharma, Devendra, “A Brief History of the Nautanki
Performance Tradition”, <

https://devnautanki.com/about history.html
>, accessed July 19, 2023.
2. Ibid
. ibid
4.  Wadley, S.S., “Popular Culture and the North Indian

Oral Epic Dhola,” in Indian Folklore Research
Journal, 11.

5. Bose, Pradip Kumar, “Mobility and Conflict: Social
Roots of Caste Violence” in Bihar: Caste, Caste
Confflict and Violence (Ajanta Publication, 1985), 182.

6. Connerton, Paul, How Societies Remember,
(Cambridge: Cambridge University Press, 1989), 8.

7. Nora, Pierre “Between Memory and History: Les
Lieux de Memoire,” Representations, No. 26,
Special Issue: Memory and Counter-Memory,
(Spring, 1989), 7.

8.  Bakhtin, Mikhail, “Rabelais and His World”,
Bloomington USA: Indiana University Press; p-3.
Bakhtin ’s concept of the Carnival helps us here to
argue that folk performances are like carnivals; they
are participative in nature and may represent a voice
against the oppression of people by socio-political
authorities.

9.  Galloway, Alexander, Eugene Thacker and McKenzie
Wark, Excommunication: Three Inquiries in Media
and Mediation, (Chicago; London: The University
of Chicago Press, 2014), 1.

10. Dictionary.com Online, s.v. “excommunication,”
accessed June 10, 2019,

https:/www.dictionary.com/browse/excommunicate
The dictionary entry of the word “excommunication”
originate from the Latin term of excommiinicdtus
that means to, “put out of the community (past
participle of excomminicare)”.

11. Nancy, Jean-Luc “The Inoperative Community”
Peter Connor (ed.) & (Trans.) Peter Connor et al.,
Foreword by Christopher Fynsk, Minneapolis:

University of Minnesota Press, (1991); p- 39.

[155]



IAA 2024 (Rrrwics—2)
Bibliography :

Agarwal, R. Sangeet, Ek Lok Natya Parampara Delhi,
India: Rajpal and Sons, 1976.

Bakhtin, M.M. Rabelais and His World Bloomington,
USA: Indiana University Press, 1984.

Bal, Mieke. Jonathan Crewe, and Leo Spitzer (ed.), Acts
of Memory: Cultural Recall in the Present Hanover:
Dartmouth College Press, 1998.

Berrong, R.M. Rabelais and Bakhtin: Popular culture in
Gargantuan and Pontagruel Lincoln & London:
University of Nebraska Press, 1968.

Bose, Pradip. ‘Mobility and Conflict: Social Roots of
Caste Violence in Bihar’, Caste, Caste Conflict and
Violence Ajanta Publication, 1985.

Bourdieu, P. Distinction: A Critique of the Judgment of
Taste Cambridge, MA: Harvard Press, 1984.

Confino, Alon. “Collective Memory and Cultural History:
Problems of Method” The American Historical
Review 102.5, December 1997.

Connerton, Paul. How Societies Remember Cambridge:
Cambridge University Press, 1989.

Derrida, Jacques. Writing and Difference (Trans.) Allan
Bass, Chicago, 1978; Dissemination (Trans.)
Barbara Johnson, Chicago, 1981.

Fine, E.C. & Speer, J.H. (ed.)Performance, Culture, and
Identity Westport, Connecticut: Praeger,1992.

Grierson,George. Bihar Peasant Life: Being a Discursive
Catalogue (1885), Delhi: Cosmo Publication
(reprinted)1975.

Hansen, K. Grounds for Play: The Nautanki Theatre of
North India Berkeley: University of California
Press, 1992.

Jameson, F. The Political Unconscious: Narrative as a
Socially Symbolic Act (Ithaca, NY: Cornell
University Press, 1981).

Nancy, Jean-Luc. ‘A-religion’ (Trans.) Julia Borossa,
Journal of European Studies, V. 34,N. 1-2:14-18,
2004.

