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Prof. Sudhirkumar Saxena

Prof. Sudhirkumar Saxena was born on 5th July 1923 at
Aligarh, U.P. He learnt the art of playing Tabla for years
from Ustad Habeebuddin Khan, the doyen of Ajrada
Gharana. He dedicated his entire life in rendering
expression to this art on different platforms, but within the
staunch discipline of Ajrada Gharana. Sudhirkumar
Saxena was an extremely humble person and one of the
best Guru one could ever meet. As a teacher, he never
declined to teach anyone, he also had graduated in Political
Science. A Special event happened in the history of All
India Radio that Prof. Sudhirkumar Saxena was selected as
an “A” Grade Artist without an audition.

/

Prof. Sudhirkumar Saxena was the first professor in tabla at a Centre of higher education.

Prof. Sudhirkumar Saxena retired from The Maharaja Sayajirao University of Baroda in
1983 as Head of the Instrumental Department, after serving the institution for a glorious
thirty-three years. In his long career (1945-1995), Professor Saxena participated in the
major music conferences of the country as a Tabla accompanist and also as a soloist.
Professor Saxena delighted not only the audience but also the main artist as well, be it a
musician, or a Kathak dancer. His disciples are scattered all over the globe, some of them
being distinguished academicians and artists in India and in other countries. The Central
Sangeet Natak Akademi (Delhi) published his book “The Art of Tabla Rhythm Essentials,
Traditions and Creativity” -in English- in 2007. The Hindi version of this book was
published in 2015.

Prof. Sudhirkumar Saxena left for the heavenly abode on 30th November 2007. In fond
memory of Saxena Sir, carrying his legacy forward to next generation, the Department of
Tabla, Faculty of Performing Arts, The Maharaja Sayajirao University of Baroda is
organizing a prestigious festival “Prof. Sudhirkumar Saxena Janma Shatabdi Mahotsav”.
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fafte sl ¥ oS! @] &1 UHRHE $R1 &I [duR URIHE §, SR §9@ fad |
1. ot TIRET UIgaR Sf, daa fQUTT & adu siegel 3R dae f[aumT & 3 9ewl & yard
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o g ufgarra Wt 11~
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S o1 9 U8 o9 o o B
AT BT 7T YR gfx ung,
Tpfa dTae U afa AT d g1
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YR E¥Pd UR AP T BT GHG

. Jar s9a
ifta faumT, SR w1 Heifdeney,
3ENTG

RIUH 196 Gl H fagHi 1 & $o Tl TRuRrell 1 SR 1 U1 1l 3Ug,
FHE qUT AT A B ARG U S T o ok e oS fonsdt geR
DI AT AT oY W=t 78wt ot | fhg 37 woRsti § U SR AHa
TIAT & AT BT AT FUT 34T T, A R 3R 31d HIgdh 3R TR
FHaregadr Ht ff | TR 78 TR Tl T SR Tdaddrsil & 3yl &1
fawr o1t a8t gERt $iR danfaal A o 390 S o1 SRy & faam dR-4iR
2 IR TRORIST HY U 19 &7 B 3MaIHdT g5 | 9gd Id faaR &
UYTd 3¢ AIdhard! A9 T T $H% 1Y g AifRde TORT § 9t 3Td U
wfidt o7 e oft SIRY g3 U e F THY & g &1 e 3
FHAH AT DI 3R 71, o 39 NAS Ao I Je! g8 o 3R a9 I8 97
I @ e die § T Tt o el oft yafera §, SR At wet o
T 8| eR-¢R e T Hiad! &1 TUg RY g3 T & 3 o=
Had AP HAT B g Hf TR 741 fohg YRa & ol 0% 18 off T
TURIET T8} & Ul g1 3 H i eg &7 o Th -IF W I8 a1
HHE T U & 3R BIb M1E P 31 I WG B WIRNTA Hell | T
ST g | forg faiw Ao Ria sreqae § g & T & et dey il ot
Sl A 21 3fd: Bleb Yea BT 312 ¥ GHET &) foran oIl 21 et A 39
2q I eq, BT YT SIeTT B

UTfF YR IRl & Al Weg BT o1 dg A Y 3UaT TOR g1 R o $B
1 98 3 i § 95 9 dlicb ! U1 H g1 3M1elT| Tt 1Y 1 Sie &l
i Al Fgd g | TR o H Riferd gqer ¥ e Ia 991 &1 i B
T &) ot §1 ST SR TG fgaet & AR wid e BT o g
31T T el B, sfees TRY 3R 7l H Hefl g% 9 T o & R
TN JT BT YR Nzt Te 31" Sfiga s T WrHd F SUR "ANp
FHaAT S WA AR Ao S Bt agfed srufd @t siftrafad g1

3= g1 A eiiep er o1 TR & Teiel & o faaR e fpu €, 3 9

1 st €t § b Qe o I & et saae e 9 W eimetia
S GHEr & YA &t sifiafad 8 die war gl

YRATT Gpla olicb TEBT &1 39T I ol F € g 31 B 3 wiait
1 g3 38 ohep | b 31 har & o IR quT b 3ERT B &1
HE T | 981 3 s SRR ) [IRW v R T g1 dig o § diep
1 & TREaT & T 1 312l & el § s % Beurur b AW 1 A

1
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H oI & favie TU H S B 15 g1 Idd H YR S JATS & A

eIl ¢ 3T dfee Sfia 3R e g # Bis iR el oid 89

Tifid @t 910 B4 &, ) WY 3w A | yaferd i & i, 9 iR

%agm‘sﬁm%ﬂu@ﬂaemww$mﬁﬁ$m§€m
|

e F1a & e il & =0 & o7t ot T v 38 81, SB1 IS Yahar
T TRURT T A1 8 & PR G THSRI U a1 51 fovg afea wnfea
# d wifld & S faftm e fAed €, S99 39 99g & die ITid @1
STHT TN ST bl € | e Tl BT T - aTal B Tl a1 gy a1
HT I U BIAT § | T BT BRIHH ol UiTor § grar 7| fors =R iR
AR GHT YT Ad ¥ | A5 T U I3 dTalt ¢ HT Ieeid BIdG (10. 72.6)
H fopar T g1 Rl U1 GBS a1 & Wi el H Uil g & I
AU S0 § fAredn 81 98t el T § b ot T8 g3y & SFRAT dvat
2 ot gifiq e & udior 811 e Tiftd 1 S wiftfer Ut griie
SARI TR T STl 7| T Hrferd i g & Smaiford gid o df it 3
H| Aepfidl 1 Urare FHTS & G o & AT § o1l oigh S o B
afgensii & e Tiiid & TR TR &1 I@id Badl €, a8l 9 o &
Afgaret # off Tifid &1 saaeR fRwrs usar 81 fJare TR & AR W
el gR1 MY S AT 1fidl @1 Ieora o B 81 99 & sifafvad fafay
IR & IR TR FIUR AN ARG & g o Haieh Td T Hd
q| FATS & AR R Rl gRT T T a1 79 &1 Ieeka 3ydag § off
fireran 81 Ifew wifew & fewist & g1 9 R B fbw o arat 4 &7 oft
Ieord firerar 8 | Aiferes Braf Ud TSGR & SfawR R fers! gRT e o
I T 3R T Al 31t |t e § vaferd g

SRY | TN Hal BT LTI Hiiiferds & o1 2 § foran mar o1 o 39
# Fad RIFY dd 8 W 91 351 916 B AoIad e & TUd &
oRUTH WU Al Hal # A8 dd i T8 I @ SR TP % Bl A
HAT DI GIR G D AP Bl Y IF 37T 9 Rig B &1 yad fovar T
URfaeTRic ST & IS T snfed srawu & o 0 Weft & &,
IU! wanell T FRRAT offs | I T ST @i HTaHT &1 oFH gaml i
1t g5 Y 9§ 781 B8l o b & AP Bl & STF Bid ol 3NfeH
FHAT I g1 T | A Hal &) Iand uifiie Hia=rsl, siufayr, w
faru, srdemRur, ughy auT siforta WiaHTst &t e & faR A g3 1 g ot
fem gar & off 3w Idt adr ¥ 3R I T & Af FuH Jazrar | off
39T fog U g 397 SifaRad em@ di-gadnsfi &1 ot ifashR ga|
B Wel U B Akl B I UIhfeh 3fudl WhdR U H Biedrd
forar STrar o1, 98t 3fd IR WA AFG T TG faar| S-S A
AT &1 3T gl T Al By Hi e Rid eIt 7|
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Wb Hall STt ug o= g8 § o SuH =urfigdr gt 81 fsft &7 & 3@
IS TN BT 3MTed a8l Bt STAARY P TR §1 B ¢ | 37 YBR T
J gUIfad 819 & BRI ITbT THIT FrHToID T16+, Tf-Rarei iR enfife
Iyl W Usdr 31 3T PRU Bl H FUBAD db-ld! 3R A 7a
fIRIaTy IOT Bt 81 Wb Bl B guST IR SNfa Syar el ¥
Tafera g1 faftrer & o T8+ arel a3 ot FAfRid g gia €, S99 S
SfeRTa HTaT3Tt &1 fmfor gYar g | freht faRy syawma & @ gu safaadt &1
Upfa & oF IudHR0N I Yae BT 8, Sl 9 YafId Ih Al U gid gl
e B DI AR AR Ffearfedr 8| e HaThR WRURT H YR FHral
8 T WIS &Y UM ¥ 98 feudar § SR Ui wuRistt &t sieh
3IPIA BT Tl g1 3B At AR fRRar 31 Al b FR-¢R
3T St 8 TRURT & U H 95 i T db Tfe IR 36 b BRI
I FHa M &1 T8 dgadt | $HP Y S gU Ay +ff RR wd &)

T Bl THIT 3R B 7 F faReer Geifdid 81 Al el Tebt e
gl aﬁaﬁvaﬁmmﬁwﬂuﬁmﬁ&mumﬁa% Tg ot
=Pl 3 9gd W g1 bR i 33 915 Hed a1 T B 1 3HHBT TUTH SR
Tg g & 39 U dd &t YU gt 8, oY 39 a1 § Hial &l TS
3R IR 31d §1 51 Y o8 GERI b WAl J Sepfiie i B okeft 1 cflep
PR [Pl AR cufdd &) oud B, T, IUCT, URIT 31T & U
TR B I Y Hal ¥ T8 R, ST SHfefdd guf & Wdd aur
WIS &t 8| HS & qrdde Wy 1 37e= ol el & gRI1 €
TUT B UThfad Ficd o7 oSt §1F1 Al Wid &1 U v g1 enfeswra
Y 8 I A YT f[AhT HIegH Uil D! ST | SH HRUI Uepld ST dh
TN T § ST 781 81 TS ¢ | 8, U, IR, Idd, R ofg Al &
JUR PR ST & | WG e St & R el 1 3211 39 91 7 Gem IeTeR00
®, fop g 3 7l Q S0 BT yrarei o1 sfeiferd foan 31 |re & o
T fove e @t SIYfA &1 aUT SURd & Al & ST &1 A1 ST {1
e uTg HeR 37 R A e Wiftd &1 Set o 81 SR wra= o & umdior
e gerdd ¥ HR ST §, A, AT 3 JTare aui & ofd ¥ 4R 91 8, i,
e 3nfe gR-1R Eiep’ o €, 3R Uipfae Jied guf digd Wi 1 I8
9 firde? g9R HiR & aa H o1 Jot YaeT I 3fieiferd BRd g1 I8
Upfae Gied &, S sfeerel § A 1 30 Gite & AT ST B |

TYYBR T8 WY 2 P! AP Bl g3 BT ¥ ¢ | HAIPR I3 HILAH P gRT
TRAH faf A g Bt HIg13N BT 3ificaad Har g1 34t ¥ e el A
e, GeIYdT Tdl &1 i BadR UHid b Iad & H gl & 3R 8l
ISP WG FRAR SIS BT ATHT el Gl ¢ | DT SHpfagt =t
Yoz e Bt o I e U HId 81 §, Y 8 €1 i e 9
AT HTaT3T &1 fIh™ Td IRSHR giaT 81 TRH, TWRWRATd =Y H o
AT =7al 31178 & FD! &M BNt 8 | ST UBR Al HaTd GHRY ST e
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YR AR Tt 9t 9fexy ik I wR aie wifia &1
UHTG: TP Sqelip

(TEA- A faurTene Ud ddhmanes)
oft ST STIfHAT - TS AMuHdl
Tdhee! 31 IRHRIET 3EH

g HERTST YaTSRTG JHaRIE 3t aRIsT

IRIY: TS Wi & g & U BT Uder MUR 81 Upfd § IR gl ax
TEpied §F aTell Y URSHd WEY U Bl ¢ | Ui T7id el S
=N 3. IS §RT Ierad ud v Tt & fafay faems S ot
3ffeH Wi, e w¥ita, g diftd, ufda Tiid, 9 Ifid (Confluence/
Fusion Music) 3TR &l I¥itd & T8 Y- uieghd gid gU 1ehIRd gicl g1 ST,
IS 7 98 Taferd R it Y el I b w0 H GafRd fpar 1
T T SR Tes! TRl Y ¢ o ARl 1 el efler SR e,
e & aRomg Wy FfHd 819 arar uRsepd 8 T8 IR Add erRid
W%IHWWW%%ﬁW?WWW@@@
IR Il 1 SN XReATT Tt o faftysr YT & A ud et § ufafsfad
B 3| WG Tiid & e | Siferal vd fafird dies 1 ot et St
F W Pl Uvs g g8 81 A Aferdl 3 e o W Ha¥ & A Rtk
YT T I UG 39 TSI i B! SHAHRI b Ugdl WRd
IR A iltd, Al TIfe 3R RIS Tt & SRy o Hgeaguf
PRl de, TR 0T SR S SR F ST T o BT AP TH
g & GHITRE B 1 T b T R

TS XM A W, IR S, sifesy, I, Refl, wAeR

YFAT: A9 &1 IS I ST AT 81 A9 &I WRad gad Iq9g UdHfd
& Trfid o1 AR @l o1 gduyy SrgHd g e ugy, uel, 3R, Afen,
IR $I a8y, 3ei-ugifeal ¥ ToRA arelt gar, 08 et & Ud, aredl o
TSTSTee sAIfe & AYR @fal gad Wil 3 vgufsdl % aqs &'
IR SR 3Hfd-mafdsd fan 37 @l & ugw § 999 gRI
wWRfd @f &1 IR T, IV SfeR-RIea-a-TTe-Ud SR BT
wEy e a8 Afyd o & det amn @ el v & g adl ¥ a4,
fada, o=, GR arell &7 NfIShR FHIaiaR J gar 3R AT &1 ulegd Tifia
IR AT STt & IHT AAHR & =0 § RN g1 T 3ed & 71
T HTGTE 3R g aegait & Haletd 0 H TRgd BT A WHTE & |
Ig Had Fiild, T, e, =, 4fd, I, Iifecd s1fe =0 7 sifeia #
Wm—j@qaﬂwﬁaw%uﬁﬁnsﬁwmw%aﬁﬁﬁ%%uﬁﬁqﬂu
Ty 3ef 7 i Ieord e g1
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RGN Tt & I T U § URd 99 & fafay uidl &t @i ¢ 9 8
3R fAmTor gU 81 Ud® Uid @1 die ¢4 Tafia Uid & Al b qHg
ERT T S 81 I AN b 30 UTepfiies WHTd & 3 g, Ja?
¢ Ygdit 81 37 A U4 el & Weat H R Tpla T IR =DT=R gl
g1 39 YAl H SRPm I 91 IR WR B 5| UHH $1d | 37 A1 4l &
R, J@®H, IRBEARIBIHS WY, T W AN ¥T H ATHIT BT
W& fear a1 forg STt et AT T gde) T IR ¢ar & T o
IRy gaiTl TaUd < ot Ydled! & d1E I U8 URSpd WEY T H
37| Eitd QT o, . el Bt e_3¢ H Bl ‘Ragas and Raginis’ T
T d JEe RN B IGYd HRA U FET & B, YRA I & fafd iiiferes
YYTT & ATH & SATYR TR AT & ATHHROT §U 8 | ST 91 BT A BIHR
SICaRiE 3R UfSd iR 31Hx 9 fagrT = oft frar 81 93 ff wranfss
H YRIGE FHd WA IATHR & AT FHBT & BT R Iid F &1 YR
TAR 3R YA w0 H F5dt W1, oY 89 o die @ifd SR IRe
Wid wed 8| Wiid Ha1 & fagH a3 die =1 3 gt Yexdl & ugad
IR ITH SHIRAH IEANd B & Uh URSHd WY &d g 3R INT &1 T
sfewt @) FAffd et 31 g5 Rafien sFw! U= #1a ¥ sFw difeal @
ESIEIREE

wie Tfa ofv TN # Fafaffdt:

I gdfafdd § Bt YURAdS Su-t iRgpiaes fafaedr & for uflrg g1 T,
URR1G, Xg4-9gH, fa RaTe, tRoRT, 374, Ud T &1 Uil i gid
TU 1 IHT STAES SMUR U B 81 A IWuRistt § Tiid &1 30
TEAYUl RM g1 Al 3R Aemaiid, IR Iia a1 el I 9 off
RET 2| U & BRI IR &b 3MUR T bel 7 bel e Tt ot 8 79
DY 3T Tg! G| <leh T B IN/ARAT T Febent a8 el
RIS 31 BN TR s X1t bt AR it 3 g8 & a5 Pfdare o
21 g @ ¢ 7 iR I a1 IR WR g 71 W, IR
Tofe FABR IGHT ffadd dReb ¥ 7 Fad Tgul Jdw &1 A1
SRIBTARIGTHS WY ol § UG I O ST digagad ¢ 1 Gar g
TaiT H I TR H FWRIT & Jdd & T H SSHR 94T I g R
B YR 3P TP URWpd HER &A1 @1 AR St 71 R ue
FRIARSS 8R 81 APy B U A ilep, Teol Yer i gt g1
IR IS I Bt I et § ot I IR e, ToiHTedhar 3R od
fireeR Sifaw® SR HaTe® e 33 B &HdT U Bt |

FS I P A9 A I WY Bl § BT IJABT Yt Bl T el 37 UG &
Al & +ft 75T BN IR 1) WRIY: TR, YRIY ¢, TR Ry,
ARTY AlS 2) GedH- GAd, Tadr 9Ral 3) S ST 9, s
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IRq 4) HAM T MYR: ST MR, T, Sl 5) Rie: Ry O,
Heydlt 6) WaId: T 7) ORI ToIkT 8) FHrilcd: BIST 9) JATHT: faeh T
10) 3NfEM: TirS, FIRITST 3N | 37 icl & 3refTal B3 T ¢ STHIN &
St 3RES HRA b GoITe-RiY Uid A of PR ITR-HAA-SMAI0N HRd TUT JaiiR
YR B ¢ A P §1 37 47 I I 8 ugre), Hie Ud 39 UsR, Wi,
AT T ITH Fl 7 Pol HERTY BT AAUT T ot M1 A Hi Hafd g1

YIS I TS $O IGIERL:

ST T T Ued d & U. AR Tied BT 8 X I 31T 8 | HAled
T S Y BifdbRl TS 3 HAUG H a1y I U1 RIT Fary s
3T Uil 3RARRG & THY B IR US! ANpTiid bl agiRadl Ud siferdt I
THIRIT B PR 3ich INT W=yl Bl Il o1 g g7 Y737 I
FHed ¢l APYA H TP feadl I8! ¢! WG UTHGH HABR U=
FHeUHdl Y WD B SNSHR I AT Har 1 Hieat Mdf & IR,
Treard TS & SMURWR ST 7 Had YA3TH T BT AR foban ug
I At | H T SR T g I H Hart &t o, o e
A AR B Y G S bl B IABT TS P $S IATERU SUUBR &

Rl sfew R CIES]
oY I gA A B oY T@ﬁ@,ﬂrﬂwﬁrﬁ
el
B INERI] A IAT SN g | FHfary TSI X 3TN O BR
q R
TEMYR | 919 o ART SeRAT | et AT Y HYT JIS
e
TRRST |91 @ A8 O | Sigs Ra | &1 & @ A
TART 3Tl
gt | offal 45 B qaf | Hawd HYT X, S ST X
Rq S