— Dis-Enclosure: The Deconstruction of Christianity
(Trans.) Bettina Bergo, Gabriel Malenfant,
Michael B. Smith, New York: Fordham University
Press, 2007.

— The Birth to Presence, Stanford University Press:
Stanford, 1993.

— The Inoperative Community Peter Connor (ed.) &
(Trans.) Peter Connor et al., Foreword by
Christopher Fynsk, Minneapolis: University of
Minnesota Press, 1991.

Nora, Pierre. (Ed.) The State Vol. 1, “Rethinking France:
Les Lieux de Memoire” (Trans) Mary Seidman
Trouille, Chicago: University of Chicago Press,
1999.

Prager, Jeffrey. Presenting the Past: Psychoanalysis and
the Sociology of Misremembering Cambridge, MA:
Harvard University Press, 1998.

Ricoeur, Paul. “Memory—Forgetting—History”,
Meaning and Representation in History (ed) Jorn
Rusen, New York: Berghahn, 2006.

Sangeet Natak Akademi “Traditional idiom in
Contemporary Theatre” Special Issue of Sangeet
Natak, Journal of Sangeet Natak Akademi, Vol.
77-78, July- December 1985.

Shastri, R. Haryana ka Lok Manch Chandigarh, India:
Haryana Rajkiya Press, 1987.

Wadley, S.S. “Popular Culture and the North Indian Oral
Epic Dhola”,Indian Folklore Research Journal, Vol.
1(1), 2001.

Benjamin, Walter. ‘Theses on the Philosophy of History’

Illuminations (Trans.) Harry Zohn, New York,
1969.

[156]



A 2024 (Rrowics—2)

Technology used in Indian Folk Music & Instruments

Dr. Snehal D. Shembekar*

Abstract

In Indian folk music, there is a rich and extensive range of musical instruments,
used both in the art music and in the folk music. Earlier man used percussion instruments
to accompany dance and to serve primitive ritual. The most primitive drums were made up
of wood and the skins of animals like lizards, snakes and fish etc., however with the
arrival of ceramics, wooden shell gave way to a clay vessel, and hands are replaced by
sticks. Sticks and the skins of aquatic animals changed to huge cattle. The laya vadyas or
the rhythm instruments are the earliest musical instruments in the history of mankind.
Newly introduced technology and the utilization of latest materials have brought
tremendous changes in the overall tonal quality of Indian musical instruments. The non-
availability of the materials from which the instruments are made, resulted in the finding
of an alternate. The elongated and fragile bodies of the stringed instruments like Tampuras’
and ‘Veenas’are more difficult to transport from one place to another. As a result, miniature
Tampuras’in the box type and ‘Folding Tampuras’ are being built, with the same tonal
quality. Fibre Glass Veena, and Electronic Veena are the experiments being made in the
field of making Veena. As a result of the introduction of the most modern technology and
the application of the latest materials, the total tonal quality of the Indian instruments

have enhanced to the maximum.

Keywords : Indian music, Modern technology, Indian instruments, Electrical music.

Methodology : Secondary sources.

Introduction

A folk instrument is a musical instrument
that developed among common people and
usually does not have a known inventor. It can
be made from wood, metal or other material.
Such an instrument is played a performances of
folk music. The history of musical instruments
has its deep roots in many thousands of years
back, when the primitive man started using
natural things to make sound. Simple rhythm
instruments are the earliest examples where man
used his own instruments as clapping hands and
stamping feet. Musical instruments are created
primarily for the production of sound. From a
small piece of stone to the highly sophisticated,
computerized electronic synthesizer, any object
which can produce sound and tones is a musical
instrument It is obvious that the earliest known

invented musical instruments are however
noticeably different from those discovered by
man. Many instruments have become accessible
and adapted quickly by the people in far places,
because of the contact existed between different
civilizations. Some instruments have moved
outside from India and a good deal of India’s
custom, culture and instruments has been
accepted by Indonesia. The ‘Ravanahasta
veena’, a bowed instrument of the western region
of India, is an important example.’! The blending
of human body with that of music is very clear
in the earlier days, in which bones and limbs have
been used to make musical instruments. In order
to enhance and enrich the vocal music, people
gradually felt the need of the accompaniment of
musical instruments. From the prehistoric time
to this modern period of science, both the vocal

* Associate Professor of Music, Sitabai Arts, Commerce and Science College, Akola
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music and the musical instruments playing have
been passed on, through generations to
generations. However, the very first instrument
is the human body itself and is used for keeping
rhythm by stamping, clapping, or beating up on
the different body parts.