FA 2 YT I BT AMIHR UHAR Tied St 7 fowan T s o .
JETERTT B 1 PRI TR H $ I &1 aiieb AT & MR R FfHd g3l
e IR SR T TG [AATTd g8 @ gRI TSI &1 ]G
T TS TaTe U ¢ & YR TR INT UaH HifgA” &1 a1 &1 | g a1
S YR A1 G aRY Y Sl Y ST B YAH HRIGIARIBIAD FY ¢ DR 39 IAT
1 FAafor g3 3R g 1 & 3MYR R It 4R Waw @R 9 39 sfewr
o1 PR Y, o et oft s wefiar Tt & g wampR T g

el ATl SR AR Fiilel: Tb FHY o 1 YUfeu Tamel e i
TG HRAT A5 T el G A1 SHTHATE T TRAD IxTe HaTe Wi
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3 yue 3R W1 YA B T o € sifug gEt ofg Summd W
UHR TMHR THAFAY Sl HRGR R 3% Ut Ffeardr diiaasrl § fHar
T USt I 3P a18 gH ! Bl ot Igd I fBras @i s
TS Y gAY & SATaT FHort, Tk, Fl, TTaH, TREHT O ANhiid bR
DI ARG T & g R RE e g1 a9 HR & §RY Uid & FADRI
J 3 AT P AT T T[S, THT 31, I fS S & HardRl A
G &1 Had faarl 31 Tid UhRI & Iugad dd IR 3% oY i, aTe,
TUeid], AR, Hexal, USTe! 3dle BT YN YR i & 39 R gH
| S YRATT TG 319 a1 dh o o B gof Jgrdl 85 8
T wifta o Siferr:
e 8 fowal 1TV e 3§ YA g | i3l +IwT WRepd & Sfefran 31 Sferdf
Y it g1 U8 et & diedia & e Jofd SRt g1 Sy
fergear! ANE Tifid faeel, Ty, $FRT, SAQR, MR safe Uidl 3
T 3R T | RIS S HRUN SIS 1 G HTHT Fof HIST Rl Ffte
¥ gyue, YUR, [T, gAY o ¥ Taife Iugdd & 21 39 gania
Trftd T T e @ il B 1 FB ST TG T iR g e A
B foran T fo<t @St yTW 1 Wids ¥ i Siferdt 1 3 H 9 fe,
foer fo=dl, ot fo=dl sanfe wiwishl &1 Wifig el Iiid &t
Tl ¥ forerdr €1 s eifaier Ul R, I¢gaa o<t O Rl
yroTe oft firerch §1 sy g & ufed uR Tivd 3 Aradt yrem &1 o ot
Ye= TN ot sifeRit # foran &1 3 Siferdl ot FafoRad fa=ivdm et
Tifta ot sfe=n & forg sreia Suge &
1. ST & a5 Sferdl srenarygad Bich & SR 378 Preg 07 T §Iel §
TUT FHROT T A 78] Bl gl
2. 3 ifcrdt & mred ¥ SR A qufarfee veaa aen § gid1 81 SwER
R, He, U, T, 3Me) T4 ATie ol (7, H - 0 faamaar dret
T b iar) B HfEHdr Bt g1 37 el & Wsaid! adiara
3R SIS AT BT Waed Fififae eaf & SFRuA serar § o Iifia
H aifiyep firar ot 71
3. S Icrdl & Wsal H YYHKIIAR T8I BId, U BRI PTed P BRI HH
B S ®1 a1, fim=iid eryar fiydd, Scer=gerd 3|
4. 37 e S PR ‘Fhs’ I ™M W ‘SH, HIbRAT, BB 3G
HUHLR ¥ A 31 Pl SeRAT & VM BRI aRAT, S Bl
FeR’, TR’ BT TR, “HR' F IRaT, ‘oo & ®F fomRar, <
1 AT, ST 1 ST, BT B B 30 TSR HUHLR TRad-
B PR IYH I5haT gl gl
39 UHR fafdy aiferal wreia Sifid &t aifefde Jemsh & siftean
IS AT YATH Yea! gRT Yl B Ul § 3R Ib g I B! 31
GG B | TeE B! ¢ 1 FS IaTaRT:
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U | U dfe=r I

| MHd 714 Pl BRI SRIM DI AR Hed

R | YoM | SRR S oAl HERW, § Al IR | ot dret
R I

3 | =<t P M ORI 4 IS IR fori

HeeR

¥ %GTJ? AT M TTea, e 5 gArgel | el

& | Hrerat AR TS Y TS SGAT B, Ml b | Aal
A1y TG

MMl TR ARA IR BT AHTa:

AHiTd U Taas el § | 98 TS URA & A1 od Jaadl gt § SR
TGS BId I8 & | ORI &1 a1d B dl AN 1o TRaT et & Tl § sy
T § aRIGRUN & 1Y BTG FoHIAS GRad 3 §1 &) TRaT i
TR AT TR SR g |l s arebeiral o o I o7 firet oy feram
2 $ IRV SUUPR &:

U | A M
Mayer

? TReT T Ul gio] forsy Tegaant

R | Ran D5 HRRR o8 foret areh e

3 | TR TS SRR Y Trep e

¥ | TRam IRT o = T Ay 3ER
Pt

NREE TR A 7S 30 Bl

& | RaT e 6l TIRI HAR X gt

S EE RS & SO § SHIeal AR

¢ | R ol T g%ﬁ;gﬁer,samﬁa oy are el

Tg WHIfa® § BT Al 3R TRaT H IT Bl Ygat 181 g Wea 3R
IR ¢ He@yy @ ¥ IURIT I BT S A8 R Y WEy &
3o firerar B

s i Wil 3R Weitg it 1 1 YRTY Wefedl § FHIR &Y
7 98 QT 81 Al Tid &1 ARG Tifid BT YR 38T 8| Y & 9819 B
1Y g Aferdl A BTt uRad 81 81 81 31E A Al ifld IR IR
Tid U TR $ R &) T 8| TRg Gl 3 e Gilia F ¢, 47 3T
I, ATA-Sp, Sferar, Tifge, fafdre o= Qe enfe & w1 3 319w 3y
HI e Yoz, AYR MR AP AT T IRAT MEST & Aid AdiH
IHRY & forg e Tiftd & [ream § T Tid el 8 1 IRty Tia o
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3 I, dfasaguf dfeR SR wifew ganfe farerar man| | Iifta
TETIAT ¥ IR T B Harmdl (¥ U vgd el 81
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HRA S 3R TEpia b U fay & ulkig 81 59 3T &1 &R &7, X IT
fAf YR & 31T Pofl, TIPId, WM - UM, I SIS, g I firerar
2 Sl 6 39 =M & Yiifers UG 3R Siearg & 3gd gid 81 391 U
I g AT |

g W9 3 & URERR U A fRUG T Aeielia Ue=T § $9% gafaR YT
T UTe , SRATUN Td ITRUGK &fa0r gd § HeavcRT Ud &fa ufsd & ormd
3T FORT g 2] IS B Ui & U o e et ] SRTaeh
Udd 4@ AT P T YN ¥ gid gU Gl - Uiy § SR - gd 3t 3R
Tt g3 o) ORI BT UiHt YT HoRiei U9 SfIeRicia § 39 YR &1
e ST 3WE YR & A J i ST O B

ISR FI Hal 3R JXpia ot R &t i Tepfal, A ia iR I
Tq Sfaer &) T a1 s el 3] ISR Wepial faRvme SR Sditgar
¥ TG § IR FAES R Gpias WRish & oRyef S g9 ureH
RO T1 B SR o STl 5| oA Tpia R A= 2t ora=i sik
T U4 XA 1 39! Sile § ANIEH 8T & RIS U o) I
BIF B Jolg § 37U et HoTdT 3R Ageet & fare gfam wR & ST S g
ISR QR TRORTSH, Tpfa, at SR faviy 1 ¥ ugamd UfoeiRie
RS & 1Y T gHar S wdess! B 3Tt 3R Wierdl 8 1 IS BT bl
3R Teplal H wferaeparall BT Hegayul ®IF 81

FdH H ferd Ber $ ©U H UiE TH el Bl HHT O 361 8 S § 9
FHarslt T A 3rar Wigd B MU 19 & HRUT 37 Harst HI aferd
el Bl ol & s Fiia &) gafaRk A mr 81 Tiftd wan erciifbs
& UG HR S T I R o GIY-91Y HraTiyeafad o1 off a0 Arey
81 Tifid 3 IRy & IR T S AN BT Bl B % T Upfa I I gon
B gl fagr 4t emieR ifed % R Wifid & g Y @y &1
3nfauia fg yeR I gan |

IR Y Y5, I ¥ BYY, §HT I YR, i Ueft § Aeqd, Hrd I U=,
Hew ¥ dad 3R gt & 3marl § Fve WR 3 SaRy gt 31

fid, arel quT T 1 Sl 1
Tfiq, arer T T 39 A Henstt 1 Ifed A Tifa g1 erufd W &
Sfcfa a8 I Had A ST §1 39 UHR Wiiid & Ha Id & TU-Hg quT
TE1-Ag ¥ 1fid, IR U1 T & A Id $e ol 9hd g1 9 aFl & g&gH
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3T Y Ul IadT | b 37 A1 &1 qayR WR 9u1 99 § S A1e ud
% IRPHd U g

Uipfaee THid & i Tid BT IR ¥ 1 HIFd O 3% U7 a9 98 30
IR DI UDHC PR & T a1t gRT P& SRUY sal BT IR Hal U
3I9 qHg g aTult 3BT Hiad SR ET SRUY Xeg YT @gad THRul
I Al grar g | R-eR ST [ah™ gait, IUb 1Y B JaTS 1 off
fasrg gaim iR R 3T Tiia & Iy RS 93 & Hew &1 Wi ugam
1fid IR T & YR &1 I8 Hd 3T i I T gk & Hfimrefl, IRt
DI TERTE BT 3FYT HIA §U SHTIT UH, Tea a1 W6 Td arafdd o &
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BT A S IO B

G aTel

L
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7. https://hindifreedom.com/culture/1274

4

16



YT @i Gepla va dfcd Harg ISBN: 978-81-956774-0-5

e Tid IR Iuas AIfged: Ypa- U Sraaid

ST 3 PR qut - e bR
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TR Td Wb W R T qa-THD €8 — IR Siqrd

W ol & g8 - Gat AT aER

Wi T B Ub GoTarit [ae : dhorell — Riy A7 iy

mﬂ?ﬂgqaﬁeﬁvwmaﬁmma{m—m

FAR

8. VIR Wiid 3R fher Titd - gop f

9. Y A : YT T qREM ? - G| BIATARD!
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1. 3MTcgT: IRATI B! §PR - STEAT Y1G [

NouvuhA~wn

17



YT @i Gepla va dfcd Harg ISBN: 978-81-956774-0-5

2. o Tiial o arefiHdr 9 & UagTRie a2 - ORI gl IRWd
3. W% I B 3EYd T § HoRl - I HHAR Ted

4. BTNl BT AeTT- g A Tl - U™ Foet =R

5. TIfordt @b I T - AT 2l

6. TP HASH & YR A arg - IR 9%

7. Qe Wiid SR Relt Wit &t srayRon - 3fd $AR auf

8. T BT HRA T - g8d R

9. BS I IRWUS B TP 0! e ol - JIoaior Tgal

10. SR [08R &1 AIH T - ST BT

JHieH ufieT: die Wpld faivie, WRT 39, W@ 2-3 (3 3R
3T

e AYHATD)
1837 ey G/ Tar, SeETaIE, Gued 4 THATY GHT (1995)
YR Tpid | diep TMal o sifieafad - Rra e oy
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1. '3fcedl B! URERT - U AT | "B, 66, JalTs- RAdw=R,
1993, G| 41-45]
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The Maharaja Sayajirao University of Baroda
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3) AAHRT: T uRad=id § iR firm safaaal &t HeuaTd 9 = rar
st Bt B | RITI ol H Y Uh IR 9 ol 8 | GffpR ol oft 72 e
% forg gfd s g R wreg au Siiia § U € o R ag-91g &
fagmit  orft-eruft deu A gRT FaH T U 3, S i & ue & 3w
S-S A fira-first et & M ]

4) WU DY T V: UHIT & & &b MR TR 3(eHT 89 ¢ oY Ul daldll &
o arqean, Hidee, R &1 UHE Bad AT b & A g1 Wy
Tfid BT UHTT & T € 1t oy vt oft 21 el mura & murfad B R
T oran © fob It gare o eitd Gm 9 el &7 e it g qur Ara
A THTa, I ot R gt &

5) AT | VFY: YR [GTRYRT & SR Tt Had e Hi 3R
T § YT 3T 3ifH I 3M1eaTe dcd &1 Wt § 1 wiel & el § Fifta
F AT AT g RRareht 81 Titd T §91aT 81 S o Bl Uiy o
S 81 98 3T T} PR YohdT P I8 WR-AE) I ST 7|

6) Tdefiedr: Tifid &t 3t e foRy faxivar g 6 98 ue nifasfia sen
21 38 B S W § 3R 3fF 3MTelT IgaT ¥ Saifeb prog 3 | o
T Picl gof =1 81 9T 31 o & quf 992 =18t gt

IRITd T F 3MYR TR T BT 91l ¢ b aferd parsit & Tiitd o1 -
JaraR g, Fife a8 Taiia 8, eyl eRM iR Hiafiafed o Jem
%,m&hvgmmuwaaﬁﬁwzf%ﬁm% 3R G 1 AR IR
P B
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SHEREd! raTsd! B Gira o1 Ted Y- THTed 819 T S8R Sl &1 Uy
& AT By HRAT i B YRT o 3R 8l 7S | ad Rargdl
T WA B I Iadl et 19 o [aleal ¥ A W YD A &
Sfcie e & o i gt & faunfra fopan o o § -

1. UYHA - (& 1700 3. ¥ 1840 5. IH)
2. g g- & 1840 3. ¥ 1947 3. )
3. qAgi - (1947 §. § 3RIH)

A o H T P BT gt e g § SR S A Hf SEdhife
T O] U g & | 3T Wit o fafie =i & vaferd g1 vraiferd Wit
% fafta =i &1 faaror U 3|

1) IR Tifta: S Sfid WRMEIR qu1 ARAEsE g1 98 Rey Ifa
HEA 3| TR Fhd & 3faid 4fd, WR, T, T, MM, PR,
T, We, ardl-Hardl, -9y, Hg-Rigid, aa-ag fafts aaeial
TS BT Y&T T TTed HRAT ISl § | T T B b WIY-H1Y SHDT B
3nary (Rare) ot sraraRae § | IR Sid o1 R faiva § fob 98 3R
I T UHHT Yex d WA T1eF g1 I 90d § WRed Witd & 4ug,
YR, G, T, STeR, TRT0M 3ife; faftre Aferal sreiferd €1 el Tiefid &
31fE AT SOY 9T & T UhdTd, IRATd, faadrsT, AT $ife e aral
BT JanT S T T 81 IR T & SHqifd WRaATeTH By,
ARG, NS, Huw 3. T oifire vt 1 el Wi B uRd A
TR dY YR THTIIA § - 1) IR HRA H feg@ir Iwfid usefa, 2) <fémor
T e difid Tef.

2) Al YR S & i ureie w1 @ & diewifia @) aRy
gl Y81 8| I el B YR Tid &1 SHfad e &1 99 Aisaid ot
2| AHiia BT SR TS Sf-Rarw, Ia, TRR, e g oy
1 faftr urdt & R wTor aferd 819 & BRU A domel, gea,
WIS, Sradl, SOTHTT, 3¢, ISR, ST, ARTS!, STell, TorTa 3nfe
3 Ui B firerd 81§19 & Al # yue, B8, |raH, IR vaferd
B 1 ST T HSIRI, Slereb, YT, BT 3 BT TGNT Bl 3| IS B
UBTS! 1 &Rt W H it Byt 8 U T HiGH Wil & 9Ul 9w &
AT P71 g pal § TN R 8| IR el H o, giell, Y,
Hael, TR, diueh, gfRRY ofe i o 1 T6T & A Ua are Siai,
2Iddh, IHART SIGR] 31 TgT P ApaId B T & JIRAT & WR 3fd
T H A1 B ST H HEaTel IR, Iehd, SR, R, TR, fbd ey
MAueR URYeE ¢ | HERTY & Araul], TaTs], HFs I8 UHR UNIE & | ToRTd
1 TRET 7 g T, UaTd &1 g, 4TSt T uRieg 31 ATt &l uge
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v 9w & UTal Ud Sfia F1 four S1a 8 | ST WaRI B S0 Tea quT
g B P Hed feu g

3) WigaEia: WA Ad 3 95 YR ¢ AT BT Ye&T o (0 3T
ﬁma?r%ﬁaw@mwu@aﬁ%a‘raﬁ%ﬁ%%lm%wﬁa
BT I UTEH BTd I 8 HRd A 38T 8| Soh! YR ITid i =id gt Hidd
HIGHT TR I 718 & | Hida T gAR T8 oFTet drd ¥ g | Hidd 79 ¥ yof
AT, YTAHTT 3A11E W2t A afees w1 3 Tt 31 gt fda it &1 ufasy
URT BT 37ty 31 ot I Ugm &1 TegeTa B QR WK, HER, o,
AR 3N1fe Te™ Tal = Higaewia & @R 321 & S| yfdd Iifild & @R,
TG YT oG ciiHl BT o1 Sfeid WH Bial ¢ | SUH WR, dId, I, Bg 3G BT
T Y § TR TS TS Y TR, 1, I H g Beb U bl oirell & Y
g Sffi% yuERIel 8T 81 3P Sidiic drdld, e, g, oo,
BRAFSH, T 31 aTa &1 TS YA 8IdT 3| 39 UHR Hicagid &t
Ufas 4RT UTdF F1d & gl g8 AEdId U gt gs nyfis & § o
fRER vaTeH B 3R 3d as &

4) G T ST HIaRiTta:  SaHT WR AT I QUf AR T
IRpfas =P ¥ Agayul Wi § o9 Y Weal &1 JHIGY g ol § a9
Yiaeifia &1 fafor giar g1 g Iid 8 a1 Wiewfia g J & aedi
HIgI3ft & Sifies Ted fan ST g1 39 Siavd 1id, 1o, ysH, gos,
T, HaTe e 3 TN 3Tl 81 S9H WR, d1d, 79 &1 QT &1
T ST 8| I8 HH TG | & AT BT b B AT § 3R 30Tl &R &
F AN P SiaH & X Uge | HTa W iid o gl

3 UPR U DT I g9 SId dob T U1 e aref & HRup
Fit de 7ifd a1 Hft <fig 7 @ [ & oy IR SERR Bid1 @11 SYyfHd
FA § 3d Tifiag 7 YR Wid & TR B a1 I8H & AT guf
aATer faa 81 3Myfch Bl § heilhR Teb R A AR T W A

AT H 30T UGRH PR Johdl ¢ | 3TP BheRaey 3ol YR H
AT R Y F FR-PH H YR Tt BT TIR-TIR B @I B

Tgof =
1. id [ARIRe s9=d
2. YRAE IMd - ST, &1 Sruard
3. ifg Agerd
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AP Wi M Sa: T Srema
Dr. Akashman - Assistant Professor

Department Of Tabla, Institute of Music & Fine Arts,
University Of Jammu.

TR- Giftq & foft +ft fawa R & oft fora o sicdd Ffd uvg Trumagut
F1d 8, Fifs Tifid YR TRpia &1 7R © 9 el ifid 3R e Tl
IS T 5 | Forers ool Iy & A Bt YIS IHIied ¢ | MY g
& M J A9 gRI Alh I 9 ARG 1t & IR T qqqut faw &
T TUT I IOINR B & I J aftfd B &1 va fpar mar g
HRATG Tid &) g7 0 A i 4 § fRved far o1 goar 81 I
Tifid, TR Tiitd auT Al Sia | o Seiid Rl & SR W 9d 98 IR
Tifq g1 o1 § 9UT A T H Pis ARASG FaH AR el fhT S,
Wi Tifid &1 dea Ap Heamur g1 1331 Tdlect & F[ATBR T YYPHR GO
YRITCE off 3T Ty T ¥R § <= Tifid & =0 & die Gilid &t
RUTST SR gU aulF foran 8 fob St Tfta sremT-srent ural @ reanstt &
AN S BT & g d [Igd 81 TUT HAR 9 IR Fadl F W= gl 3R
SR B AR Y, <=t Tiid el S 2|

3 IR T IGHAT FEIRTBTHI 12311

TR A § HAT B &l @S @1 5, Al Hal AR ot ARy S e | I
(idh) Bl quT URTRITAE! & seem A <1 & &Y uRafdd §1d 8 W el
T & T9 H Ht 78 9 7| el die iiid & IRela ifid @ emuR
AT A1 8, TG a1 o T8 §gd 3R 5| Ford aRg ¥ 8 AN IRe Wi
BT 3 T A ¥ HEd 7, I RE Y Al Tifid o arg Ieia T
B T ®U ¥ % Wi Tfid &1 de uy g 9w Sifid &1 uIa
STYTRT T&f AT TTid &1 uef 81 R H1d § & Tifid & g8 i uef
Teb GER P FAeY el 31138 8| dfaeh Pl A I8 T1d eidl ¢ fob 3 el
T Al IR ARy Tifia & H1E 3R Tt o1 39 gHg Iifa b v ugfa
9 7Y A AR 9y afed 9T 3 Wi 6 Rt usfd & WieR|
-3 § T8 W dedr T giasiiaal 3R gl gR1 IRdtg ifld sk
fAeF, ormd, TuUT SRR d JAS GRT A WHd b eRIgX P Foiar T
Ry % I8 ¢ & Al S FY & I TFT 9T ol I TAS & FHt
YT TUT THIER AT Tl ARG WHTd & 1T 8Id 941 e 7 s @
e Teia H gl g |

TS ¥ H3 I8 Ugd IR HRA & 9gd I IR WddR IfRferd gon
FRA A T I & ol & g H iR Rifdra oiR gfsshdt i et
Tifta § ofeTH g | SfdarTa TS o fafRydr wipfae aur fRieme fRufaar
ITRCE eI $8 UHd 3| Ao Wi a1 ARy Gid o € 0 & <
TEl ¢ | ¥ fid & 3 QI vall @1 faer Taca U H gafT § a1 SR
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GR1 quiF forar T | fr e Tifta TSt § TRl 7 SeM-UeH HA
arelt e 1 o RiAMM IuTeamg % 3ER Wb Tl § A & ged &
UG!G AT & Siiae § SaRaR SATRI-FRIRM, SMHyUl-[dsmur, yug Ud was
3e 0 H yebe gU 3| Wlieh Tl & GRT 8 HId & I Siiad P &= I
B 8T AT 31U ATe, ST, O T ST (UM ) SNfS U SfeR &
TG P T HId ¢ I JHS & §-1Y RIPRR & 31T dumt & TR
HRAT &, T UG 9UT IqP! WA Hfafaa dies it &1 wuw deor
81@ PR Ted St gRT afvfd § 6 1 a1 & fkifgd 38d ©, 99 36
wﬂ%ﬁﬁmﬁaﬁﬁmmw dl XM BT WY FY U g
Sdia®

Slo 30T HAR I & I d ARG Wi 39 HATHD ATl I
HE1 8, ST e UriHeIa J 3o de Sifgd SMUR TR g3 8 1@ 3
Uec) H Py ot ot il IRATHId BT | 98 R Tifid HeT St g @
TR O\ & 3% 8 YA § A S § I8 SR gidn § aut o
T gu1 grar g1 37 ot et & el & warawy g sifteafad fa gof
AT U PRAT § IR HIAPRY il ¢ | AReg T 9 Al fia i
T G T 30PN T TR U Bl Wi sl § b o
e ifid B HuFar Wi |R UgTdl 8, 99 SUH $@ AR et &
TG X 39 i & R BT AT b STa § 1 39 g fiep it
S WA B 3R Tb SR T g il Hgardr 1)

e il @ e Wifid 9T & Higs T AferRt & vpfatd = 7
TET SH-AY I dich T BT IR0 Tld Bl S & 3R ARl it b1
IR TId A 9 IR B Bl T 31 S B ARpfad BT T g
T137 T SHYR R TN 1 S & s JGTH HATBRI 9 ARABRI
BRI SR & R Wil BT IHT g | SHud QR Sitd gfeoiifadt &
AT BT T HET STl 8, AU Al Wiftd Bl T fa=ie o SHer™ &1
Tiiid @e1 o 81 i Wfia @l afe wfee Y 2P | T 9 | e
el b1 eftian i el b1 &1 3ifiiep U d faRgd UTed Biell & | UeY
S gue % Gd T W1 Y IFebT TS AP WIS H B & JHI01 UTd Bid
BT A H TRad 1 ITd U, YR, AT 3M1fe BT TS go HTeT, JRTeht
HToT, T 3=t T B it STt § R Wb Teia 3 7id it v W dw
Wt 78 81 i Wi & vgad g areft 39 1fid & S0 RF W suiRd
TS BYit 8, ST S o7 A=y & W1l & Tiid & TUH Fag s adt g d
TN & YR & HoRaRey ARG Tiid &1 & e fawgd =1 ured giar
B O Tt I ot Sfe™ Bt T IR YRA & Bl T gR1 Bt S, Y
I I BT I ST BT Yl YR H I U1 T =9 & U ol e
e Trftd Bt T aRfRUa HTat 3fe & YR IR ITATHR gRT SISt 5 |

e T b1 & AT Tifid & Sfrid Tgad g dTel I BT SMYUR 9
S T ST 81 Yo SBR AU SR R &gl 11 § fob Relia AT bt
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TS ST € af U SIHYT $HX 394 I8 A= J1d gl Sl © b aaaq &
o T 1 T SR Wit & €1 X@T ©, 98 9 UaR e Tifta & Y
SR-Tet W B, SIY- oI, T, IRIY, Vo, Yo, el 3afe I8
7 S AT TR @ Aol SUG! & =TH TR 31T 8141 Ui gial
21 g8 9t yRf A Tftd & Teiy ) afdfa e 216 3 Trety it
g i Td B! TagIRSE TU Y AT ST @t Sl Y& BT UHTE URA 1T T
T g HTG U4 BT UHIT b Tiiid H WP FU J BIRR g1 8 | S ol Tifid
P AfE YU T AIB T ST 8, i AT TTfd & 3fciid ToiebdT
I P 8] TP g dIGeh GRT Pl AU T IR BT TS AT
Sifard Fdfeg giaT & | oI e 9 arges Aiarsti & ford &) W UeH 3
éwﬂgmmw,sﬂwﬁwwﬂammmwmﬁ
|

TH RF R A% G o1 a1 g1 PSS sRf @ T8 7, g
e wfe i 781 81| YURA I8 U AR WS § 518t 28 AT 9 8 g
T TR 8, 3R U ey b 310t etl, Tepfa faemm 8, Frd S o
éﬂw% 3fTegT, U3 Md-Aegyes], S3d-UHe, HTad-bice,

I-ToRTd, PG, ﬂdgqﬂﬁtﬂ;wﬁ?w@mwm
TS -AOIGR, wraul, JlaTsT-HeRTY, AiS, Ut gR-IIeTey™, il
JSam-BxTe, UeR-fUgR, fefox-omm, aHam-wviR, safe 39
Wﬁ?ﬂﬁﬂ@ff%ﬁﬁaaﬁwﬁawaﬁ%mﬁguméﬁﬁm
YT, Afer St 3nfe H TR fhT o 81 330 UK dR Tmamaf onfg &
w@%wﬁwﬁﬁ%wwﬁ@ﬂamaﬁmﬁmsﬁi
FS Y0 T B § |

e - 39 yBR Y F AuaRTe U & e g2 yRda Tepfa § Wy
T Y G B AT g1 981 U 3R YRA IRATT T WRORT & 99
2 SN fay & Ued IR 31U geiRg 41T fHu § o 98t A TRRT YRd b
TPl B TH A T 99 § O A faftE i & it gR1 fiRleR U die
rfta =t ATer SFTHR A IR B U i TS Bl

e Uy

1. T qeH AREuy ey difia Wit et grRY

2. it g 9T Al Spld faRivie

3. AR UK AR Hd-THd AT/ T It
arg-feragoft

T GUST /bo WRITCT Hd I IATDHR/ AT 1/HHRUT-1/eleb-23
T Agh TRIuy/MAey Wild/go-89

it gie g did Aehid fariie/go-304

T At TR0/ Hifid/go-103

T A& AR/ My i /go-113

it ge uieT did Aehid farie/go-304
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e AEpid TWWRT
off e fERTuft IRWGITHT ST Hici, Iefbic

MR

YR TP B ST AP WP g1 URA § Al ell, JarS & 3
3% T, 3 faensit # faeme 81 WRda Sikgpiae Har Wl Ui
BT I8 PRI g3 MR Bt B 1 i T far, Wiy, ifla, T ok e
N aferd wen & Al 0 sfdaTd TR T IS TR W TSRS
URA &1 A1AH §, Ol B IWRIAIE!, Falare! ¥ et T8 Uls § | 37enT -
S{ET U= B s A1 R SITHT - ST ATHI § I8 Al AP 1 Uga
8, O AT ¥Rl R, Ial IR WIRATA Al I, Aeb A1ed, Wiild &
U 7 U1 7 3| GG G OF 9, IR S gRT SR G S &
fore v T v 1 It T U § 1 U & o, T & Rt Y =iy
F = § GG PP G-I &1 Yy foar T g |

BIULES

YR Tpfd & HidR Bl o1 T IR M 981 81 Hal & afid =y
YR Wpfa & fafdy smamdl & Yufsa ¢ 3 TRgd ad g1 YRd™
TEpid & & =0 3T <0 § 1 UUH TPl BT TR U IqH U1 ged
T g, S gHR ¥H 3R Uiied ¥ Yafdd g, o9 & uRaifbe Hia-msi &1
g 8| GO SRR §, S HRATT A<y U4 3EIR- faR § F&fe g,
forepT Frafor simmiferes, wmTfore, e, oo, snfdfe onfe aat &
Tftyeor § gon B1 GBI BT Tb Hifers gar ot B, W ISP SN
I, aRgean, AT Hell auT 3R Hiadl T IRORFTd A - il
3T 7 ol UT Uebe BiaT § 3R Nefde ofd & [IfFd o) &ar 39
TS 3R Tt &1 &1 vfafafad 7et s, g srRar UeH &Rt § | el
P WRE FUI H 39 JAS B 31T FHarg Rt B

YR AHHY B I IRIRNT U Td Uie! I guRt UTG! &1 gea=diRd st
B Iga: WRTare), feardt ARar oot mrsif ok I J 57 I &Y
TR o Tl 8 3R 3799 WY 3R 3fawR & Y I Hed-d +ft Siisel
ST & | HRa B A, TS H SO 3 =l 3d faemaft  faemm
8| forg go Ui & ot s uRad =1eY g | = &1 wamawr ot srdd
gfifad o T gl

USd ©8 g9R I8! ¥ IR AfGHM AT R foradr, HRAT, SHRAT 3R
T AT ]| TET eifOres T e § | HRATT TRepia T HATUR SHTeaTe
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B IReT F1a q AR, SAYAP BT dP HRd & qRIADB! 3R 3% faa=n
Rygidl & T oqd o faamE g, S gAR Wpfd & i@ &1 gy
IO € | HRATT B S 81 HIaHTaTd TR IR gAY TRl st
1 TUra UG A HI0l &I Hed Gt o |

R BT B T AN WPTd & | A BT T Tl &) A1 S|
YR 3T 3R 3R o § W T} § 1 YR TPl BT ST YT &
Al & S R UIe B el TEhR Guzidr 4 ¢ | faferam waeré foraa
g P, " 59 AN YRA &1 I9d Hal § YR B it Ui 3R 34R
F U 3% TR fiaT ®T IHayyl, 9§ ok gaid quH uid 31 =afaa a1
TS & FIYROT T[0T TUT HIGT 1 70T i I fafIy wrfores dar U
g1 Areme B, g gRT 3nfe ora & g o o SO 3faer, Saa
TXpTA, TRT 3R ISP g HT Y07 R gHR THE JHR U H TS
B9 & | e +ft umifaeiRie samaR e 8 398 39 99T & JFd &1
& - g, RIR - e 3nfe &1 faavor Jgw g1 fird S g |

YR i &1 37 B v, I, Hfaa o forelt smreht afgan ek, §fS ok
Ted &1 Iad a1 § o & Bt AfGHT | ST TRT, TaH, IR, T U,
I, fadw Snfe T IRes Hr-ar TXHid | R Wpia &1 off At off
AT AT 8, S R e 7 3, I St &1 3d, IR 96 - fage &1 3,
TR HTET BT A | TORTE §HR IAAH B Ydarat ot Rtd, faary snfe @
Siredl ® 3R Tdzdr adt @1 e uRY o & SMyR W U1 forgest g
Bq AFAdl & HeIUl g AHTSID a1 &1 AT

e ot off A & it AFa & g A § e ifed, w7 iR
e Tl & Ul TS ¥ 1 b o, e i iR e Y TR 3T o
U i o Tl ot B 1 WRA I ST - ST USRI H AIp et bl e
- S{CT ATH T ST ST § | 3T, 31U, Tielt, o, iy, I, <,
TS, |, e, e, S, i, gEg, e oS | gl faed e
o Y el 32 BT 3T S HRATT Gpla B UgaM & | TRURNTT bell
MR, Yf¥yes W 3fe &1 TanT f5am Sar 81 TRORWId el sl asfia
grfiat o1 oft v forar T B

YRA & TSGR &1 [1ef B WA 31 HIa &1 61 8 U ot faw o1 2
Y 9ga g g | Ry o1t o Ui TRI ¥ 39 9Hy & WA D1 9l &1 gal
AT g1 A S Bt SIS T Gfeiar S0 TS & IBRI, TRORISH &
faftre veff o +ft wepT=r STercht § 1 AT Bt T dgd U 8 | el T ey
3T J &1 A4 Sfia ¥ 8T ¢ | Sifciept = U=t A0 H Ueb 3met

77




YT @i Gepla va dfcd Harg ISBN: 978-81-956774-0-5

IS G BT 0 B U Sf¥PI0 & IIER JH & faftr
eqaf fob Aa TSt {5 Uy &1 SRR $HRA H guf Fdy SR g &
T R bl & | STl b aig 1efh! = 4t df TSt & T a4 Bt
fRreqT- f3en 1 Tofla o101 3 | SN, AN, U9 & A HABR 3 TURT B
gl Heiferd giar fears usdr 81 99R & fed gu iyl fawal & g &
DR T BT [TRYRT BRI it SRf g
FHAN AFd & 3 UTal BT G U GHR 3D] URHR HR 35 THIad
HAN § qUT IO dpTier rTiorp WRpid Pl aifdt g1 fafdrar gt &
grHTiore AFdrst, UEiE S%pid 9 fAaRYRIS &1 va Aia®R 9
FAPR W USdl ¢l T BRI B fb o, Wi 3R I Argansit &
TR HAT BT AT T 81 YR TPl Hell, TRURT, Ui DY &
FRT gU MU B B | Aiepferl H g, gorsh, ifaa, derl, 3, i 3
TS T T - JHAT 31 AT T 3t - Taarsht & argi & & H g1eft, 9
3R g, Rig, Iy, uf$ard, IR, &9, AN f &1 e+ gl M 5|
3{d: §H UG B8 Uhd § [ IVAH HAIHS IUARR & gART TBid 3R
TR A P oy foifad B, S 1y &1 vfafsfad e 81 e o sregoor
TR X & g S0 THfd eRIER At o fordtd =1 i |
ey g
1. YRA DI AlD - Ypid/ gHd Hd e /1% Edition January 2018/ ISBN-
13: 978-9352667895, ISBN-10: 9352667891
2. A% WWpfd iR 3G/ St AR /Edition-2018/ ISBN
9788180315749
3. Soor-Sahitya Mei Lok-Sanskiti/ Adhya Prasad/ Online Publication
Mode
4. B HRA (ARIp) /aiferd el Td W B qHT DT/
December-2003/ TAH A f[aRIEI® (GRIRTD)
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B3I BT AT TF Aipoiia &1 9T e "TRIR &
M-

YT GRS g ST 1 HEIaeerd, SeTaR

HRA I8 Io9al BT X 81 3T faftye
3l # fAft UPR & ST AU 8
A 81 37 AIERI & "I § ofFoH [
Y TeW §U €| BANI TSI Aikplod e ,
ORI YRd &1 fay Ued R U el v N
WWW%@TW%%?@@QWWWW
B BT 7RG ft veH B B

gd q TepR Ui q SR TR AR R0 A6 HR S R P F AP
TRWRMY, AT ARy, HTOTY, 9d-Yonud sanfe &t dfderdr URd &
FEpiad died I MUTTHM TR 61§ | o BT 5! FKpaP [axmd Bl
g@fuﬁaﬂﬁwwm%wqu&r & A Y ST ST
2178 vy Himifere fawwdrsit & uRyuf 3R Tiepfae w0 § odd 994
21 IR & e A Rifd g yfiy S e el @ wea oA et
31 IORIM BT Ap TEPid HRT §1 o] O 9y Ued WR SO T ST
Uga WA 7 | o 7 UReRes Hfd-Rarsy, W, Te7-9e, a2y,
IS I, 9d-AIBR 3MfS 1 a2 Heed &1 g 3R ISR AR Wpid
DI SMURRIST §1"1 TTH AR WIS FT g 3R gt Tpfa
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foran &, et IR 98 § &) A% T 98 THfa § Sherud, ofd ok

TRURT Y Tl 8| 3TF T4 BT 3MYR Uit 7Y St | aeta B dleh Ipia

fagrit ST YU Rig F3aR did THid fagm & A1y ¥ Had WRERTS)

$I g T8 9fch YRA & A Aol & Isd HT HH, 3% 309 H

gmsﬁﬁmfﬁﬁﬁq SR ST AR & JoI ! THSHT 966 ST
|
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ORI BT el 3R Gxpfd & il +f Up Heayul VM @1 § RD!
IS H BT BT U R Td Al TRIRT 8T § TgT P SUIEIR
TR B T S-S S 3 R & ST S1eHT BidT § ST
TIEid § Sfaat B aTd X O 3TH AT FOURT, FRTOTERHIAT 3R St
TS 37t & | Tet Tifid &) &l IRERTT FHemy 3t 8 s ue afm 8k
3R O AR § | o uRmaRes it & afgersi &1 e of St
RIg ® e (qofier) & 1 & 1 S €1 97 Hfafad SIerT SierT
SRt GRT ST aiep! © T fara i § 1

T U7 S SR WY & AT fears 3T 8 df Wi B H T dHral
TR AT 3| ISTRIF & Tifid Aepararsit R +f w1t Hixd g & o
TG U I UGSt S16T 796 d Sff , JoTrsit o A gardradl IR 4si T S
TRIORIM & UgE Wid &7 3T 91 B al YR [ SGR SR a1
IR 3 B

TRPpTA B I 3R Grae & diep BaATbRI BT ANTeH SHURER & 37 HgH
Hieplas Tsroll A o W@ HABR § Hiod W ATIER - TSR -
GedTd, STER WHA- AR — HUT, HHA JHR Wi- SIAER - HHIE
UG- SR — YRUME, Tig HIgHE Gi- SAYR — XEATs, I fHRH Addbl-
ISR — T, U, GENIaH - AGRI- TEad, HRUMAA - SR - g,
HRTIETS - SRICER - 7S MRIST, TaRed- Urell- 7iS MRt oM & A
Tiitd fHeht ofR Y 3 WaRa il ofR eal & Iy HF T R vl
&1 ISR 1 e Tt ISR AT bt HIaT1ah, il 3R e
Tfafafa I3 g 71 suHT Wiiid 3fd d% §TRY B U TERTS ¥
Shedl & | ST Tt 7 T & A1 Q 7 3R BeF-peiai ol o8
Tfafafiat «ft e 81 viig o e Iiia- e, ugeh @ B
3R A T qadera §| A AoRYT B dldh Tid &1 Jad URSHd el §
3R IOTYT RNIHT T Had TaT STl H gl T ST T | ST Wit
9 Had YR U Sfeh gFAIR & AN &I 3BT 5T 8 | AR & &
o0 o faftrs TR & TTiid § | U &3 HT 30T Al TR gidl §, T
SR 7o ettt st e gt B | ey wu § wifta & arey o off e
- AT B B

T IR o A1 Tl H § T bR TR & 3ferg e a18 3|
TP B T S FHIA A 51 Tob ez el B A el 3T 37 o 7,
Tifta, e, IR FErd Rl AR HFd &t U SHY Fid daR HRd & forad
T & aan off emifid gid g

e ST TR T Bt ST § T Ugal A9 M7 8 TFR &7 | 81 a8 ¥R
S o U fioer § off fobarm a1 o1 | SfdsT gobichd © IR S 99 BIH!
ST B T 8 o STeTeR gt fob Afgemy & FAgrar Y ax urch g1 3

T YA 3 T Afh B & forg IRY A 9gd arehd A1y 8t o | 39
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S{TAT ISR T GIRT ARER AN T § HIaaierdl S| URURS =7 J
Y ISR & SSIRAT GRT {haT ST 8 | HIeraferan T S Al gRT gt
a1 ST Favar i SHH AN & TR & [T 5 TRAD Had
fPU I & S, PId R TS BB AT, 3G T =S ISHT 3R T STt
TR YT GAFT | 39 96 FHdal & 7T AT & 3nar &I Tevd giat ol
IS Wb AT P DS T B, Sl 3MbND, g0 3R ASER § 3R
farait 2ty ot & N1 39 &1 U I3T abd! o | TSI Al T QX fay
T ABHT B | ITRM & & URIRS T U Tgd ot AT § i bad
PR A G I8 BR YD ¢ | ISAYGR I TR T SR SR & Flaraiferar
I T 3 AT U Bt 31 b Gilid o Wpld 1 U
IRURSE IS TP & a0 &1 It It ave gt & iR,
HSYANSIR BT T g Tedh| bl SHThid ! 3 | I e
T ol o snfadt & I U g9k BT ¥ I ISl & AARSH &
fore SwamTa T S A1 @t T S IR TR T A g1 & off dRY & 3R
U9 et SR unfifes a1 ufda Mal &1 Uo 3R &=t & U § JAT S
B 9 T IoH H AT A T H ¥ UF g I8 T 30 JSTERT
I RigTt & I Afearsit gRT U A0 a1 F § U SHGT A B
HaAT BT JUH BT g |

a5 IS & URURS a1 I 8 4 TP ¢ | T8 T $T U 9gd PioA
F0 g AR Fad HIA SATHRI gRT &1 {51 S TebdT 81 TH S I5AH
F STAR & BT U URIGR T 8| T8 T Had YUl gRT fba1 ST g1 59
T T Ui g0 93 U &I IolTd ¢ Ao T Ay T R 8, o Iat
F TR W Paa Hgarsl gRT fhar a1 81 R T @fearsi 3R gost
GR1 fohar 9 ara, uf g @fgensd &1 ), d S it (ored
T3Y Fdch ST Bl TR 96 B 2) H e 81 e ufrgfia it @,
T U it Bt e &, St 30 Ufd B it U & Hrens § G A
TTedl & T SUD! 39 JdT & Feal IY I e IR BT IIGT Bl B