Indian Folk instruments

1. Alghoza, 2. Chikara, 3. Dhak (Big
Drum), 4. Dholak, 5. Dholaki, 6. Do Tara, 7.
Dungchen, 8. Ektara, 9. Ghumot, 10. Kamaischa,
11. Kanjira, 12. Kohl, 13. Maddale, 14. Nagada,
15. Parai, 16. Pepa, 17. Pungi, 18. Sambal, 19.
Thavil, 20. Thavil, 21. Thonkru, 22. Flute etc.

In Indian music, there is a rich and
extensive range of musical instruments, used both
in the art music and in the folk music. Vedic
literature refers to the various kinds of musical
instruments which were used in those days.
Even before 2400 BC, the chanting of Vedas
with all types of musical instruments was
common in India. Turva’, bakura, nadi,
kannadavina, karkari, dundubhi, bhumi dundubhi,
vanaspati etc. can be cited as examples for wind,
stringed and percussion types, most of which
are invisible now. Instruments are the products
of human thoughts and are the artificial devices
of man. Newly introduced technology and the
utilization of latest materials have brought
tremendous changes in the overall tonal quality
of Indian musical instruments. It is the technical
advancement which complimented both as a
stimulating and supporting factor to make people
equipped to conduct excavations and empowered
them to unveil it to the modern world. The logical
explanations and the situational analysis also
must have played a major role in these
explanations. The “Theory of Resonance” was
the main ‘secret’ behind, which attracted people
to the crude sound produced by those
instruments. In respect of the dramatic
performance, it is a threefold application as Tata’,
‘Avanadha’ and ‘Natyakrta’. According to him,

‘Avanadha’ has got its name as it is tied by
leather. Bharata has devoted a chapter, which
contains only the description of orchestral music.
‘Brhaddesi’ of Matanga has brought out even
the smallest details regarding the wind
instruments. Narada’s ‘Sangitha Makaranda’,
gives an exclusive idea of the production of sound
on various instruments. Saranga Deva, treated
all kinds of musical instruments prevalent in his
time and even prior to him. He gives an elaborate
details of “Vamsaka vrnda’,- an orchestra formed
only with the wind instruments.”?

Flute was the only accepted and
commonly used instrument by all the human
races of the world in the ancient history of
musical instruments. In the old usage, the term
‘flute’ stands for all the pipes blown across and
also using reeds which make the breath to
vibrate. It may be of either of stones, of animal
bones or bird’s bones, of woods or of reeds. Wind
instruments also called as ‘sushira vadyas’ by
ancient scholars, are in ten kinds which is
mentioned by Sarangadeva in his ‘Sangeetha
Ratnakara’. As per the journal ‘Nature’, the
music was widespread in pre-historic times and
a ‘vulture-bone flute’ has been unveiled by a
group of researchers from Germany in the year
2008. It is a five-holed flute made from a vulture’s
wing bone measuring 20cm long, having a
mouthpiece in “V’ shape.’ From the Neolithic
period onwards, drums have made their presence
through the archaeological excavations.
‘Ranabheri’ is made useful as a drum as well as
making announcements. It was the huge conical
drums beat which declared the stated hours of
the day and night, during the medieval period.’#
After the human voice, which was being
considered as the very first instrument, it was
the percussion instruments like stones, sticks, logs
and rocks etc. which occupy the second step in
the progress of music. Earlier man used
percussion instruments to accompany dance and
to serve primitive ritual. The most primitive drums
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were made up of wood and the skins of animals
like lizards, snakes and fish etc., however with
the arrival of ceramics, wooden shell gave way
to a clay vessel, and hands are replaced by
sticks. Sticks and the skins of aquatic animals
changed to huge cattle. The laya vadyas or the
rhythm instruments are the earliest musical
instruments in the history of mankind. ‘Ranabheri’
is made useful as a drum as well as making
announcements. It was the huge conical drums
beat which declared the stated hours of the day
and night, during the medieval period.”S Each
and every culture had the ‘give and take’ attitude
between themselves depending on the nature and
use of media of communication. Both of the
Nagas of the eastern provinces of India and the
Todas of Nilgiris in Tamil Nadu have a kind of
dancing with howling and screeches, which
resemble their hunting calls.’® The rhythmic
system of India has been the most complex and
highly evolved system of the world. This fact is
acknowledged by the scholars and musicologist
all over and it is said that Ustad Allah Rakha
asked his son, tabla wizard Ustad Zakir Hussain
to seek the guidance of the mridangam maestro
Palghat Raghu.