ISRIF J YRAT a1 § 30T AnTeH f3ar 8 ok I8t wiiefde werR
e 71 IRy R UIe Hfadr 1| dearars &1 B PRI ™ a1 Ie
), fady Seieg B, R uRMe gl 12df wdist @t g1
TR BIciich g HTEH T 8, Sff Teh Jd-TehT & 3R e o b
favg-a¥g Ia, SfRT a1 TUR TR TR SeTRd I8 8 | ISR H U
gAY gt TR 7 H 8, oA kg Raree, oF AR, fd, IMER
froradt 7ga SR HieR wnfie g

ISR 1 e faRTad 3rum 3y 3raffar 8 SHe1 U e 307 gseh
A R S A F A9 J Hf ST S JobelT B IORUH F 3R 1 &
ST TR Tl P (SFER-TAaR) & T B | B3 3= AT 39 IT
T 5 ARpfam, Uiftfe 3R oidfe UeR & A ST FRd &1 oI
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T TR & IR Ad &1 Se Tl T8 &R T Hifcid giorar iR smafera
fopa ST B1 3/ UgeH S S, Tt MY ofik A & Wy 25,000 |
3iferep Gl BT TR far e &, e o e &1 9ad 98T $e A
T 2| 950 R T[S $ s § o faftd TR 3 T[efe I &R 5
ST &1 39 e At | Tipfad 2T 3R yeit o +f e fopar o &
e S Shdd SR SHHEHT I ol I | T $He A & $S JBT 3HY0
HeBIDIg, §E AR GooH B Uiadiiary €1 379 Srel, 39 7 A Sre et
TR feea™y g1 3! ave A Woidl $e T | TS 3R I | TR} o=t
3R fac=ft omiqe S @ &1 P o & fF, RIS vaa e 7t
) oG Tedl &1 el A W UggaR $e, 7 g i 3@ o I &,
ITP! g B! g T W Wersal, wa, wH-un & ImE, e,
BB, I, I 3R e, Safe of fihd 81 arad § T Ad &1 friie,
TR SWPId & IR A gAR T4 1 g SR faftre il 3 e & R e
ﬁq%,ﬁwﬁmmﬁaﬁ%,ﬁgw%sﬁ”mﬂﬁﬁw
|

forddt oft o ) WRpfd &8 U8 Fardh § B IWIdl & B 3 & 98 U=

fohdT TG € 3R TAR 3T B! Wpla $I off B A 78 A IR R *8

Tobdl § B TAR U 3fH Gipias Tl g o R g2 md 21

wed

1. https://www.mintageworld.com/media/detail/12823-kamaicha-a-
primeval-musical-instrument-of-rajasthan-on-indian-stamp/

2. https://www.flutopedia.com/flute_types_world.htm

3. https://folkways.si.edu/karim-khan-langa/india-
world/music/album/smithsonian

4. https://aathun.com/instruments/langa/
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Mukesh Bakshi — Research Scholar
Department of Tabla, Faculty of Performing Arts,

The Maharaja Sayajirao University of Baroda.

HRAHT dferd Sarsil &1 3faery a2iidr § & U= &1 I el iR
T Sia &1 AT 3R TP BT 3fge Yo ST /T ]|

TP Ao H el 8-

oI gRT 80 $ I U U R Tb I Al Hgd g | Hell Bl
T I2xY Ticd 31 feafad BT IR 3MFg UGH BT ¢ | Hall
SR1 Oicd &1 sgad far ofrar 31 Hied ue Y19 8, Syfa §, vl
ARG HTNT & GRT T HR U B g1 Tigd B oaad i &
fore o wrsal TaRY SiR Qferat qur Tt 1 uaiT foar S | S
AT el ped & SR Giiid B TdAY aferd e 7 o 21
HRA Wpfa & IRy Tifid &R Al Tifid &1 urReale &y
31ET, TTERT IR Fidbedn g | Wiitd & a5 gl 8t ugf SAIG 31d 9 T
TR & JHGE TAd MY § IR Th IR I IRUM o I3 § A
Tifid &1 g 97 faRivar § T e SR S & duH H @R
Ta &1 98 9 94 o1 TRy yranail &1 Weg ot fafor sar g1
R T H 5 W7 T § S ga U Ay 3, 30T fazawor
IR I8! b MYR W 3 IFN BT A0 SR fapr gam § o
TIRAT, YT, HTHT A1 I BT i Al g1 H 7, 3R Arpviial &
6 UBR o VNG Tid F dgd BAd 8, o
TIRY B HoR} a7 =4 |

e Tifia el Tiid @ ave farddt g el @ 9 g g g,
I8 WA U T g § iR et ¢ 9 a1 IR R § &
YIYRUT §1 81t 8 1Y H 3 aredt o1 g oft g 8 SR Iry
T Iitg & @t T ot Fwfy of 91 81 Al Tvfia Ara @ Sar
3R WA R UH STaal g1 o wsgraa & gax 3R WA
TN 3R SR B SgHadl W el e foar S g

dicp Tid TR 3R TSl 811 P HRU Ia! YT A 8 IH & 91
B! M d Har g1 AFT ofigT o ISt g3 Rufaar defial &
AT W TR 8141 & Al d ST 81 I 3R U B auf H et
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B WA 3R TS Ueg TS Bt A § 371 91 g, S 3o 3 |
arsft BT T HR Wl § A GG H ¢ BT Bt 8, fohg wsal
1 3 fI=ITe BIdT 8 SITHT-31THT 3GTRT &b 3T 3T i gt
IRA TWRIGE 3R IR YeGTda & HRUT S Bt AT F IS o1l
g S Y AR GG dF & fd Bt AYRaAT 3R Yardl & BRI AT
3T TS 3R S ¥ SFR € 98 ST 3 | U Hel o af did
Tt e SIR TS & GU-gd 3R &Y X &1 vfafes B

e Tia o gt Rferal F spmoft § ifs Ixred Wa ge Bt
HERAT & 3P Aied § oo Wifid 1 i T Wfand g & I
HIT Gy 3Hd 811 ¥ 98 T A% IR R YHE STaar gl Toed
fodg A1y SR A off <7 & g 910 WRI & Wsq) I & A &
BT dich Tiitd Ifdg Tifta” 1 a1 Bt &t

A & s iid & agd fafqear 8 sigt sat & ardion 1 wor
T g1 § SR TR 18R qUT Wd Tl & oY SierT-3ehT UHR
% M M ST § | 77T & arepaital & Yargar, THRT, srsd, yfearet,
3R TP THT B |

HaTSAT
Tg favg a sryar e 1fid 81 & S & dRT aredl & 1y T

a1 § U8 T AR UUM 3R U WA IR TR ST ard UU
i ® 3R Ugret Righd & ¢ § od fove & | o &d ¢ a9
ITPT Iicd wofl a1 g

TRt
Tg i 394 Md & R Wi fRia &1 Yo 3 fopar orar &
I8 T Uy Md § SR faflr arg 3= & Wy R A ok e

T & AW ¥ Hfad W19 ol SR HRAT & WY TRE A
I TR A1 & |

CIr|

139 Tiid S & 9gd URis § 9k dieiig § e ugfa @@

1 3R ar G A AR B R SRt 21 Wi & -

1Y HATBRI B MBYD T T4 TaebT 77 g Tt 71

T g1y H U 3 97 WA 51 § 3R W H goe 36 § IR T

T $Had gAGT $S T Tl BT TSR PRl gl Add AUt

Uipfads 3Marsl & WeR HIaIst &t Sifiyaafdd oar g 8k Teh
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HeUIg Tt 3 P 1Y AR qUT Jicd U™ HRal gl 39 Mal
T 3eATdre A dUT Udidldd HIdl & JHART B Tl
T 31 SE & A Tifid 7 $3, iaeR R REeR T &
RO <1 & 3R fhert & Wern I [T HRA o 6T 7

A YRA & diep Gilid # i Tgeigld @d, IR BT AYR i,
TGS P Hiford i, BRA H TAT BT TIferr, I=ma B [aiex
3R AT Bt qdPb, W Wl H fhar 3R aAorad! Araraarai
ot § WG & 1Y Wied e T g

ga%WﬁWﬁ%ﬁ$mﬁwﬁﬁm$mémm
| -

"SR] B} BTl Fgalt

ol fefdiel urest, T He AT 3 Y

ToRTd & I TRET 3R ARS! ggT 1 R yRa & afcws IR fay o
RIS g

i Hifld § Bgiiia, wiatlid, ufia, faveiid, & wy-ary a9f o
a1, G &1 fawre, weon, $wf, I, 3V, 7Y, I, TR, B,
&Y, A, T, TR RN 3fe Fr &1 Ue=i deital § Tgerdr
g1 g1 ST UG U DI TUFT & HRU AP Td T IR &
BT 3R AHART B

e Tiid & yrawicd & U dd § o- Hal BT SR HidT,
D1 IR fK, HADBR DI GolATD Rfckd qUT TR ATl o Il b

1Y TG Tare 3R 31T Y ST U1 S et § AR, fesman
3R Fied ver Bt B
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IS & AP arel

Srui=h T - hewwE

Y. TR HT9ER - Rfesies

Taa faUTT, Brdhee! 3iih TRWBIHT ST
T HERST GOk fRaRid 3t geiar

MY AR - T WYY H MYBE GRT STIRRES B AW DR T
Wi arell & v & 9 o1 YA fhar a1 8, 9T 39 |l arell ol ST
fp-fopT 3raeRi W a1 wian §, a8+t s gl
AP Mg~ AIh a1, TP, Wid, J1Idl, TRURTT

HRA & IJR N YT IS T i 69 § | STRIGS WA HTd J g
Jafifer dicd d IRepfae RSt & e ufig 361 81 79 Tpfd &
fawr & T &1 faRy Hew g1 Ui 999 9 & 79 Usfa § o oo oft
AT YT IY FHAT P A1H Y AT &, R a1 &1 U sifad =9 S
T fEadT 81 IS B! HAT G WP RIAId @ioll & AR Tga
& 9 et B 1 gl & Aeiid @ Titd o WRd & snfeeia & sfagr &
as el g1 enfeera 3 €t Tifia oiR o, adreil &) ad & &1 UH
Y T ST AT| 39 HaRWS & 39 &F H UG well qaarstl &
S 9 peral ¥ IR feadt 31 o o | 9fkd “Iwmor, HeiRd
¥ URd “aepogg”, uisdl ¥ URA “Uisd Jd”, 311G | I8 Hell ITRRAS B!
e € TeY sfcp URA 1 Txpla 1 ot 1 firers oM areft e ot wed
T SURM 599 4 $8 &I ! gR1 fay RigR f afda e B, orem
I "I IG” 9 “SITR” WA g
@ ared guR St TR & SeRf Ul B1 390 5N TRpfa 3 ys A
St B, 3R ITh! UgT TS P ST a9 &1 Bl ol & Bl AR THb
T BT IY HA & 91G 1R1d S T GIR AT Tl | I T Bl WR UGH
FRA & fore s ot A PR & Y @ gt I R giet TR ot SR 39
TS U F ISP Tl Wﬁ%%%@mﬂﬁﬁﬁﬁMM|
At § ATt SR et Y g W o @ 81 R o g & enfida B, ok
ST STt Y AT BT Seh {11 OiiclT & | aaid o el HIS b Ui 3rgyfa
B 1 U1 I M1 B SfrouldT B 1 BT BT Jgd U4 ey bt famy
RIFT TG W g1 g1l e SeT-3aT JuIdrefl & IR Hal B
AP B3N B | UA® & B HaAT DI U AT e fa=iwar gicht 31 forrept
TUT 98l B AP el & T T 3T B il 81 IRES I dAib
FHarsft Bt ST faRY HEadT 8 | I ThR STRRAS B H3 S{ehT-3eh A
Il 1 H 37 Wifid H faxiy e @ g1 37 I aTell T SUANT S-S
UHR & @I Sl o fosan Sirar 8 1 - Tre 1fid, Iom & ia, 9IFR, S,
R, e, I Gl Td FHT, TeeiE, T S TSR & Tal § 37 arelt
HI YT gl g
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FIWIES T F5 TPR & A arel &1 ST fFar Jrar 31 390 A $8

U PR 2-
fumg 3R HRET (Jaw harp), B 3R GHMT (Dhol or Damama), dRa! 31R
JUIRIET (Turhi or Ranshingha), H®RT (Bhankora), HRI®EM (Bagpipe),
ARTHAT (Nagfhani), SIS (Flute)

f9uIg $iiR HIRERT (Jaw Harp ) -
g 91 IS & TTedd H WR r

aed F w0 F Ui 81 39 af

T F GAE T B, TG SHDT
G g9 $I Ggadl ¥ fhT I &
FHRUI S T@AT Hed ¢ | T8 Alg B
ol RT3 § 51 Bler are T g,
SR ga1 & oy yag ¥ B8l W
TgehR G141 1 il o sl CaiTeb T S{Tferdl o HelTer & eI Sitell
B OfRant e UxERS 99 I § G670 A 37 91 B FaR T fear
?:b_{ﬁ%%l B.C. Deva (musical instrument) book ﬁmsﬂmwao‘rﬁawﬁm
gon gl

= o did o A ¢ fore ot
y B THL P A 9, I ST RSB
g 1 TRERI F THS T 7T o
I R SRS B R W O
% e YR 9 e & AdR
£ s camurst § oET T §, f st
Iafy e & sre @ g2 31 R
m%ﬁmﬁﬁﬁﬁﬁwuﬁ?ﬂﬁwwwwé%wmﬁﬁ
19 S9H! g1 8 ¥, A 981 Hile U 01 A 34 T B A1g e o U1l a9
A R Pt R i) Af¥e T F =t 341 & 1 SR § Uiy,
aaT, A 3R AIERT B! FAffd 300 ¥ w1 drd 81 @ 3R GG T
e T 7 feHTedt Il STRIGS & UgTS! THIST SIS @ &1 oFF 9
PR GG qP, TR I ADX ST dP Bal Pls PR AT FHISID AT
T2 S 31t 3IR 378 SeTaTe ‘3ol a1 Blelt & R T 8l 811 39T 1
¥ fom1 wgt o1 1S ot Yy g1 76T A S g1 9 R a =ie g an
IRpide Ad, A ARBIAD HRIGH 3| 31T TN e, e
SIS 3R WeR! § 37! BT 3T ! firet Wt B
Wﬂﬁﬁ:l(bagpipe)
204} TaTsd! B Ugd fay g & SR IS & AFH! 3 39 a1 & Rt

3R ST & b, SR S 9188 1 Wb ARG §oIdT ol ¢ | 398 Th
IS BIaT © ORI BaT 4Rl 81 39 aTed T TN daifed rauRl W fhar
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ST 81 59 91 H IHS & 9 WR U Uiy o
B0 21 T Ursy I A & 3feR g1 HR & S B,
R I URY FI G & ¥ H ygad fman
ST 81 /Y I UISY YERE TG 34T P ©,
S B B BT AR TS B ¢l URAT I
TSI YA BT g1 T8 a1 R AT ORIy =7
Y yged gl 8|

TREY 3N TurfRrem
g gl fad Jad g 1 MR gg &

AR TR G & YAl WG B &

o semn S mﬁ-mﬁugN
Traqam & off goTs Sl 3 | a9 Q F A -
(pipe) ¥ TT H Th RR F Uael 3R g Turfaf

R § ST dier S b ARSR ToIdn
ST B | I Gy § STRES § 98 a1
R-gEnstt 7 a-amEnst & vafed s
EoIE]
YHIRT -
Ig Uddig & &1 GRR qrers g1 39d
TR AR B 81 3T A1 BT ITAN IIRAS & Al Wiiid o fobam S gl
T T DI RGP D TTedld! Alh Alcd ‘Uigd drar ad7 ==al &di el
ST’ S ATed! aUT Sadistt & Yo 3R A & 3= BIt & Teared! gRI
& Fieq, gaTd IR 3 gE F SR R € U8 aTEd SOl ol B
i o UHRT TTeard! A Aledh, dd AIH,
Wmmaﬁ?mwﬁ
A Teard, IR YR, Gla0 YRd o
. - SO ST 1 HHRT Bt off bt T
I ST 8, IHP I GIRT HHRT T
& W1 o §1 I8 918 e FT AT U
B $9 TS ¥ T $9 TieTs 9@ S gen
A g | FoTHe] oIaTg 36 39 Bl 6| HPRT ITRIES $T URURS I G,
?wﬁnﬁaﬁ%aﬁuﬁa@maﬁ%wmﬁmmm
|
ARTEHT
ATHR IRRES | $AN & § e
B 3R U1 J 91 Th URURSG a1ed I
2R e AR SOOI 8 | T G
@ ol & o ot semr S
81 TRTH BT SHTHR TP T & 3MHR BT
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BT 81 39 I & GW $I IS W 9 TN AT g1 ARG BT ST

qiA® S8 TR ard @ S1fie v ava ]

SRS (FTgH)

g S P it BT S a1 IF il 8| $B o

T 3R $© # Ul &€ 8id § 7o & S0 §&

DI BIABR I° W ADS! B TTg] FagenT fear S

81 3H QAT gl BT WA BT § 9T Udd

g8 W I = shfert & ot g1 R

W 3R e I Qi g1 Ul § SeirT S

B19EaR & B3N ( Meos ) X Tfial & Ty off

T B | 39 1 T TR Igd S 8IdT § ala:

H O T ard ft 9gd I ¥R § T 71

TP WRI P 1Y T 1 T STl § | &S 31T AT Tl o WY STerirel

gwmmﬂmw%mﬂaﬁmsﬁaﬂuﬁwﬁnﬁmw
|

g feugoft

. YR ITid areq : S At sy fQong iR gEdy g§-87

YR Tiid ared : ST e ion fls)/ gidt 3R GHTHl/ g8-175

YR Tt ared : 7 arerdior fs/ qret ok urfRien g§-179

SIREE W THUH/ UBRI/https://umjb.in/gyankosh/bhankora-

instrument-uttarakhand

5. YR Hiid & GRR a1l &1 sfagr/ ST, N9 ST/ ARIdb e/
gg-212

6. YR Aiitd ared : SF Aradfon fisi/ ARTH=/ g8-179

7. YR Wtd ared : S aradion firs) s/ gs-178

Wﬁmxﬁﬁ
e AT Tl A 1958/ Wld W i ared & Wy Wifia

2. ST, 3G BeRl/ TaRR 1998/ W B I S aTeqd/ Siid

3. I AraHfor fArsy YRR itd 919/ YebTRH: YR JFUI8/ ISBN: 81-
263-0727-7

4. 3. VM THHATd/ YR Wid & YR I &1 g/ UHRIG:
Hih TSI/ ISBN: 978-81-8457-480-7

5. ST, gftyar gepadl/ e it & yged areg 43 Bl ufiiRiT grswy
ISBN: 978-93-86556-12-7

Hwn o

121



YT @i Gepla va dfcd Harg ISBN: 978-81-956774-0-5

|GG & AP T
R EIELERIEEE
Fad Ued - MY DA
Y. MR YTTHAR - AFfexi®
Jaar fQuRT, ahfee 3iTh TRWITHT 31,
T HERIST WOTIRTE gRaRfd off sSiar

MY AR - TG MU H MYBH A TERd F 6T THare didba & fawd
B TSR 3 BT Tar T B, 91 39 T Bl {5 ol W e
ST 8, 9! ot Tfér SHeRt & Wit g

AP M - I, G, Tid, G, A=, TSI, TRURTT

TERT Bt Upid B T &1 AR R 7 8| 81 afed T 37 Uidl &
Hifer Wil ox i) 9 D7 o R B AL Ap T H VAN 8 aTdt WG
mﬁmwﬁﬁwﬁ%ﬁwmﬁm%&ﬁﬂw%w
a1 g1 JgT & Jd SerR i 1y § g §, q_};arﬁ%ﬁﬁ’m%é’r
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Akhyana- the Gujarati folk musical theatre
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The Maharaja Sayajirao University of Baroda

Abstract

Most prominently practised in the western Indian state of Gujarat,
Akhyana was a form of folk musical theatre and an era of mediaeval
Gujarati poetry. It has a close connection to poetic expression in
religion. The storytellers, known as "Manabhatt,” who serve as
narrators, repeat it. The authors of the Akhyanas served two purposes:
first, by offering compositions that depicted the lives of heroes and
heroines who had unusually high moral standards, they contributed to
increasing the norms of ethical behaviour; second, they promoted
excellent taste among the populace.

Keywords: Akhyana, Upakhyana, Manbhatt

Akhyana was a style of folk musical theatre and a period of mediaeval
Guijarati poetry that was most popular in the state of Gujarat in western
India.

Akhyana, a Sanskrit term, means "to relate or recall” literally. Two
more Sanskrit terms, ‘Upakhyana’ and ‘Akhyanaka’, have also been
used with the same meaning. Narrative hymns and short leg end in
Rigveda are the earliest known specimens of Akhyana.! The term
Akhyana was used term of story in the Brahmanas, the ancient Sanskrit
texts. The whole Mahabharata has been referred to as an Akhyana,
while there are other Akhyanas and Upakhyanas within it. Puranas are
also called Akhyanas.?

The medieval ages saw a surge in popularity for this type. The polymath
Hemchandra described Akhyana as a religious side tale told by a
"Granthika" (professional storyteller) to an audience for instruction,
accompanied by singing and acting, in his book "Kavyanusashana"
from the 12th century. The stories that a storyteller tells for the purpose
of imparting religious teaching to the audience, accompanied by music
and acting, can be broadly categorised as Akhyana. It was described by
Gujarati critic, scholar, and poet Dolarrai Mankad as a type of poetry
combining acting and musical elements.

The literary forms of the Akhyana are split into a number of stanzas,
known as "Kadavun" collectively. The Sanskrit term "Kadavak," which
means "formed from the agglomeration of lines in diverse musical tones
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and metres," is whence the English word "Kadavun" originates. Three
components make up Kadavun, or the recitation: "Mukhabandh," which
is the introduction or prologue; "Dhal," which is the recital; and
"Valan," which is the summation. The first two lines of Mukhabandh
introduce the story's premise and initial occurrence. The episode is
described in length in Dhal. Valan is made up of the last two lines, the
first of which summarises the occurrence that was just described and
the second of which describes the incident that will come next. The
three-part Kadavun is a narration of every Akhyana. Between the
narrative and descriptive sections of the Akhyana, the 'Pada’ style is
occasionally employed when the emotions are strong.

The Akhyana dramatisations include episodes from epics like the
Ramayana and the Mahabharata as well as religious moments from
mythical stories. Playing out the non-mythological narratives of
religious zealots like Narsinh Mehta was another prevalent practise. As
Akhyana is intimately associated with religious poetry, it opens with
homage to Saraswati, the goddess of learning, then Ganesha, the god
who eliminates all impediments. The storyteller then presented the story
that would be told, which was based on myths, epics, or the lives of
followers. After the narration, at the end, the narrator quoted the
colophon, which contains the author's name, the composition date, and
some autobiographical information like the narrator's home or place of
residence, the name of his father or preceptor, and details about his
family. The verse concludes with a "Falashruti,” which alludes to the
material advantages of hearing Akhyana. It has been included to draw
in more viewers. Benefits including the elimination of all sins,
"moksha," the cessation of physical maladies, childbirth, and prosperity
were promised to the audience. Sometimes the cantos and the story's
original source were disclosed in order to provide credibility to the
narrative. The stories were drawn from epics and mythology, although
occasionally they were told in novel ways just to amuse the audience.
They were changed to reflect the time's traditions and culture, making
them modern.®

The duration of the Akhyanas varied widely, from the Nalakhyana,
which was chanted for several days, to the Sudamacharita, which was
recited for three to four hours. According to the Sanskrit theatrical
tradition, every Akhyana concluded on a cheerful note. Akhyana is
recited by the narrators or professional story tellers, who were called
‘Manabhatt’ or ‘Gagaria-bhatt’. They set poetry to musical tunes and
did mono acting. They wore rings on their fingers that were used to
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sound the beats on over tuned copper pots. ‘Mana’ or ‘Gagar’ literally
means pot in Gujarati.*

Gujarat's unique Manbhatt has contributed significantly to the
development and preservation of Puranic literature. The Manbhatt is not
often familiar with Sanskrit; instead, he is only familiar with the
Akhyanas, or the Puranic events in Gujarati verse, which he learned
from his mentor while serving an apprenticeship. Wherever he is, he
begins his practise at night on a verandah or temple entrance in front of
a busy square. With his dexterous fingers filled with brass rings, he
begins to play the gagar like a hand-drum and uses his deft rapping to
make the pot echo. The public area in front and the windows of the
nearby homes are transformed into an amphitheatre for the occasion as
the neighbourhood gathers to hear the katha. The Bhatt reads an
Akhyana; explains several of its components; adds flourishes here and
there to enthral or tease the audience; improvises fresh tales; and offers
colourful anecdotes. Hour after hour passes as the crowd sits transfixed
by the presentation. In the capable Bhatt's mouth, the depiction of a
Puranic episode or figure takes on a new shape and a modern hue. At a
particularly intriguing moment in the performance, the Bhatt pauses and
asks who among his audience will treat him with supper the following
day. Unless he is unaware of the fundamentals of his craft, he is certain
to get invites from a number of friendly town residents. After ensuring
that tomorrow will come, he continues the katha until far after midnight,
and occasionally even until the early morning.

The Bhatts flourished in Gujarat for more than five hundred years, but
have fallen on evil days with the advent of the press, the theatre, and
the cinema. They provided free entertainment and education, religious
and secular and helped to preserve Puranic literature. But these poets
were scarcely qualified to reproduce the spirit, the art, or the idealism
of the original Puranas; and were mostly content with mechanical
repetition of narrative verses handed down from teacher to disciple.
Their range of emotion, sentiment and thought were limited; their
language, suited to an illiterate audience, lacked refinement and
expressiveness. But the service which the Manbhatt rendered to culture
was immense. He considered himself the heir of ancient Aryan culture;
of a civilization, pure and incomparable, brilliant with heroic exploits,
beautiful literature, undefiled ideals He offered prayers from village to
village; he recited kathas from street to street; he made his songs
popular in every home. He kept alive religion and a sense of historic
continuity. He preserved language, literature, inspiration, and ideals.
And, thanks to him, that immortal spirit of the culture, breaking the
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bonds of political subjection, triumphed in the land. This literature took
the form of an Akhyana. In substance, it presented an independent
literary composition based mainly on a free rendering of an Akhyana
from the Puranas, supplemented by portions borrowed from other
sources or composed by the author himself.

The Upakhyanas, or episodes, served as a rich source for poets who
adapted the story to fit their objective of producing literature that would
edify people and disseminate bhakti among the masses by relying on
the core plot of these masterpieces. A well-known Purana was often
used as the source for the narrative. The Ramayan was also used for a
number of its episodes. Many writers used Rama and Ravana as the
inspiration for the Akhyana. Individual characters from the main story
or several Upakhyans in the grand epic, such as Nala, Draupadi,
Subhadra, and Babhruvan, were chosen by poets for the purpose of
creating standalone Akhyanas with these individuals playing the
principal roles.

These writers of Akhyanas performed a dual function: they helped in
raising the standards of ethical conduct by providing compositions
depicting the lives of heroes and heroines of exceptionally high moral
conduct and also helped in spreading good taste among the people.®

In Guijarati, Bhalan (1500-1550), also known by the name
Purshottamdas Tarvadi, is revered as the founder of the Akhyanas. As
the founder of the new tradition that gave Gujarat a new literature
through Akhyanas. He merits a prominent position in literature. His
Akhyanas have been worked on by several authors, but only Premanand
has made any improvements. His fashion is exquisite and expressive.
He was skilled in both the skills of adaptation and translation.

His Predecessors like Virasinh, Karman, Janardan and Mandan had
employed kadavans for the purpose of writing Akhyanas, but it was
Bhalan who gave it a definite form which was treated by his successors
as the pattern for an Akhyana. He modified the form of Akhyana as it
was found in sanskrit sources to suit the native genius of Gujarati
language. He wrote large number of Akhyanas, including the popular
one ‘Nalakhyan’ depicting the story of Nala-Damayanti. It is a fine
example of his power. He also wrote Akhyanas on Jalandhar,
Dashamaskandha, Mamaki, Dhruvakhyana, Chandi, Ramabala
Charitra, Mrugi and the marriage of Rama and Sita.”

Dehala’s Abhivana Unjhanun of the latter half of the 15" century is the
oldest Akhyana on Abhimanyu. Shridhar Adalaja’s Gauri Charitra is an
Akhyana in the form of a dialogue between shiva and Bhiladi.
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Vasu’s Sangalasha Akhyana comprising of 170 couplets and two padas.
The poet links this theme with the legend of Karna. Vasu’s poem is the
oldest extant composition on this theme.? Gopaldas, son of Vitthala and
grandson of Vallabhacharya wrote Vallabhakhyan in Gujarati in 16%
century.

One of the rare non-Brahmin authors of the 16th century was Nakar.
The connection between Bhalan and Premananda was significant,
notwithstanding his lack of the intellect of his successor. His works
merit study for their handling of source material and technological
advancements in addition to their historical value. Nakara deserves
praise for translating the nine Mahabharata volumes into Gujarati and
portraying them in Akhyana. In addition to everything else, he penned
Akhyanas on figures like Moradhvaja, Chandrahasa, Sudhanva,
Abhimanyu, and Sagalasha.

Several Akhyanas were written in the 17th century by Bhojo Bhagat
and Shamal Bhatt. Bhojo Bhagat (1785-1850), a Hindu saint poet from
Gujarat who wrote Chalaiya Akhyana, was also known as Bhojal or
Bhojalram. Sukhdevakhyana and Bodana-Akhyana, as well as other
works like Angada-Vishti, Ravana-Mandodari, Draupadi-Vastraharan,
and Shivpuran, were written by Gujarati narrative poet Shamal Bhatt
(1718-1765) based on Hindu mythology and epics. Based on the life of
Mahabali, Veerji authored the "Balirajanu™ Akhyana around this time.
The ultimate Akhyankara Premananda Bhatta, who is regarded as the
best of all Gujarati poets, lived from 1636 to 1734 and had a significant
role in advancing Gujarati literature and language. He elevated
Akhyana to the status of a highly lyrical form for Pauranic storytelling
with his flexible assimilative talent. It needs to be emphasised that the
Akhyana was basically intended to be a narrative declaimed before an
audience and not a poem to be read. The poet recited the verses loudly
with considerable dramatization. Premananda was also accompanied by
musicians and was indebted to Bhalan, Nakara, Vishnudasa and
Vishwanatha in respect of themes as well as narrative technique and
used episodes from their works in his Akhyanas. His literary activities
were spread over a period of four decades. His Akhyanas on
Abhimanyu, Chandrahasa, Madalasa, Okha, Sudhanva, Nala, Sudama,
Rukmini, Ranayajna and Dashamaskandh are based on Pauranic
themes. Hundi, Shamalashsh’s Vivaha, Sraddha and Kuvarabai’s
Mamerun are based on folk version of the episodes in the life of
Narasinha.®
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Akhyanas were really written all the way up to Dayaram's time in the
post-Premananda tradition. The 17th century saw the writings of
Madhavadas on Baliraja Akhyana. Tarakasur-Akhyana was penned by
poet Kunvar. Jaimini’s Aswamedha provided the themes for Akhyanas
on Chandrahasa, Sudhanva and Moradhvaj: Bhagavata Purana in its
turn was used for similar Akhyanas on Usha(Okha), Dhruva, Prahlad
and Sudama. Some wrote Akhyanas on poet-saint Narasinha, the one
who surrender himself completely to Lord Krishna.'® Whereas
Vishnudas (end of century) wrote Akhyanas on Babruvhan, Lava Kush,
Sudhanva and Harishchandra. He was the first to write an Akhyana on
Narsinha’s Mamerun. Surdas (16" century)wrote Akhyanas on
Sagalasha, Dhruva and Prahlad. Kavi Vasto wrote one on Shukadeva.
Shedhaji wrote Akhyanas on Hanuman and Chitrasen as well as
Rajsuya Yajna Katha was one of the minor poets in this tradition.

By the beginning of the seventeenth century, Gujarat, as a province of
the Mogul empire, had settled down to a sort of peaceful existence. A
new literary tradition arose; and the form, the expression, and the
technique for which the rasa or Akhyana stood, together with its frame
work of Puranic episodes or popular fiction, were made a medium for a
realistic treatment of life.> Vishwanath Jani (17th century) was the
subsequent milestone in this lineage of Akhyana authors. The
characterization and descriptions in Mosala Charita Akhyana are far
better than those of his predecessors. By composing Sagalasha Charit,
a commonplace item, he also made an effort at an Akhyana that aimed
to illustrate the value of providing free meals. The Parsis arrived to
India from Persia in the eighth century, and it wasn't until the works of
Rustama in the seventeenth century that the literary talent of their
writers began to emerge. He produced an Akhyana that reflected Parsi
society. In order to spread the Zoroastrian religion, he embraced
Akhyanian artistic techniques. He employed the Akhyana style when
writing Syavashanamunm and Ardavirafanamunm.*3

The poets of Swaminarayana Sampradaya, Nishkulananda and
Premsakshi (end of 18™ century) wrote verse narratives in the Akhyana
style. Lastly Dayaram (1777-1853) (18" Century) has written some
sectarian works. He tried on writing Akhyanas but could not achieve
success. But he had in his name Ajamila Akhyana and Vrtrasura
Akhyana. Dayaram was the last of the Medieval poets. 14

Following then, the tendency continued to wane until it almost
completely disappeared by the 19th century. Later, some Gujarati poets
of modern times like Dalapataram used the form Akhyana and
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Balmukund Dave wrote Akhyana as poetry subgenre, but the
performance of Akhyana was never revived.
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The Role of Folk percussion instrument in Odishan culture
and Heritage
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Abstract- Odisha is a particularly intriguing region of India. Here the
aryan culture of North india meets that of the Dravidian south.There
are a number of aboriginal tribes who preserve much of their original
wayof life,particularly in the highland interior. This recording includes
representative songs of various tribes and caste in odisha,reflecting the
diversity of language and variety of music to be found in this
region.Melodious sound of odishan folk instrument touches heart.The
celestal ambience of folk instruments create is an experience to be
experienced.Natural materials are used to make these instruments.In
odisha,folk instruments are popularly used in spiritual and devotional
songs,traditional dance forms ,village ceremony and street theatre. A
number of ethnic groups in india use folk instruments.

Keywords- Music, folk, Percussion, Song, Dance, Rhythm, Inscription,
Sculpture, Syllables

Odisha is a land overflowing with art and culture.Odisha or the ancient
kalinga played a vital role in cultural matrix of Indian civilization.
Situated on the eastern coast of India, It imbibed the quintessence of
cultural tradition of both northern and southern India, yet it succeeded
in developing a distinct identity of its own in the realms of creative art.
The Odisha culture has a three tiered structure with interface and
interpolation, the tribal/ethnic, the folk /peasant and the urban/classical
which existed side by side enriching and enlarging the cultural
dimensions. In odisha it is quite common to find Folk dance in Adivasi
area. Folk musical instruments which are usually home made and it was
developed by the village Folk artist. Most folk instruments made from
wood, metal,cloths and other materials. The cultural heritage of Odisha
is one of the oldest, embracing a period of about three thousand years.

Odisha state is famous in the world for its art, tradition, culture and
heritage. Its music, dance and songs are of a very high standard.
Odisha’s folk art, folk music, folk instruments and folk dances are well
known. The folk music is prepared in various regions based on their
own taste, local language, and customs. It basically composes song and
music based on the traditional style, nature and life style of that area. It
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means that music and dance are composed according to the movement
of the song, singing style, voice and rhythm. Different types of
percussion instrument and string instruments are played according to
the rhythm and level of the song. The major division of folk music was
folk song. In it, people happiness —sorrow, hope, despair, emotion of
the mind are blossomed in the artistic form of songs of various festival.
Folk songs have no restrictions to express human emotion, so it
becomes pure, beautiful, soulful and melodious.

Folk music is not sung according to classical rules. This music enchants
everyone from children to old age .Folk music used in both song and
dance .Major folk dances of Odisha such as horse dance, tribal dance,
Dalkhai dance, Lahudi dance, Sambalpuri dance, Ghumra dance etc. are
performed in the tune of folk music. The culture and tradition of Odisha
have been inextricably linked to human life since the dawn of human
civilization. Different types of musical instruments have been used in
various festivals of Odisha since ancient times. Those musical
instruments are like dholak, Tasa, Nishan, Jodi nagara, Dhumsa,
Khanjani, Gini, Flute, Jhanj, Ghungura etc.Folk songs like Dalkhai,
Raserkeli, Malashree, Ghogorani, Nachania, karma, Jaiphul, sajanigeet,
Jhumer etc. The culture and tradition of Odisha are closely related to
human life since the beginning of human civilization. Music is played
in Odisha since ancient times. Human society has been enthralled by
music from ancient times. In the oldest books, Treaties and Vedas in
India, instead of the word music ‘Gan’,’Giti’,’uddgit’,”gandharv’ was
used. Among those art ‘Badya art’is one of them. According to
Maharishi Bharat and Dattila they have divided “’Vadya dhwani’’ i.e
sound of musical instruments into four types. They are —

1. Tatta vadya 2. Ghana vadya 3. Sushira vadya 4. Abanaddha
vadya , Bharata named this vadya as ‘Atodya or vadyak’.

1. Tatta vadya — These vadyas are stringed musical instrument which
is called as chordophones. The sound is produced by the vibration of
strings. The string folk instrument are kendera,dushir,bogerjan,Dhodro
banam,dungdungi or dudumabh, etc.

2. Ghana Vadya — These vadyas are solid musical instruments made
up of different types of metals which is called as Ghana vadya or
Idiophones. Folk ghana vadya are Gini,Ghanta,Jhanja, Ramtali,Jhumka
etc.,
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3. Susira vadya — The hollow musical instruments which was played
by the help of wind are called sushira vadya or Aerophones. Folk
sushira vadya are Flute,Mahuri,sehanai,bin,sankh singa,kahali etc.

4. Abanadha Vadya - The instrument whose head is covered by animal
skin or membrane are called Abanadha Vadya or otherwise
Membranophone or percussion instrument. The folk abanadha vadyas
are Madala,Dhuduki, Tasa,Nishan,Dhol,Mrudanga etc. Abandha vadya
is usually played with hand and sticks. the Abanadha vadya is
segregatted in two typesi.e.

1. Urdhamukhi (upper headed) & 2. Parswamukhi (side headed)
1. Urdhamukhi — The vadya which is played upper headed they are
called urdhamukhi vadya .Example — Jodi nagara, Dhumsa, Bhumi
dhundavi etc.

2. Parswamukhi — The vadya which are played side headed are called
Parswamukhi vadya. Example — Dholak,Dhol, Naal,Khola etc.
Description of Major folk percussion instruments of Odisha and its
applications

1. Mardal - To highlight the percussion instruments used in classical
music and Dance in Odisha is none other than the instrument name is
Mardal. This Rhythmic instrument is considered to be the main
rhythmic instrument associated with odissi music and dance. The
Mardala is used in a wide range of traditional art forms of Odisha,
including Gotipua, Mahari, Odissi dance, Bhagabata Tungi, Sakhi Nata,
Prahallada Nataka, Ramalila, Krusnalila, Rama Nataka, Sahi Jata,
Medha Nacha, Bharata Lila, Bhutakeli Nata, Odisi Kirtana . Talking
about the origin of mardal instrument, many scholar believe that its
origin is from ‘Tripuskara’ instrument described in Natyasastra because
Tripuskar has three parts ‘Ankik’,’Alingaye’ and ‘urdwak’. Many
scholar opines the mardal is originated from Ankik vadya as it is a
Parswamukhi vadya. It is believed by many scholars that all
Parswamukhi vadya either it is folk or classical vadya they are
originated and evoloved from ankik vadya and later they established
themselves as classical and folk vadya. All urdhamukhi vadya either
classical or folk they are originated and evolved from ‘urdhawak’ and
‘Alingaye’.

From the Elephant cave and queen cave of king kharavela in 1st or 2nd
century B.C. we get the information about the development of utkal
art. Odisha’s music and different types of musical instruments are
known from various stone inscription and ancient temple sculpture
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.Dravidian civilization, was prevalent in India before the Aryan came.
In this Dravidian civilization, there were tribal communities such as
Kandha, Kulah, santal, sabar, Munda etc.

According to Mythology Sri Jagannath culture is associated and related
with sabar culture of Odisha. The lord Jagannath was worshiped as
tribal or sabras deity, because when lord Jagannath was stationed in
Nilakandara the king of sabar Vishwabasu was a great devotee of lord
Jagannath and belonged to sabar community. All tribal have been
worshiping to lord Jagannath for generations. After some days king of
purl Indradyumna got order from lord Jagannath in dream to bring him
from Nilakandar to settle in Badadeula at Purl. Following lord
Jagannath order King Indradyumna through his minister Vidyapati
brought lord Jagannath and settled at Badadeula. After this event the
sabar went to Badadeula to see and worship lord Jagannath. In the
meantime there is an exchange of thoughts and culture between the
sabar community, Aryan devotee and people of purl. This sabar
community people performed dance and music in front of lord
Jagannath in various festivals. The percussion instruments that was
played along with the song and dance are called ‘Madal ‘. In later
times according to some experts this ‘Madal’ was named as ‘Mardal’.