The science of musical instruments with
their classification is known as Organology. It is
the descriptive and analytical study of musical
instruments. The classification system based on
the acoustic principles by the Erich von
Hornbostel Curt Sachs in 1914 was considered
as the most systematic classification of
instruments in the west, whereas in India, it was
in practice around two thousand years before
itself. The emergence of new electronic
instruments in the second half of the century
have been adopted by many musicians and
‘Curt Sachs’ classifies these instruments as
electromechanical and electric under
‘electrophones’ - a new classification, called
Electrophones.”” Newly introduced technology
and the utilization of latest materials have
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brought tremendous changes in the overall tonal
quality of Indian musical instruments. The
nonavailability of the materials from which the
instruments are made, resulted in the finding of
an alternate. The elongated and fragile bodies
of the stringed instruments like Tampuras’ and
‘Veenas’ are more difficult to transport from
one place to another. As a result, miniature
Tampuras’ in the box type and ‘Folding
Tampuras’ are being built, with the same tonal
quality. Veena with removable parts. Fibre Glass
Veena, and Electronic Veena are the
experiments being made in the field of making
Veena. As a result of the introduction of the most
modern technology and the application of the
latest materials, the total tonal quality of the
Indian instruments have enhanced to the
maximum.

Electrical music instruments are able to
produce electrical tone signals for amplification
without tine use of air columns or mechanical
vibrators’. There is not even a single piece of
equipment without having an electric component,
in the production of music today. Electronic
music predates the rock and roll era by decades.
It was in the late 1970’s and early 1980°s that
the analog synthesizers turned out to be smaller,
more accessible, further user friendly and more
affordable. This is an electronic musical
instrument capable to imitate the drum’s sound
or other instruments in the percussion group. This
instrument does produce an electric signal that
makes a drum sound, when the pad is hit with
stick. Musicians in the younger generation are
able nowadays to produce qualitative ‘demo’
CDs In their own homes using computers,
electronic keyboards and synthesizers. Thus they
can avoid the expenditure of hiring a recording
studio. ‘The very first programmable drum
machine, the PAiA Programmable Drum Set,
was first introduced in 1975.”8 With special
reference to electronic musical instruments, the
use of sampled sound makes it possible not only
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to reproduce exactly the sound of a particular
instrument, but modify it to suit any particular
application through the use of the operating
software of the instrument itself also. Sounds
from musical instruments as well as from any
other sources can also be recorded and stored
in a digital sampler. A tune can be played in a
keyboard, along with the sampled sounds, after
connecting it to the sampler. Using a Musical
Instrument Digital Interface (MIDI) system, a
computer can be connected with other electronic
instruments, such as keyboards and electronic
drums, to make sounds together or in series.

Many different ways of sound
generation have been used during the evolution
of electronic musical instruments. The modern
electric guitar has originally been developed from
the acoustic guitar but it has only a superficial
resemblance to it. This guitar, which was invented
in 1931, uses pickup which converts the vibrations
of the strings electronically in to sound. Electric
guitar has to be amplified, as the signals
generated by an electric guitar are very weak.
A synthesizer is an instrument which is able to
produce sounds that is programmed already. It
is a collection of functional units which can be
interconnected in different ways. “Just as Les
Paul is the father of the electric guitar, Dr. Robert
Moog is the father of the Moog synthesizer”.?
according to Brian L Knight Dr. Moog has
manufactured ‘theremin’, one of the first
electronic instruments, with a company which
started in 1954. He also paid his attention on the
progress of an electronic synthesizer and the
‘Moog Synthesizer’ has got introduced to the
world in 1964. The invention of the synthesizer
has resulted as a beginning step towards the
origin of keyboard. The rapid progress in the
field of electronics advancement has shown
many exciting possibilities of orchestration in
music. Certain talents in the field of music as
well as electronics had paid their attention in

developing some electronic gadgets for the
accompaniment of sruti. It is worth mentioning
of Mr. G. Raj Narayan,!® for his valuable
contribution of the ‘Electronic Tambura -Sruti
box’. The pioneer in the field of electronic
musical instruments in India The Radel
Electronics pvt. Ltd’, has rendered a great
service to the music industry.

Conclusion :

Indian music is highly rich in its great
tradition, and has had a continuous development
from early times. Once the technology was
introduced to the rich tradition, music began to
flourish rapidly in the fields of performance,
popularity etc. Thus the contributions of
technology in music are unlimited in the day-to-
day usages in modern days. Due to the impact
of the growth of Science and Technology,
massive reformation has happened in all the fields
of music during the end of the 19th and the
beginning of the 20th century. As the technology
moves forward, the music is there to utilize these
possibilities to open new fields.
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Folk Music Tradition of Tamil Nadu

Dr. C. Lalithambal*

Abstract

Folk music is an inestimable contribution of our country. It reveals the thoughts,
ideas, emotions, customs and habits of the folk. The social, political, geographical and
religious conditions of the country can be gleaned through the study of'its folk lore. This
article is going to highlight the few traditional folk music aspects of Tamil Nadu which
are soul of our culture. Among various categories of folk songs, few of them were taken for
research purpose. In this article Thalattuppadal or Lullaby songs and Mulapparippadal
were taken for analysis. Thalattuppadal or Lullaby songs are the songs sung by the
mother while making the child to sleep. Since the mother sings by moving the tongue.
These songs are mostly sung in Nilambari Raga. The therapeutic value behind this song
is analyzed in this article. Next ceremonial song is Mulapparippadal. In these songs the
women carries 9 whole grains Sprout called Mulappari on their head for their Mariamman
deity (Goddess). Why they choose these 9 whole sprouted grains for their worship? The
reason behind their worship is analyzed in this article. Folk songs shows light regarding

the life style of the folk people.

Key words : Thalattuppadal, Tottilpadal, Mulapparippadal, Lullaby songs

Methodology : Methodology adapted for this study are analytical and descriptive method.

Introduction

Folk music is treasure of every country.
It is found in all countries. It reveals the thoughts,
ideas, emotions, customs and habits of the village
folk of the country. The social, political,
geographical and religious conditions of the
country can be gleaned through the study of its
folk dances and folk music. Folk music has been
in existence long before classical music is born.
The simplicity of the tunes, their lilting rhythms,
their straight notes with an occasional sprinkling
of graced notes and their limited compass have
enabled folk music to be appreciated universally.
Folk songs are capable of being learnt by rote
and without much effort. This article is going to
highlight the few traditional folk music aspects
of Tamil Nadu which are soul of our culture.
There are lot of folk songs under various
categories. Few songs were taken for research
purpose in this article. Lullaby songs and

Mulaipari padal are the two types are taken her
for analysis. Talattuppadal or Lullaby songs are
the songs sung by the mother while making the
child to sleep. They are called as Thalattuppadal
and Thottilpadal. Lullaby songs commonly used
to sing in Neelambari raga. Another type of song
is Mulaiparipadal. This article is going to analyse
why Neelambari raga is used to sing Lullaby
songs and also the significance and values of
Mulaiparipadal.