On the border of Myurbhanj and Balasore a percussion instrument
named as sur Madal was found. The sur Madal was played with small
giti Natya , kela and keluni song and dance etc. From the composition
of Baudh gan’ we get the references of some instruments like Patah,
Madal, Kansatal, Dundavi,are used in odissi music. In Mahabharat of
adi poet Sarala Das, there is an evidence of musical instruments such as
Ghanta , Kahali ,Mridanga ,patah ,Dhol, Dhamalu, Dundavi,
mahuri,upang,kahali,tamaka,Mrudanga,Ramtali,kundali,nageswari etc.
Innmumerable musical instruments in Panchasakha literature
Bhagawat, Haribansha have been described very beautifully .Similarly,
many folk instruments are mentioned in description of lord Krishna’s
theme-

‘Bajai dhol tabla mahuri mardal,

upang dosari bheri bhujang kahal

sankh,Dhamalu,Ghumura baje biji Ghosh’|

There is a evidence of the use of Mridanga, flute, Pakhawaj, Ghant tal
etc. in the famous temples in odisha such as shoveneswar, Konark,
Jagannath, Lingaraj, and other temples. During the time of upendra
Bhanja there is a evidence of development of odissi music tradition.In
Bhanja literature named labanyavati there is evidence of instrument
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such as conch, Mahuri, Ghanta, turi, Bheri, Kahali, Benudampha,
Muraj, Didimba, Bina, Mrudanga,mardal etc. Poet Arjun Das’s Poem
‘Kalpalata ° describes the dance of ‘Surekha’ and poet Balaram Das’s
Ramayan describes the dance of the Nuts in front of the Rusya srungha
mountain and there is a beautiful narration of ‘Badya Jhankar’.

2. Dhol - It is a main percussion instrument used in folk music. Its trend
has been around long time. People of Harijan community used to make
their living by playing this instrument. Different types of dhol are found
in Odisha. its size and structure is different. Especially in the western
part, the style of playing sambalpuri Dhol is completly different and
little different in structure is observed. It is also a traditional instruments
of tribals. There is a tradition of playing Mahuri or veeri along with
Dhol in some auspicious occasion like marriage, thread ceremony etc.
Folk dances such as patua yatra, chaitighoda or horse dance,Chhow
dance,Ranpa dance,loodi dance,karma dance,Paika dance ,Tiger dance,
Danda Nritya etc.in which Dhol is accompanied with the above said
dances. Besides that Dhol have been played in Folk Dramas, such as
Patua yatra and various festivals, Mughal Tamsa and chadheya
chadheyani dance. It is included in abanadha category according to
musical classification.

Practical aspect of Dhol.-

The syllables and boles that are played in Dhol is given below-
i) Takta dhina  Takta  dhina
sdhin nita sdhin nita
i) Nadhini Nadhini tak dhinak nadhini tak
Dhedhe nadhini tak  dhenak nadhini tak

3. Khola (Mrudanga) — It is a very familiar instrument in odisha.
Along with raganuga Bhakti sentiment of sri chaitanya, Khol or
mrudang occupies a special place in the folk life and religeous tradition
of odisha. Khol (Mridang) is known as a major percussion instrument
in odissi kirtan,nadiya kirtan and pala. Due to spread of Vaishnavism
cult khol player are visible in most of the villages in odisha. In folk
drama such as krishna leela , Ram leela and Radha prem leela Khola is
played as the main percussion instrument. In Western odisha the khola
is called as sanchar or samprada mridanga. Its shape and pattern is very
different from the khola prevealant in coastal areas. There is a
difference in size of the khola used in pala that compare to the khola
used in kirtan.The size of khola is smaller then the size of khola used in
kirtan. khola bol is given below-
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i) DhikDhi kdana didana didana
Dhikdhi ktana streke titana

4. Jhanja - The traditional Jhanja instrument is found in all parts of
odisha.Depending upon its location some call it as jhallari, vranayam,
Brmahatalam and Bor tal etc.In odisha it is the main instrument of folk
dance, pala sankirtan, Danda nritya, Ghumra dance and especially
sambalpuri dance. It shape is like a plate. at the back of the cymbal there
is a oval shape.lt is also called kansal in regional language.A small type
of cymbal is called kubuji and in some places it is called kartal.

5. Dhumsa — Its other name is nagara.Dhumsa instrument is found in
peetha or temple of Devi.There it is played during alati. This musical
instrument is used espescially used for Jhumer songs and Chhow
dance. The height of this instrument is 24inces and the face of the
instrument is 20 to 22 inches. It is a upper headed musical instrument.
It is especially used by the tribal people of the Munda caste and is
played with munda folk songs. It is camped by cow leather. It is played
with help of wooden stick .It has no bol of its own .The bol or syllables
of Dhol and Madal is played in Dhumsa.

6. Madala — This is a folk percussion instrument. It is especially used
by the tribal people of munda caste and is played with munda folk
songs. It is camped with cow leather. Its length is 23 inches, diameter
of the right side is 10 inches and diameter of left side is 12 inches. On
the left side a soil name gengta is given coated with soil. On the right
side iron powder mixed with a kind of black clay with rice paste is used.
The instrument is carried on the shoulder and played in a rhythmic way
with dance. Madal bol is given below-

i) Ting Dhating didang  tang

Didang Dhating Didang taang

7. Nishan - This instrument is a percussion instrument. Its head is made
of cow and Baffalo leather. Its height is 12 inches and diameter of of
the mouth is 15 inches. Nishan is played upper headedly with two bars
made up with rubber tube .Gab is not applied on the surface of Nishan.
It is played with standing posture with dancing mode. The bol played
in Nishan is given below-

i) kidigha digan kidigha digan
kidija ssdi  gadi ghan
i) Gidigi inchana ichiki  inchana

Gidigi  inchana ichiki inchana
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8. Tasa - Itisaround shape musical instrument which is covered with
goat skin. Its height is 12 inches and diameter of the face is 13 inches.
It is a upper headed (urdhamukhi) percussion instrument. This
instrument is played by holding around the neck and played with the
help of two thin sticks. Earlier this instrument was made up of wood
and its face was covered with goat skin, But now a days its body is made
up of metal and face is covered with plastic sheet. The syllables which
was played in Tasa is as given below-
i) Tidiki tita  Gidigi  gida

Tidiki  tita dedanga tita

Titiki  dida kitiki dida

(Kitak takhede ghirad tak) Tihayee 3 times

Conclusion — Odisha is mainly a rural based state. Music is heart and
soul of Odishan life. Hence from this point of view the position of folk
music and folk musical instruments has much significance here with the
use of percussion instruments. The farmers, labourers and daily wagers
when return to the respective homes after tiresome daily work, prefer
to relax in the place of recreation like library, Chanpadhi — house
,’Akhda Ghar’(A village gymanasium)’Bhagabat Tungi”(A public
room where sacred book of Bhagawat is read out).lt is the folk music
which fulfills the aspiration of these working people to a great extent.
The use of percussion instrument in Odishan folk music, which acts like
a companion in one’s work and which stays along with one’s religion
can also be source of joy for those who practice music and also be a
treat to the audience.
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Rich Indian History of Folk Arts

Folk art covers all forms of visual art made in the context folk culture
.Definitions vary, but generally the objects have practical utility of
some kind, rather than being exclusively decorative. Folk-art as a visual
medium does not have a unique definition but generally consists of all
forms of visual art delivered in the context of an existent society within
a particular geographical and cultural niche. In this manner, folk-art
caters to local tastes and needs, is reflective of the way of life and
culture in a community, and provides tangible and intangible forms of
art with distinctive styles and objects that stand removed from other
cultural developments of their time. Folk-art was developed to address
the very real needs, and desires of a community. Once that need is
removed, the relevant folk-art may gradually vanish within the annals
of history thanks to decreased transmission and communication of its
existence within the community.

Indian Folk Art

Folk art in India are manifested in various forms including pottery,
painting, paper-art, weaving, sculpting, metallurgy, and object design
involving jewellery and toys. Relevant objects can include masks that
are used in religious rituals and ceremonies, paintings, textiles, baskets,
kitchen utensils, arms and weapons, religious sculptures (idols) etc. It
is also common to have the human body serve as a platform for folk-art
via the practices of piercings and tattoos during festivals and religious
celebrations.

The Indian folk-arts have also served as a medium of expression for the
cultures of nomadic tribes and ethnic groups within the country. The
relevant art forms express the transient and dynamic patterns of
lifestyles said communities have experienced while traveling across
India.

Folk arts are artistic traditions that originated in a common context and
were passed down through generations by being taught informally.
Indian Art and culture has always been a melting pot of cultures and
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traditions. It is also one of the few places in world that have preserved
centuries old folk art through its heritage and vibrant culture.

Religion holds a prominent place. The art that is based on the religious
rites and worship of God and deities is religious. The idols of Gods and
Swastika and other symbols and alpaca etc. are its examples.

Religious art is artistic imagery using religious inspiration and motifs
and is often intended to uplift the mind to the spiritual. Sacred art
involves the ritual and cultic practices and practical and operative
aspects of the path of the spiritual realization within the artist's religious
tradition.

Cinema as a medium of communication

A picture is worth than a thousand words. Then how many words
cinema is worth which is a combination of millions of pictures. Cinema
is all about motions and emotions. Cinema tells us the story through
pictures. Cinema is a strongest medium of communication. It can
communicate from poor to rich, literate to illiterate, urban to rural, kids
to adults and so on. Communication, as we all know, is an act of
exchanging information. It is basically the act of sharing ideas, views,
thoughts and expressions through some medium. The most basic and
acknowledged tool of communication is language. Communication can
also take place through pictures, gestures and artefacts.

Through their stories and concepts, films have successfully brought
awareness in the society about all these topics. Matters like transgender,
homosexuality which were taboos in the past are now considered with
much more openness of mind, thanks to the movies and their sensitive
handling of the topics. This happens more in Indian cinema, as audience
often relate themselves to the movies. Many recent movies have
explored social issues such as child marriage, polygamy, dowry system,
castes and terrorism. These movies affect many of us powerfully
because the combined impact of images, dialogues, music, lighting,
sound and special effects can elicit deep feelings and help us reflect on
our lives. They can help us to better understand our own lives and lives
of those around us and even how our society as well as our culture
operates. That is why cinema is a strongest medium of communication.

“Though we all stay connected in a global village, there is a local
tradition and folklore for every locality, which is worth a narration. This
is one such story about the tribal tradition of coastal Karnataka,”?

About Film Kantara
Movie involves the culture of Kambla and Bhoota Kola. A local deity
of Udupi Dakshinakannada which are parts of Karnataka and Kasargod
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districts of kerala worships God Vishnu’s third incarnation on earth
called Varahaavtar. The Tribal community devotes to Varaha and bhoot
kola (performer of rudra) who is sentinel of the community and shield
every devotee from evil spirits. Movie has a every powerful storyline,
excellent performances by every actor keeping the tradition and beauty
of the story in mind.

Beings from 1847, a king who is happily living with his family and
empire but he does not find peace and goes to search peace at various
places. Later he arrives at a tribal village where he sees a Davia (a local
god of tribal) which could offer him peace but the local tribal denies to
offer their god. Later the king offers forest land in order to receive
peace. The tribal warns the king that Davia’s family will follow the
creator and if anyone denies their word it will lead to rage.

Later in 1990 many more years after its present king had tried to shake
their land back which leads him to puzzling death. Shiva a local tribal
who is current successor of kola but he denies doing so as he lost his
father during this act. A forest officer Murli tries to convey villagers
that their land comes under forest department and if they find anyone
protesting and breaking rules they will face the brunt, while he also
objects to kolha festival.

Murli and Shiva built conflicts between them due to this. As Shiva
works for Sahib (current successor) he is saved. Both are thirsty for each
others blood but when they realize a dreadful truth they all are fool in a
plan. And then Shiva performs bhootkolha in which he is possessed by
the Daivas. Murli and the villagers join hands in as a symbolic gesture
in front of Daiva. Later Shiva disappears in the forest after meeting his
father’s spirit.

Kantara Film And Folk Art Connection

“Rishab, who has also written and directed this film, narrates this
conflict of ignorance and misunderstanding in a colourful and visually
engrossing manner. He bases this film on the folklore of Karnataka’s
Tulu Nadu region. He infuses every frame with pure visceral energy by
introducing us to the wild, vibrant and youthful vigour of the lifestyle
of the people of that region.”?

Kantara means “Mysterious forest”. This movie has received full marks
for representing the diverse cultures that exist in the coastal region of
Karnatakareferred as Dakshin Kannada. This movie singularly focuses
on the Bhoot Kola custom (spirit worship) and Kambala (buffalo racing
on slushy paddy field). The film talks about some lesser known
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‘paddathis’ of Hindu dharma as mentioned earlier like Bhootaradharne,
Daivaradhane and Nema.

The storyline of the movie spotlights Tult tradition. Bhoot kola is a
annual ritual of adivasis in the regions of Dakshin kannada, Uttra
Kannada and Udupi in Karnataka. It is done to worship Daivas.

Traditionally idols representing the bhootas are taken out in processions
to the beating of drums and a trained performance is temporarily
possessed by god. The act of vanishing, mayakas is believed to be
important in the tradition as a proof of divine intervention. And this film
uses this element expertly through riveting visuals and sound track
expertly fusing filmmaking with folklore.

How Cinema can popularize Folk Art

Cinema being the most important tool of communication these days,
gives the benefit of marking the every instant of the product. People
with every culture, religion, cast, can relate through cinema. Cinema
communicates to us in ways other mediums can’t. It uses visual, and
audio (sometimes) to stimulate our minds, and make us aware of things
At is said to be a reflection of the society only. So, it helps us come face
to face with the actuality of what’s happening in our society. It portrays
things as they are and helps in opening our eyes to issues we may have
well ignored in the past.

These days, people have easy accessibility to everything around the
world, as a result of which, the traditional Indian art and its forms are
being overlooked. As a matter of fact, most of us do not even know
about the existence of plenty of art forms from India. Cinema being
played the most important role of communication it has the ability to
share some extent concepts that are eradicating from the society as a
medium of modernization. Films can convey or make people remember
their old tradition and rituals that were performed in the past.

People like viewing such unique concepts as they got bored of
watching that same clingy things of wall of cinema. Directors these
days are in search of such unique and traditional concepts that make
people realize and memorize their own roots of tradition. Films can be
in any language or religion if it has the some unique message or concept
it is liked by the people.

Conclusion

A remarkable footprint in the sand of communication came with the
invention of films. Cinema, a form of mass media has undoubtedly
become a powerful tool since the day it was introduced to the world.

148



YT @i Gepla va dfcd Harg ISBN: 978-81-956774-0-5

The film industry has grown rapidly in the past years and has brought
about a lot of changes in society.

Concepts of the cinema have also evolved with the modernization.
Through this medium we have the ability to show case any unique
concept of the film.

This movie Kantara is the best example of communication this non
known tradition of Kannada religion.

As day by day with modernization people are missing their old culture
and religion, it is very important for us to make people remember their
own roots. With the erecting arts people are not aware how their culture
isrich in traditions. So being an essential tool of communication cinema
has the highest responsibility to make such concepts taking its place on
the silver screen.

“The guise of folklore, spiritual symbols and native cultures is a deeper
story loaded with commercial colour. This is needed for tales such as
this in regional cinema. It is actually a simple tale of revolt wrapped in
folklore and traditional, spiritual practices.”®
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Background

In this over communicated society, we have seen that the mediums are
more vocal and impactful. During recent decades, the quality of content
or the message is highly hijacked by the mediums as there are plenty of
mediums and the demand of content is so high.

In every society, for the content, the importance of folklores comprised
of folk literature and folk culture, is prime. The question, this chapter
explores is - what becomes important in the folklores in terms of
communication aspects?

Similar to the evolution of human race, the psyche, the culture and the
life of people are also evolved through the years. Folk culture play
important role in making the traces of gone days alive. What comes in
the aegis of folklore, the definitions themselves gives insight about
what is the most crucial aspect of communication that we can see in the
folklores.

What are folklores? It means the wisdom or knowledge of the people.
Folklores refer to the common orally transmitted traditions, narratives,
arts, beliefs, philosophies, pastime activities, and festivals in all
cultures. (Leach, 1949)

These folktales are significant part of folk culture. Folk culture includes
myths, legends, folktales, jokes, proverbs, riddles, chants, charms,
blessings, curses, oaths, insults, retorts, taunts, teases, toasts, tongue-
twisters, and greet and leave taking formulas Apart from that, it also
includes folk costume, folk dance, folk drama, folk art, folk belief (or
superstitious beliefs), folk and traditional medicines, folk instrumental
music, folksongs, folk speech (e.g., slangs), folk similes, folk
metaphors, and names (e.g., nicknames and place names). (Dun des,
1965)

The aegis of folk culture is so wide and it includes so many things. To
understand folk culture better, it is usually divided into four different
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categories. One is material, second is formalized, third is functional,
and fourth is performing.

Anonymity of who sends the message and who receives it in folklore
gives two different interesting aspects: 1. The expression becomes the
sharing without intent and 2. As there is no agenda except expressing
who they are, the folklore becomes natural documentation of the
masses.

What is Communication?

There are several definitions of communication given by different
theorists. These definitions let us understand what communication is
comprised of.

“According to Newman and summer, —Communication is an exchange
of facts, ideas, opinions or emotions by two or more persons. According
to Allen Louis, —It is the sum of all the things one person does when
he wants to create an understanding in the mind of another. Bellows,
Gilson and Odirone define communication as — A communion by
words, letters, symbols or messages, and as a way that one organization
member shares meaning with the other. Hoben defines communication
as — The verbal interchange of thoughts or ideas. In the words of
Anderson, —Communication is the process by which we understand
others and in turn endeavor to be understood by them. It is dynamic,
constantly changing and shifting in response to the total situation.
According to Berelson and Steiner, communication is —the
transmission of information, ideas, emotions, skills, etc., by the use of
symbols, words, pictures, figures, graphs, etc.l It is the act or process of
transmission that is usually called communication. In the words of
Fotheringham, —Communication is a process involving the selection,
production and transmission of signs in such a way as to help a receiver
perceive a meaning similar to that in the mind of the communicator.”?

With all these stated definitions and other existing definitions not
mentioned, we understand the important aspects of communication.
However, the early age communication theorists mainly focused on-
sender, channel, message and receiver in the process of communication,
there can be 8 broad aspects in the communication. They are source,
message, channel, receiver, feedback, environment, context, and
interference. While relating these aspects of communication with the
folk culture of India, we come across interesting peculiarities of
communication process of Indian Folk Culture.
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1English Communication BHMAECC-II. (n.d.).

What is Folk Culture?

Folk culture is the life living ways of homogeneous social groups. It is
also understood with the tradition, legacy, place and belonging of the
specific people of the region.

“Culture is that the expression of our nature in our modes of living and
thinking. it should be seen in our literature, in non secular practices, in
recreation and delight. Culture has two distinctive components, namely,
material and non-material. Material culture consists of objects that are
associated with the fabric facet of our life like our dress, food, and unit
product. Non-material culture refers to concepts, ideals, thoughts and
belief. Indian culture has been formed by its long history, and its
different topography. All old fanciful stories we have today originated
from a long standing oral convention. The people and folk arts of India
are very ethnic and simple, and yet colorful and vibrant enough to talk
volumes about the India’s wealthy heritage.”?

The Relation of Communication and Folk Culture
In the context of the communication aspects if we relate it to the folk
culture, we find several interesting observations.

Source/ sender and Indian Folk Culture: In communication, the
sender is the source from where the message originates. He is the person
who encodes the message to make it reach to the receiver. In regards to
folk culture, the senders are anonymous having many people coding the
idea into the message. These senders consciously or unconsciously
served several objectives like to motivate, to inform, to teach, to
persuade, to entertain, or to inspire the next generations.

“Folklife, because it is passed between people, has an embedded,
culturally relevant pedagogy. In addition to holding the DNA of
community creativity, these art forms hold critical pedagogical tools for
teaching long valued lessons about beauty, joy, epistemology, ethics,
survival skills, leadership styles, community building, visioning the
future, and so much more.”?

2Nair, J. D. (2018). INDIAN FOLK CULTURE: A CONCEPTUAL
FRAMEWORK. In Journal Homepage: International Journal of
Research in Social Sciences (Vol. 8).

3Morales, S. (n.d.). Folk Culture: A Vessel for Equity in Education.
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Message and Indian Folk Culture:

The purpose of any communication is the message. It is the most
essential part for which the communication starts- be it verbal or non-
verbal, whether it is to entertain or educate. Folk culture is so rich with
its vivid lives and customs and these interesting anecdotes of life are
communicated using various art forms. The message of the culture
transmits generation by generation with the use of informal and
unorganized ways.

“Folktales are indigenous stories that are developed with social contexts
and laden with moral lessons. They are intended to be told for moral
discussions and showing what is right and what is wrong to the
youngsters. They also help listeners to choose the correct way for
positive living and be a 'hero’ in life.”*

Channel and Indian Folk Culture

Various forms of folk media helped these cultures to be known to the
people generation by generation. However, the folk media are not
empowered with technological advancement and couldn’t be such that
reaches to the masses; they have served the purpose of sustaining the
cultures.

“India may be a country with tremendous cultural diversity. Each
culture has its knowledge system. Since Independence, collection,
preservation, analysis, and study of folks literature have received tons
of attention altogether the main languages of India. However, the
utilization of materials from the Folk literature for purposes of
instruction at various levels of education is quite minimal. These could
also be wont to imbibe values, sort of language, and lots of other
important learning items within the minds of learners. The three models
of education, non-formal, formal, and informal that go from teaching
literacy to literature and other subjects, can make use of folks literature
as a strong educational tool.”