Origin of Folk songs

Folk music has been prevailing from the
inception of music and thus revealed through a
study of the development of music. Man has
expressed his feelings through, varieties of
sounds initially and later through songs. The
period from which the folk songs came into
vogue is not known. In “Tholkappium”, the oldest
work in Tamil, We find the reference to folk

* Assistant Professor & Head, Department of Music, Seethalakshmi Ramaswami College, Trichy, Tamil Nadu, India
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music as Vaimozhi Ilakkiyam or Oral tradition.
In Thiruvachakam of Manikkasagar and
Perumal Thirumozhi of Kulasekarazhwar we
find many folk songs. Periyazhwar kept lord
Krishna in the Gem cradle and he sung the lullaby
song.

Maanickkam katti vairamldai katti
Anipponnal seida vannasiru thottil

Peni unakku biraman vidutandan
Manickkuralane thalelo

Vaiyamalandane thalelo (Periyalwar : 4:1)!

We also find folk songs in the works
like Pillai Tamizh, Sindu, Kuravanji, Pallu and so
on which are Tamil Literary works of later origin.
The folk songs are associated with the daily life
of village people. They play an important role in
the life of the common folk. There are songs for
each and every action of their life.

Classification of Folk songs in Tamil Nadu

Folk songs may generally be classified
into refined and rustic types. Songs like Padyams,
Lally, Nalangu, Unjal, Odam, Chindu are some
of the Refined varieties. The agriculture songs
like ploughing, weeding songs etc belong to Rustic
type. On the basis of context, the folk.

Ceremonial songs are sung for each
and every ceremony celebrated by the people.
They are of many varieties such as Lullaby
songs, Marriage songs, Dirge songs, Kummi,
Kolattapadalgal etc .

Occupational songs are sung by the
village folk while at work. They are sung in order
to reduce the burden of work and also keep them
happy during work. They can be divided into
three types

1. Agricultural songs (Ploughing, Harvest,
Yettrappadal and Weeding songs)

2. Songs sung by other occupational people
(Cartpuller’s songs, Fisherman songs,
Washerman songs?

Lullaby Song

Lullaby songs are the songs sung by
the mother while making the child to sleep. They
are also called in Tamil as Talattuppadalgal and
Tottilpadalgal (Cradle songs). They are the out
bursts of the feeling of the mother. Since the
mother sings by moving the tongue (Thal —
Tongue) such songs are called as Talattuppadal.
In these songs the love between mother and child
and the care of the mother towards her child
are revealed. These songs are mostly sung in
Neelambari Raga. Some songs are also sung in
Yadukula Kambhoji, Anandhabhairvi, Kurunji. In
these songs words like Araro, Ariraro, Thalelo
are used profusely.

Kanne Kannurangu - en

Kanmaniye Neyurangu3

Regarding the context there are
different types of songs among the Lullaby songs.
The mother says the pride of the father and the
maternal uncle through her song.

Muththalakkum Nazhienkanne
Muththalakkum Ponnazhi
Vaiththalakkachcholliunakku
Varisaiyittar Thai maman

There are also songs in praising the
beauty of the child.

Masippiraiyo ne vaigasimanganiyo
Desappiraiyo ne thevittadamanganiyo
Engal kulammangamaledhirkalaththaresamal
Thangamani pokkishaththaithanala vanda kannala
In some songs the mother asks reasons
for the cry of the child.

Araro Ariraro

Enkanne yaradichcha

Adichcharai solliazhu - Thalelo

Adichcharai solliazhu

Avaradam pottiruvom
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Tottaraisolliazhu tholvalangu pottriuvom
Aththai adiththolo aralippusendale
Maman adithtano Malligaippu sendale

£

Lullaby song.mpeg

There are some songs in which the
mother expresses her poverty and asks the child.