“Dahal, H., & Bhatta, B. (2021). Folktales: A Moral Message from the
Past to the Future Generation. Nepal Journal of Multidisciplinary
Research, 4(1), 31-43.

SAndrew, S., & Oza St Andrew, P. (n.d.). Folk Literature and the Rise
of Vernaculars in India-Inferences and Analysis Domain specific
Communication-Theories and Praxis View project Film and Literature
View project Preeti Oza Folk Literature and the Rise of Vernaculars in
India-Inferences and Analysis.
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Receiver and Indian Folk Culture: Primarily intended for the next
generation, the folk culture has no defined target audience. The sharing
of the culture through various art forms keeps the values alive for the
folks. In the folk culture communication, receivers can be from the
community or outside person of the community.

Feedback and Indian Folk Culture: Feedback plays important role in
entire process of communication. In mass communication, however,
feedback becomes very difficult to send. Feedback can make
communication a round channel if it happens smoothly and rapidly.
Feedback improves the performance of the sender. Feedback is
essential for communication; it has potential to strengthen the
communication process by sending the updating/review. It is advised
that feedback happens every time the communication happens (Adkoli,
2020). In the communication of folk culture, as the receiver is
anonymous, feedback doesn't happen. The folk culture communication
is not addressed specifically but for the next generations in general.

Environment and Indian Folk Culture: Folk culture includes many
factors like, values, tradition, way of living, art and craft, music, dance
and songs and many more factors. Folk culture also helps in preserving
and building environment too. “For example, there is folk culture of
tribal groups; the construction of their houses also depicts their cultural
traits, their dwelling are thatched huts, their diet and nutrition is directly
dependent upon environment, because they mostly reside in forests,
therefore, their food habits are based mainly upon fruits, roots and
vegetables that are provided by the forests and the cultural
environments” (Kapur, 2018). As they are interdependent on each other
it can be truly said that there is a close relationship between
environment and Indian folk culture.

Context and Indian Folk Culture: Context of the communication
message makes the communication relevant. In what reference the
sender decides to encode the message is really important. For folk
culture communication, there are several objectives and the context of
this communication is the life being lived and to let the generations to
come to understand the value.

Interference and Indian Folk Culture: The hindrance to the
communication process is called noise technically and in other words
interference. Some of the examples of interference are: Physical noise,
Semantic noise (language, words), Cultural noise and technical noise.
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This noise is can be technical as well non-technical. When it comes to
folk culture communication, the interference becomes the lack of media
and formal systematic way for communication. The shared messages in
the art forms get distracted.

Conclusion:

This is evident that in the folk culture communication, the message has
its own strength but all the other aspects of communication do not play
vital roles. Using channel/ media to disseminate the message of folk
culture more and more can let the world know about the specific culture.
This way the encouragement to the culture will happen. The
Government can also encourage ‘Traditional folk tourism’ as an
industry. Indian folk art and way of life can be an attraction for the
people and researchers. Folk media is considered to be the vital tool of
communication. When it comes to the effectiveness of the message,
especially in relation to the media literacy of the targeted audiences,
folk media can make wonders. As the recent media trends advocate the
narrowcasting of message to make it more specific instead of
broadcasting, folk media can serve the purpose more efficiently.

In this era of digital revolution, folk culture can also be digitalized and
made available to the generation-now for the better understanding of
heritage of India. The film industry of South is reviving and
representing the folk culture with the audio-visual media and the same
can happen in other regions of India using digital platforms apart from
the cinema.
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Abstract

Unlike monocultures, Indian Culture comprises multiple cultures from
each region of India. People from each part of India have developed
their way of living, which is expressed through their folk art. Some of
the best folk arts that plays a massive role in building a mesmerizing
culture of India is; dance, music, pottery, painting, drama, weaving,
sculpting, metallurgy, object designing, etc. Each art is formed
according to the Culture of each state in India. One of the vital parts of
Indian Folk Art and Culture is dance. It is deeply rooted in the history
of Indian society. In all this, dance is the art form tied by traditions with
rhythmic movements passed to the next generation. Every state has a
folk dance style that dates back several centuries and depicts ancient
history. A dance is performing multiple arts through a rhythmic flow of
movements.

Folk dance is the emotional reaction of the people of each Culture to
cherish each moment they live and feel, representing their daily chores,
crops, soil type, weather etc. within them. Each state of India has folk
dances to express in front of the world, like Bhangra from Punjab,
Garba from Guijarat, Lavni from Maharashtra, Gobbi from Andhra
Pardesh, Ghoomar from Rajasthan, Chhau of Odisha, and so many
more. These Indian Folk dances played a massive role in making India
what it is today, in different eras they were formed in. The Folk dance
is updated time-to-time through every generation by maintaining the
essence of originality of each form.

Keywords: Indian Folk dance, Indian Culture, Folk-art

Content

India is one of the wealthiest countries in terms of Culture with the most
remarkable history in the world. The essence of Indian history is spoken
through the medium of Indian Culture, which is formed by various folk
arts. Indian Culture is a cluster of folk art that represents the nation's
history through its art. People develop this Folk-arts from each part of
India by including, storing and depicting the history in their art. People
express their living, Culture, and dynamic lifestyle patterns of ethnic
groups and nomadic tribes. Over the time of Indian history, every folk
art of India has been preserved by different ethnic and religious
traditions created by the beliefs of society and daily practices.
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Some of the best Folk-arts that play a massive role in the formation of
Indian Culture are dance, music, pottery weaving, drama, sculpting,
painting, sketching, metallurgy, weapon designing and many more.

Of all the folk arts in India, as discussed earlier, Folk dance is one most
significant parts of India. Indian Folk dance is an expression of cultural
diversity through the moves, expressions and body flow. Modern
dances these days include a sophisticated fusion of each state's western,
folk and traditional procedures. Layman prefers them to celebrate
festivals, which helps the whole society get together and participate in
a complete forum.

Folk dance is something that every normal person knows how to
perform and that brings the whole society together to achieve it by
cherishing India's old and modern traditions. This is the essential beauty
of each Folk dances in India. These dance forms are rural and crafted
by the original essence of lifestyle and living.

Being simple in movements and steps, the Folk dances overflow with
the stamina of vitality. This dance is either performed by women, men
or both of them. In almost every Folk dance, the dancers sing while
dancing; on the other hand, they are accompanied by musicians playing
instruments. Each form comes with its specific costume. Almost every
outfit is vibrant and beautiful that comes with expensive jewels.

India comprises many states. Each of these states represents its Culture
through its folk art. Where folk dance plays a very important role in the
cultural representation of India. Here, you will understand what is the
importance of each folk dance according to the different states of India

Garba, Dandiya Raas, and Tippani of Gujarat

Garba is one of the most famous Folk dance, performed and celebrated
nationwide during the nine days of Navratri. Garba mainly refers to
"Garbha deep," an earthenware pot with holes in which a Diya (lamp)
is lit, and all the ladies dance around it in a circle, rhythms and claps to
praise the Goddess Durga. Dandiya is performed by both men and
women with a pair of polished sticks called dandiya, which depicts the
battle between Goddess Durga and Mahishasura.

Where Tippani is also known as 'matla dance'. The sticks are the main
props while performing this dance. These sticks are around 175cm long.
Women use this stick in dance to show the significance of pressing lime
during the construction process.

Bhangra of Punjab
Punjab's most popular dance form is Bhangra. It is also known and
performed throughout the whole nation. Men mainly perform this Folk
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dances on special occasions and on the festival of Baisakhi. This dance
form uses a lot of energy and is full of life. It depicts the liveliness and
enthusiasm of people by dancing on rapid and fast beats of Dhol
(Drums) and music.

Ghoomar of Rajasthan

Ghoomar is the most traditional as well as the most energetic Folk
dance of Rajasthan. Its name was basically retrieved from the word
‘ghoomna’. This dance is particularly performed by the groups of
women moving in a circular movement and swirling around the robes
accompanied by men singing on high notes and music. This Folk dance
has its own grace, where the women wear long ghagras and flow during
pirouetting. It gives a glorious feeling and enthusiasm to whoever
performs it.

Bihu of Assam

Assam is the Northeastern state in India, mainly known for its
widespread natural beauty and diversified Culture. The dance Bihu is
primarily known for being performed in the annual Bihu festival
celebrated by the Assamese. The dancing style of Bihu is performed by
both men and women with quick steps and rapid hand movements. They
form different formations in this dance and swing their bodies with
grace by maintaining the rhythm of their folk music. It is one of the
most extraordinary dances because the colorful costumes and bright
smiles give it a different essence of beauty.

Lavani of Maharastra

Lavani combines many Marathi traditional songs and dances performed
to the dholki drum. It is mainly known for its energetic dance, and the
eroticism women express through dance moves. 'Lavani' comes from
the word Lavanya, which means ‘beauty'. Lavani is an expression of
politics, romance, religion, etc., through the entertaining form of dance.
In Maharastra and southern Madhya Pradesh, Lavani is performed by
women wearing nine to ten-yard-long-sarees. The music in Lavani is
sung at a rapid tempo which makes it a very powerful rhythm to dance
at.

Gobbi of Andhra Pradesh

Gobbi is a popular Folk dance in costal Andhra Pradesh during the
Sankranti Festival. In this, the courtyards of all houses are adequately
cleaned and decorated with lights and rangavallis. Here, Gobbillu (balls
made of cow dung) is placed in the middle of the courtyard, where it is
worshiped with flowers, turmeric, kumkum and pooja. This is
performed by the young girls where thieves gather around the gobbillu
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to sing and dance. The dance 'Gobbi' is derived from the other Folk
dance called 'Garba'.

Gaur Maria of Chhattisgarh

Gaur Maria dance is performed mainly on the occasion of marriage, and
it is believed that it is performed with joy and energy. It is primarily
performed in the plateau of Bastar in Chhattisgarh and some regions of
Madhya Pradesh too. In this dance, men put on head-dresses with
cowries and a bunch of peacock feathers. Here, women wear ornaments
with bead necklaces and brass fillets.

In Gaur Maria, the men play the drums while tossing the feather and
horns of their head-gears while the tempo rises, which gives the dance
a wilder touch. It is mainly performed to worship the spirit of the tribe
among the people of the state and tribe.

Dollu Kunitha of Karnataka

This dance form Dollu kunitha, is a traditional dance form in Karnataka
which is high on energy and performed around the state during festivals
and massive celebrations. This dance form is specially performed to
praise 'Sree Beeralingeshwara', who is known as a form of Lord Shiva.
It is mainly originated from the kuruba community of North Karnataka.
This dance form is performed in a group of 10-12 drummers where both
men and women can participate. This dance is fierce because as it is
worshipping lord shiva, the fierceness, energy, and enthusiasm are
combined in order to honour God.

Dollu Kunitha is essential to various temple festivals, celebrations and
cultural events. Big festivals like Jambu Savari, Mysuru Dasara, and
temple car festivals include dollu Kunitha performances.

Theyyam, Thirvathirakali and Chakyar Koothu Koodiyattam of
Kerala

Kerala is known as 'God's Own Country', which has several dance
forms of its own. Theyyam is a well-known dance form of the Malabar
region of Kerala. It has been performed for thousands of years now. It
is known as a Dravidian art form to praise the Goddess Kali. The word
‘Theyyam' is claimed from the word ‘Daivam’, which means God.

Thirvathirakali is a popular group dance mainly performed during
Onam. Onam is the harvest festival of Kerala in which the women
perform a dance by using circular movements and moves rhythmically
on Thiruvathira songs' tune. Chakyar Koothu is a delicate ancient Folk
dance that narrates scenes from Hindu epics like Ramayana and
Mahabharata in festivals. Its mainly performed in the temple by various
dancers.
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Koodiyattam may be one of the oldest and primarily performed dance
forms from Kerala. This dance form is performed within the temples
where music instruments play a massive role in this dance form. It
involves instruments like Mizhavu, Sankhu, Kuzhitalam, and
Kurumukuzhai.

Chhau, Paika of Odisha

Chhau is originally a type of mask dance which tells mythological
stories through fierce martial moves. There are three main genres of
Chhau dance; Saraikela Chhau in Jarkhand, Purulia Chhau in West
Bengal and Mayurbhanj Chhau in Odisha. The Ramayana and the
Mahabharata are two Hindu Epics often represented through dancing in
Chhau.

Paika is a martial Folk dance which is highly popular in southern
regions of Odisha. It is quite a long spear-type dance where the dancers
are armed with shields and wooden spears to perform in the army and
different formations to show their agility and talent. The word 'Paika’
means war, and that is what it represents.

Matki of Madhya Pradesh

Matki dance form is performed in the Malwa region in Madhya Pradesh
which uses Matki to perform a dance. It is a unique dance form where
ladies wear colouful dresses, put the Matki on their heads and dance
along with it. This dance represents the balance and calmness you
should have as a human and how it can cherish your life to the best is
represented with their dance moves. This is a very pure form of Folk
dance and one that everyone enjoys watching and doing it.

Jhumar of Jarkhand and Odisha

Jumar is divided in two types; Jani Jhumar, which women perform, and
Mardana Jhumar, which males perform. Jhumar is a prevalent harvest
dance performed by the people of Jharkhand and Odisha. It is mainly
done to celebrate the festival, and a group performs the main public
attraction at festivals.

Jat-Jatin of Bihar

Jat-Jatin is the most famous Folk dance in north Bihar. It is especially
performed in the Mithila and Kosi Region of Bihar; This dance depicts
the story of lovers being separated from 'Jat' and 'Jatin’. In this, a male
and a female perform publicly to show their separation story through
dance. It is widely performed in festivals and shows.

Conclusion
India is highly known for its beautiful and rich cultural heritage and
tradition. Here, the Folk dance of each region plays a huge role because
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people's livelihood is represented through it, which connects them,
helps make better bonds, cherish their lives and connect spiritually.
With time, Folk dance also evolved, but the folklores around the nation
are also here to conserve original Folk dance with every new update.
Folk dance is a type of art that the people of that region own and they
have endured the style in every way. With Indian Folk dance, a culture
is being preserved, and joy is being performed to celebrate festivals and
monumental occasions.
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Abstract

Folk music is an integral part of various traditions and cultures around
the world. In India we find a vast treasure of folk music in different
regions of our country. Folk music of various states and region have
their own unique flavor of a particular accent of language, culture and
traditions. In this research paper the researcher intends to give a brief
overview of folk music traditions of India, its characteristics, important
folk music traditions of India.

Folk Music

‘Folk Music ‘is the music of the common people. Classical music has a
well-established format in competition of folk music. The word ‘folk
‘in folk music is derived from a German language word ‘volk’, which
means ‘people’. Folk music evolved as a traditional genre with its deep
association with the culture and traditions of a specific region.

Characteristics of folk Music.

One cannot probably trace a particular source of compositions of the
folk music. Folk songs are influenced by various factors like creativity,
forgetfulness, previously learned songs and stylistic expectations. The
knowledge of folk music was transmitted in oral form. The continuity
of folk music over generations is mainly due to acceptance of the
community for whom the music was created. The performances of the
songs have their own uniqueness across various different regions.

Important folk Music Traditions in India

1. Rasiya Geet, Uttar Pradesh

The rich tradition of singing rasiya geet flourished in braj which is the
sacred land of lord krshina. This is not confined to any particular
festival, but is closely woven into the very fabric of daily life and day
to day chores of its people. Rasiya word is derived from the word rasa
(emotion) because rasiya means that which is filled with rasa or
emotion. It reflects the personality of the singer as well as the nature of
the song.

2. Pankhida, Rajasthan

Sung by the peasants of Rajasthan while doing work in the fields. The
peasants sing and speak while playing algoza and manjira. The literal
meaning of the word Pankhida is lover.
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3. Lotia, Rajasthan

Lotia is sung in the Chaitra month during the festival — lotia. Women
bring lotas (A Vessels to fill water) and kalash (a vessel considered to
be auspicious to fill water during worship) filled with water from ponds
and wells. They decorate them with flowers and come home.

4. Pandavani, Chhattisgarh

Pandavani, tales from Mahabharata are sung as a ballad and one or two
episodes are chosen for the night’s performance. The main singer
continuously sits throughout the performance and with powerful
singing and symbolic gestures he assumes all the characters of the
episode one after another.

5. Mangal Geet, kumaon

Numberless songs are sung on auspicious occasions in the foot hills of
Himalaya. Shakunakhar are sung during religious ceremonies of baby -
shower, child — birth, chhati (a ritual done on the sixth day from the
birth of a child) Ganesh Puja etc. these songs sung by only ladies,
without any instruments.

6. Mando, Goa

Goan regional music is a treasury of the traditional music of the Indian
Sub-continent mando, the finest creation of goan song is a slow verse
and refrain composition dealing with love, tragedy and both social
injustice and political resistance during Portuguese presence in Goa.

7. Hori, Uttar Pradesh

The history of hori, its evolution and tradition is quiet ancient. it is based
on the love pranks of radha — Krishna. Hori singing is basically
associated with the festival of Holi only. In India tradition of singing
hori during spring season and while celebrating Holi has been
continuing since ancient times.

8. Chhakri, Kashmir

Chhakri is a group song which is the most popular form of Kashmir’s
folk music. It is sung to the accompaniment of the noot (earthen Pot)
Rababs, sarangi and tumbaknari.

9. Kajri, Uttar Pradesh

Kajari Is a folk song sung by women, from Uttar Pradesh and adjacent
region, during rainy season. On the third day in the second half of the
bhadra, women sing kajri songs all through the night, while dancing in
a semi-circle.

10. Tappa, Punjab
Tappa is a form of semi classical vocal music inspired by the folk songs
of camel riders in the Punjab area. Tappa in Punjabi and Pashto

163



YT @i Gepla va dfcd Harg ISBN: 978-81-956774-0-5

language, is set in ragas general used for the semi classical forms. It is
characterized by jumpy and flashy tonal movements with rhythmic and
rapid notes.

11. Powada, Maharashtra

Powada is the traditional folk art from Maharashtra. The word Powada
itself means ‘the narration of a story in glorious terms’. The narratives
are always odes in praise of an individual hero or an incident or place.
The chief narrator is known as the shahir who plays the duff to keep the
rhythm. The earliest notable powada was the Afzal Khana cha Vadh
(The killing of Afzal Khan) (1659) by Agnidas which recorded shivaji’s
encounter with Afzal Kham.

12. Burrakatha, Andhra Pradesh

Burrakatha is a highly dramatic form of ballad. A bottled shaped drum
(Tambura) is played by the main performer while reciting a story. The
ballad singers, like stage actor, war make — up and highly stylized
costumes.

13. Bhakha, Jammu and Kashmir
The Bhakha form of folk music is popular in Jammu region. Bhakha is
sung by the villagers when harvesting is done. It is considered to be the
regional music with most melodic and harmonious elements.

14. Bhuta Song, Kerala
The basis of Bhuta song is based on superstitions. Some communities
of Kerala do Bhuta rituals to send away the evil ghost and spirits. This
music is accompanied by vigorous dancing and the music has a piercing
character.

15. Bihu songs, Assam

Bihu Songs (Bihu Geet) are the most distinctive type of folk songs of
Assam, both for their literary content and for their musical mode. Bihu
songs are blessings for a Happy New Year and the dance is associated
with ancient fertility cult. It Is Bihu time when an opportunity is there
for marriageable young men and women to exchange their feelings.

16. Sana Lamok, Manipur

Manipur’s hills and valleys both are famous for music and dance. Sana
Lamok is sung at the time of coronation ceremony of the Maaiba
(Priest). It is also sung to welcome the king. It is sung to evoke the spirit
of Pakhangba, the presiding deity. There is a belief that this song is full
of magical powers.

17. Saikuti Zai, Mizoram
Mizo are traditionally known as a singing tribe. The regional folk songs
of Mizoram constitute the richest heritage of Mizo. Saikuti, a poetess
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of Mizoram composed songs in praise of warriors, brave hunters, young
men aspiring to be great warriors and hunters etc.

18. Villu Pattu, Tamil Nadu

Villu Pattu is popular folk music of Tamil Nadu. The lead singer also
plays the role of main performer. He also handles the dominating
instrument which is bow shaped. The songs revolve around the logical
themes and the conquest of good over evil is emphasized.

19. Garba, Gujarat

Garba songs are very important integral part of tradition and culture of
Gujarat. These songs are sung during nine days long Navratri festival
along with the traditional world famous Garba Dance. The main theme
of these song consists of devotions towards devi Ambika and Mahakali.
Some songs also describe the love between Radha and lord Krishna.
The Navaratri Festival is most important and world renowned festival
of Gujarat.