En vayurutedieenpirandaimagane
Muthu sirippazhagamullaippupallazhga
Vaiththukudisaiyelevilaiyadavandayo

Raga Neelambari

There are many ragas in south Indian
Classical Music. Among all ragas Neelambari
serves main role to reduce sleeplessness. It
solves insomnia and helps better sleep. The raga
Neelambari in the classical Indian Carnatic
system of music is said to be able to induce sleep
and also have some sleep promoting qualities.
The anecdotal references to the quality of sleep
promoting effects of Neelambari probably reflect
a conditioned response since most lullabies in
South India are sung in Neelambari raga.

Indian Music therapy Association
published result based on a workshop on Raga
Therapy that raga Neelambari (found sleep
inducing)

Mulaipari Padal (Sprout Song)
Sprouts

Today, thousands of traditional seeds
have been lost as a result of the farmers
neglecting the rare technology of sprouting.
Agriculture has not peaked as a result of buying
seeds of non-fertile properties such as transgenic
or subsidized seeds and adopting seed padding.
Mulaipari has adopted the technology of selecting
quality seeds from his own land. Many
techniques are followed in selecting the seeds.
They choose good quality seeds from disease
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free crops. The selected paddy and grain seeds
are kept in sacks, jute or cloth sacks.It has been
the custom of Tamils to sow the preserved seeds
after testing the germination capacity of the seeds
before sowing them in the next season. Mulaipari
festival is what our forefathers did as a joint
effort. Pongal is celebrated by offering Mulaipari
to the folk goddesses in the villages. Sprouts are
known for their nutritional value. Seeds of 9
grains or legumes are germinated to produce this.
Since women are symbols of fertility. During the
waxing period, the work for backup sprouting
will be started. As a symbol of that, a neem
leaves were tied in the house. To put Mulaipari,
take earthen pan, palm, bamboo baskets and
bring silt from the river or pond and add makiya
leaves to it and prepare Mulaipari pan.

From the day after Mulaipari planting,
women stand in a circle in front of the house
and dance. Hoping that the sprouts will sprout
as this gummy makes a sound. From that, on the
ninth day, the sprout preserved in this way is
placed in the public place of the town. The sprout
of whose seed has grown vigorously will be
pointed out and identified as the best seed for
all. The seed will be the symbol that determines
the prosperity of the town that year. Then
women stand in a circle around the sprouts and
sing and pour gummi., This Mulaipari event is
held to remind farmers about the need for water
bodies to support them. In order to make
everyone aware of the importance of Mulaipari,
not only in worship and festivals, our ancestors
have regularly performed Mulaipari in important
auspicious events including marriages. This
Mulaiparireference were found in
Silappadikaram.

Sprout song

Tannane tanenane tantate tanenene
Tannane tanenane tananenne tanenena
Velarukitta soli Kolara Ododachchu

Vatta vatta ododachchu Kuttamilla malappayaru
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Attanthozhuthorandu Atteruvuallivandu
Mattanthozhutorandu matteruvu allivandu
Kadukulayunchiru payaru karamanippayaru
Milakulaiyum Muththana manippayaru
Molapotta onnanalu orolaiyam mulapari
Orolaikkum kappukatti orupanai pongalittu
Mulapari podunkamma Muthtalammana padungamma
Tannane podunkamma thaiyalare orukulavai

N

Mulaipari song.mpeg

Discussion

According to Folklore of Tamil Nadu,
the village people are generally uneducated. But
their thoughts are highly appreciable one. They
mainly concentrate on Agriculture. While we are
doing research on folk songs especially the
Lullaby songs and Mulaipari songs, we can find
the significance behind these songs which are
highly therapeutic and valuable. While coming
to Lullaby songs, sleeping is essential for all the
human beings especially for infant babies.
Lullaby songs in Neelambari raga gives peacefull
sleep because of the svara combination and raga
structure. Right from the epic period and in folk
songs raga Neelambari has been used for night
ragas for to induce sleep.

The story behind the Mulaipari songs
is truly valuable. Folk songs beautifully connect
their life system with their day to day
ceremonies.

Results and Conclusion :

As per Music therapy Neelambari
raga inducing the moods of sleepiness, this folk
based raga can be relaxing,. So from the 