Conclusion

Folk music traditions are an important part of our culture. Different
traditions of folk music came into existence since ancient times. The
knowledge of this traditions was passed from generation to generations.
Each tradition of folk music has its own uniqueness. The traditions of
folk music are directly affected by the language, culture, beliefs,
geographical location of a particular region. Each tradition of folk
music gives an overview of diverse and rich culture of the region. This
rich tradition of our folk music show cases the unity in diversity of our
great nation.
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Abstract

Guijarat is the state of religion and festivals. Navratri is the main festival
among the state and goddess Shakti is worshiped by people. Garba and
Dandiya Raas are the major folk arts of Gujarat, which are famous all
over the world, but there are several dance forms which were
traditionally practiced by male and female but at present, they are
slowly disappearing from the society. This study is focusing on such
folk dances of Gujarat which are unique in presentation, custom,
costume, music, songs and theme. Here, | have given details about
eleven folk dances, Vincchudo, Hudo, Dangi, Jag, Raasada,
Gofgunthan, Manijira, Thag, Siddi dhamal, Dholorano and Padhar
dance, which are not so known in todays’ time.

Introduction

Gujarat is known as the ‘land of festivals’. A number of fairs and
festivals are celebrated in the state with great fervor and joy. The
celebrations of these occasions are accompanied with traditional dance
and music performances. The state has been blessed with a rich tradition
of performing arts. The various song, dance and drama forms practiced
in Gujarat are famous throughout India. The most fascinating fact of all
is that the origin of these performing arts dates back to the ancient era
of lord Krishna. According to Hindu mythology, lord Krishna spent the
early days of his life in Gokul.

Here, he charmed the natives by playing the flute and dancing. He
performed Raas Leela with gopis, which is remembered till date. After
he became the ruler of Dwarka, he patronized folk songs and dances in
his kingdom. Since, then the Gujaratis have maintained the tradition and
preserved the heritage in all its glory. The folk drama popular in Gujarat
is known as Bhavai.

Folk dances of Gujarat are the identity of the typical Gujarati culture
and tradition. The vibrant, colourful and energetic. Gujarati folk dances
truly reflect the essence of the society. Gujarat is identified by its
preserved rich tradition of songs, dances and dramas. The Gujarati have
a natural talent for singing and dancing. The best known among these
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are Garba, Garbi, Raas, Tippani and Dandiya. Most of the art traditions
trace back their origin to the ancient period.

What is Folk Dance?

Lok Nritya can be danced by everyone. They are easy and performed to
enjoy any occasion or any happy event of life. They are so easy that
anyone can participate in it and they don’t need any special training to
learn it. Even a child can perform a folk dance. Even the dance
performed by women on different festivals and occasions are learnt
from their childhood.

In folk dance, people enjoy it and participate in it enthusiastically. The
taal, laya and body movements are synchronized and go together in
such a way that they don’t have to count beats, but Taal and Laya follow
them. There is no any social bond for performing folk dance and people
even look at them as a religious bounding.

Unpopular Folk Dances of Gujarat

The Variety of folk community, folk languages and costume-
ornaments can be seen in the culture of Gujarat. This is because of large
variety in folk songs, folk festivals and folk dances. In some region, we
can see the different formations are used in dance like circle, straight
two lines, and semi-circle by male and female dancers. They are singing
folk songs along with folk music and dancing together. With the sound
of drum, cymbals and clapping their hands, they perform rhythmic
dance. Thus, with similarities in different cast’s folk dance, we can
identify difference in festivals, language, costumes and ornaments and
musical instruments. If we observe the folk dances of different villages
of Gujarat, we can get an idea about the rich and varied culture of
Guijarat. The folk dances like garba, garbi, tippani, raas and dandiya are
very famous worldwide, here, we are discussing about some forgotten
folk dances of Gujarat.

1. Vincchudo dance

The dance form named vincchudo is performed during the time of
navratri. The festival goes on for nine days to celebrate the nine
incarnations of Mata Amba. The theme of dance is very musch folk in
nature and is accompanied with local music. The dances are performed
by the rural people depicting their strong belief to the god. The dance
also depicts various stories about the villages of guajarat.

2. Hudo dance
The hudo dance form is popular among the Panchal region of Gujarat
and also well known for its folk fair “Tarnetar”. The beauty of the dance
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lies with gorgeous costumes adorned by the dancers. One interesting
part of the costume is the presence of an umbrella. It is not only a simple
umbrella but its beautifully embroidered pattern and the stylistic lace
and mirror work is simply stunning. Hudo is mainly performed with the
hard working shepherd men and women. The idea of dance originated
from the quarrel of the sheep. Furthermore, this dance is mimicked by
the movements of two sheeps that surround their heads. The dancers
clap their hands vigorously and Rhythmically. It is performed with
traditional instruments like dholak, harmonium, flute, kansi jada, and
majira.

3. Dangi Nritya (Kahalya)

The popular dangi nritya a popular tribal of dang in sothern Guijarat.
The dance is usually performed by kokans, warlis and bhil tribe in order
to mark celebration for auspicious occasions like Diwali, Holi or a
wedding ceremony. Here the men and women hold their hand forming
a chain, which is the main style of dangi nritya. As the leader kahatya
(sharnai) changes their tune, so does the dance movement (chala)
changes along with it.

4. Jag Nritya

In many communities in Gujarat, there is a festival of Devi Ma on
occasions like wedding, janoi or baby shower. On these occasions,
women lift ‘the jag’ on their heads. People keep the ‘sthapana’ of devi
ma and on fifth or seventh day, they take small square table called
“bajoth” and tie red or white cloth at 4 sides and on the top all 4 cores
tied together. The people who are having occasion at home, ladies lift
this bajoth on head, dancing on traditional songs and go to “mata na
madh”. Feet movements of jag dance is very unique. Women of
‘thakor’ community, lift ‘mandavli’ on head and dance jag nritya. This
tradition is also followed by radhanpur and thaladhari konal
communities of banaskantha.

5. Raasada

This is the major folk dance of saurashtra. This is the visual treat for the
audience. The performers and audience both enjoy this art with joy and
enthusiasm. There is difference between raas and raasada. In saurastra,
raas is performed by male dancers. Raasada is another variation of taal
raas. In raas, the preliminary element is dance while is raasada, the
music is most important element. Raasada is type of garba clapping
twice and thrice. In vasantotsav, janmashtami and sharad punam,
women use to perform raasada. In the songs of raasada, the different
and deep sentiments of female heart is being portrait. The main theme
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of the songs of raasada is social, glory or sacrifice. The love songs of
Radha and Krishna is the famous subject of songs of raasada. Men and
women of Koli and Bharwad community perform raasada together.
Women clap with their hands or snapping on the rhythm of dhol while
dancing. One female sing a song and others repeat it with dance. There
is variation and energy in the performance of raasada. Te tradition
costumes and ornaments to be worn by men and women during the
raasada dance.

6. Gofgunthan- solanga raas

Gof Gunthan is a traditional Navratri Garba Dance and it has a history
of more than 300 years. The dance is performed annually during
Sharada Navratri (September — October). Gof Gunthan is a popular
dance form of Koli and Kanbi community in Saurashtra and is a
variation of Dandiya Raas.

In the dance, each dancer holds a stick in one hand and a string in the
other. The string is tied with a ring hung from the ceiling. The string is
an important part of the dance. The dancers perform various raas such
as fundadi, tappa and bethak and they then weave a braid using the
string. The braid is then unweave. The dance includes the striking of
the stick. Traditional musical instruments like harmonium, tabla, dhol
and manijra are used to create the desired music for the dance.

7. Manjira Nritya

Manjira Nritya is a peculiar type of folk dance of Padhar community of
Bhalnalkantha region. They entice us with heart rending display of Raas
played alone with jingling music of manjira with with precision and
skill. In this dance padhaars sit in circular position with legs stretched
musical instruments like ektaro, tabla, and players give Taal to other
instruments. Dancers continue playing with Manjira with varieties of
actions and modes by getting up, sittin, standing, turning, taking fudadi
and playing manjira with fact fingers by rasing legs vertically. Manjira
Nritya is a peculiar type of folk dance of Padhar community of
Bhalnalkantha region. They entice us with heart rending display of Raas
played alone with jingling music of manjira with with precision and
skill. In this dance padhaars sit in circular positin with legs stretched
musical instruments like ektaro, tabla, and players give “Taal” to oher
instruments.

Dancers continue playing with Manjira with varieties of actions and
modes by getting up, sittin, standing, turning,taking fudadi and playing
manjira  with  fact fingers by rasing legs vertically.
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In Saurashtra Bhajanika have mastery over the art of playing Manjira.
In Rajasthan this type of dance in known as “tera Taal”.

8. Thaga Nritya

This dance was practiced by thakor community of north Gujarat. It is
similar to the talwar raas of saurashtra region from energy and
technique point of view. On the special occasions, men come with
sword in hand wearing high hills shoes, half dhoti, ‘hansadi’ in nack,
‘marki’ in ears and perform thaga nritya. This dance is performed with
sentiment of glory with the great emthusisum and resembles
movements of battle.

9. Siddi Dhamal

This Siddi Dhamal dance form is performed by the men of the Siddi
communities in jafrabad and jambur and came with them from East
Africa. The hunters from Africa perform this dance after getting hunted
animal with the joy of winning. Generally, siddis perform this dance on
various occasions on Thursday, on eleventh day of every month and on
‘sud bij’. The dancers wear headdress and skirt beautifully decorated
with peacock feathers. The dancers dance to the tempo of the dhol, and
a smaller two-sided drum, called dhamal. A mashira which is a coconut
casing filled with shells and wrapped in a green cloth is used as a prop
in the Siddi Dhamal dance form. The Siddi Dhamal dance form is
distinguished by the vigorous jumping, the tempo of the drums and the
fierce facial expressions, the climax of this dance is the tossing of the
mashira up in the air, followed by its cracking on the dancer's head. It
is a fascinating Gujarat Dance.

10. Dholorano

This is the dance performed by koli people from ‘gohilwad’. During the
monsoon season, when the lush green lands occur, farmers celebrate the
nature with great joy and dancing this art form. For performance, they
keep supada, supadiyu, savarin, sundala, dala, sambelu etc. and dance
in festive mood. They do movements like cutting the crops, separating
grains, crushing the grain in circular or semicircular
formations. Majira, kasi joda, table are main music instruments for the
dance. Similar kind of dance is performed by koli community at the
time on harvesting.

11. Padhar Nritya

This dance is introduced by the people of the Padhar community. The
Padhar dance is also one of the major folk dances of Gujarat. The
people of the Padhar community are mainly fishermen who live along
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the banks of Nal Sarovar in the Bhal region. He is a follower of
Hinduism and worships Goddess Durga in various forms. While
performing this dance, the dancer mimics the events in the mariners’
lives. The rise and fall of sea waves and the wandering nature of
Mariner’s job are shown through this dance. The dancer holds small
sticks and dances by riding the boats singing water-related songs.
Other unpopular folk dances like Randal no Ghodo khundavo, Mer loko
na Raas & Chabakhi, Bharwad’s Doka Nritya, Ashwa Nritya, Hinch
Nritya, Vanjhara’s Holi Nritya and Tribal Dances are also having rich
culture and tradition.

Conclusion

Folk dances are the main asset of that particular state. Folk dances are
originated in the leap of nature. They are “mirror of culture”. Bhakti
rasa is the prominent sentiment, which we can see in the dances of
Guijarat. Vincchudo, jag, raasada etc are performed during navratri with
dedication towards goddess amba whereas majira, gofgunthan,
dholoranao, padhar nritya etc are performed socially with the great joy.
In these dances, Energy and enthusiasm of the dancers are unmatchable.
People has different dance forms for different occasions, religious as
well as social, like wedding, baby shower, baby birth etc. Gujarat is the
rich state in the aspect of folk dances. Various and unique musical
instruments are also used in these dance forms.
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India is a country full of culture, we follow many religions, cultures,
art, rituals, and languages in the different states. India is also very rich
in historical background with its ancient art, sculptures, painting, music,
and dance. Every religion, cast, art, and culture have its importance in
these particular places which are emotionally attached to the local
people. These historic sites and structures are an excellent example of
India’s ancient and traditional ongoing culture, which is still being
handed down to the next generation.

According to one study, “India is marked by its rich traditional heritage
of Tribal/Folk Arts and Culture. Since the days of remote past, the
diversified art & cultural forms generated by the tribal and rural people
of India, have continued to evince their creative magnificence. Apart
from their outstanding brilliance from the perspective of aesthetics, the
tribal/folk art and culture forms have played an instrumental role in
reinforcing national integrity, crystallizing social solidarity, fortifying
communal harmony, intensifying value-system and promoting the
elements of humanism among the people of the country”

Folk art is the art of the people for the people and by the people which
is mainly hereditary. When it comes to folk art, there are so many such
unique arts that emerge from different parts of India. According to the
Indian art cultural journal, “ In our Indian Art and Culture, the term
“folk” implies an emphasis on originality and simplicity: no
formal qualification is required to produce folk art, and the style of
work reflects the culture from which it originates.”” they include
painting, sculpture, iconography, folk dance, music, drama,
storytelling, blacksmithing, printmaking, puppetry, embroidery, and
many more. Just because music and dance are the media of enjoyment
and our culture is very vibrant and we celebrate all festivals full of joy
that is why music and dance come first in our mind. India has 29 states
and every state has its folk dance and music. Folk dances are generally
divided into religious, social, tribal, and war dances. According to the
occasions, some folk dances are presented as professionally there are so
many places where people are financially stable because of folk art.
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If we are talking about other types of folk dances like ritual and social,
India has so many Hindu pilgrimage spots that there are many folk
dances based upon God and goddesses which we represented as ritual
folk dances, and these kinds of dances are very close to that places and
people that is why this is cultural art that we do not need to training
about these particular dances, it is passing this art as it is to the next
generations. so many Hindu pilgrimage spots in different states like
Gujarat, Maharashtra, Himachal, Jammu Kashmir, Uttar Pradesh,
Karnataka, Tamil Nadu, Assam, Tripura, Manipur, etc. these places
have many ancient temples and the local people are ritually connected
with them so that their culture and whole environment also very ritual
and pure.

Garba of Gujarat is at the forefront of folk dances performed during
religious festivals, even today there are so many villages’ women
performed in a very traditional way. Garba is a festival to worship
goddesses, and their songs are also based on the goddess. Along with
this, their dress which includes Ghaghara Choli, Dupatta, and Chaniyas
studded with embroidery for female dancers and the male dancers
Kediyu and Paghari as well which is become the center of attraction not
only for the Indian people but for the foreigners also. From that their
local artist gets stability in financial income. There are other dances of
Gujarat which are performed professionally and on different occasions
like Hudo, Tippani, and Padhar dances are generally performed as
professionally also the folk theatre ‘Bhavai’ is also very famous. These
all dances have their importance according to the occasion, some of
them are performed as cultural dances to pass to the next generation.
The north side of India is covered with ancient temples and the whole
area is surrounded by mountains and hilly is. The people are also
following these rituals in the temples having so many beautiful places
in Himachal and Uttarakhand that places are known as ‘Dev Bhoomi’
Jabro dance of Jammu and Kashmir, they dance of Punjab is the best
example of ritual dances, jabro dance is performed as a traditional way.
Another teeyan is the regional name of the festival of Teej which is
celebrated throughout Punjab and is dedicated to the onset of the
monsoon. Same way in south India. Similarly, religious dances are
found in Karnataka and Kerala in south India. Kogadu, Somana
Kunitha, Bhootha Avathane, and Karadi Majal are included. Kogadu
dance is deferrer in costume tradition and following the religious rule.

So many dances are a dance form of a guardian spirit and it is the
popular dance for the worship of God. Bhootha Avathane is followed
by the coastal religion of that local area, in this dace worship includes
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a procession. Karadimajal is also performed during in a jatra. Kavadi
Attam and Thiyyattu dances of Kerala are presented ritually as well.
Kavadi Attam is based upon the worship of lord Subramaniam and
Thiyyattu is a devotional offering dance performed only in the Bhadra
kali temple.

Jogava and Gondhal are performed in a rural area of Maharashtra.
Jogwa means alms given to a person, the people are forced by society
to give up everything and serve God as in olden times. The female is
known as jotin and the male are known as jogata, but now this dance is
only performed in the local temples. Gondhal is dedicated to the
Goddess Renuka and Goddess Bhavan. This dance is performed by the
gondhali cast which they included the dramatic narration of
mythological stories and legends as a part of the rituals.

Nowadays, these both dances are also presented in a professional
area. Apart from this hojagiri is presented as worship of goddess Laxmi
during the jam cultivation in Tripura. Laiharoba is ritual festival and
kang chirngba is the festival of rath yatra of Manipur. In Punjab, lohari
is presented in a ritual form in Baisakhi which is harvesting time. We
have also other dances which are performed during harvesting time like,
Rouf and Bacha Nagma are also very famous dances of Jammu and
Kashmir, and Suggikunitha of Karnataka which is also performed by
the farming community. Thus, we have so many ritual dances from
different places which are very ancient so that we can connect ourselves
with our ancient traditions and we have to keep them very close to us
and try to pass them on to the next generation so they can also spiritually
understand our culture.

As ritual dances social and occasional dances are also had special
importance in a cultural manner, in so many rural and local areas have
this kind of dance. In Jammu Kashmir and himachal Pradesh there are
fumania, shikhandi nritya, khade ke naach, which are performed on
different occasions. Thumpi Thullal is performed in Onam festival of
Kerala. Koli dance is also social dance of Maharashtra which is
performed by the cast of fishermen. Because of the social dances, we
are connected with our local cast and culture.

Our folk dances are not only for the follow our tradition but it has their
significance. It also makes it financially viable. We have also different
folk dances which are performed as professionally. Like garba, kolkali,
tera tali, ghoomar, chhau, lavani and so on. there are also some famous
martial arts which are performed as professionally, like ghataka of
Punjab, velakali of Kerala, gir dance of Rajasthan, Thang Tha of
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Manipur etc. even we are also 30 to 40 percent of our states having
Trible community, they still continiue their traditional Trible dance
such as thoda dance, shabro dance, badar natti, ottankotthu, etc are tribal
dances of Jammu Kashmir, Himachal, Uttarakhand and Tamil Nadu
respectively.

Thus, our folk art is not just art but it is our culture and emotions which
is deeply with the local people. We have so many varieties with its
specialty of each folk dance and all movements of these dances are very
close to their particular environment and geographical of that place.
These folk art and folk dance make our nation special and we are still
connected with our culture and nation. These dances are teaching us
about our older rituals and their importance, they make people
physically strong, and we can make ourselves more spiritual, its
tradition, costume, and ornaments give us different identities and make
our nation more colourful and attractive. This all-local art makes local
people economically viable and stable.

Therefore, our folk art is very precious to every Indian which is very
unique its worldwide fame is proof of that so we need to preserve this
ancient heritage to pass it on to the next generation.

Footnotes:

1) Page no 1 of Evaluation Study of Tribal/Folk Arts and Culture in
West Bengal, Orissa, Jharkhand, Chhattisgarh and Bihar by Gramin
Vikas Seva Sanstha.

2) journal of Indian art cultural, page no. 2/ https://indianfolkart.org/
52-indian-art-and-culture/
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Abstract

The paper attempts to discuss the role of Maithili folk songs in the
cultural relevance of mithila region. The method is descriptive and
explanatory in nature, where author tries to put forward the existing
information to the readers. Though the major objective of concerned
chapter is to make a contribution to the folk culture and art.

Introduction

The variety of cultures, values, and ethos are essential characteristics of
Indian Civilization. One cannot define the nature of India while just
focusing on its physical boundary rather an intangible source of identity
need to be examined that constitutes its social and moral fabric. A set
of small and autonomous cultural thought processes and practices have
been constantly evolving within a region. Indian culture is Indian in a
sense as it encompasses multiple variations of cultural and traditional
marks, which further makes it a culture of heterogeneity and
inclusiveness. There are different regions and places that provide a
peculiar character to the holistic identity of India. Though, with the
present paper author will attempt to highlight the significance of Mithila
and its folk music. In doing so, the understanding of the certainly less
explored area of research will be the center of the current paper, where
the beginning will focus on a general background of the identity of
Mithila, and then gradually focus will be shifted to different forms of
songs that come under Maithili folk song.

Mithila: Reading its Identity

The geographical location of Mithila falls roughly under the northern
part of the state of Bihar in India. However, the place, like any other
place in India, has its own distinctive and unique culture with herself.
Mithila, also known as Tirhut, Tirabhukti, and Mithilanchal is a cultural
region of the Indian subcontinent bounded by the Mahananda River in
the east, the Ganges in the south, the Gandaki River in the west, and by
the foothills of the Himalayas in the north.

Mithila, the birthplace of Sita, is well known from Vedic times for her
learning, scholarship, and spirituality. In Mahabharata and other
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scriptures, the name of Videha and Mithila could its place more than
several times by the readers. The place is also known for, a poet of the
fifteenth century Mithila, Vidyapati who became synonyms with the
language of the land, i.e Maithili. Pioneer of nationalist poetries, the
National Poet, Ramdhari Singh Dinkar is also associated with the land
of Mithila. But it has been overlooked by researchers and observers that
this place is also rich in the traditions of rural culture. Folktales, folk
art, folk dance, folk songs, paintings, etc. are very much part of the
resonant social life in Mithila. However, when it comes to folk art, the
music of Mithila has a very different set of expressions that is capable
enough to suit the needs of different times. It is in this background, one
can understand that how it is possible to look at different facets of a
place or a culture, that might have not been duly emphasized in
mainstream observation.

Maithili Folk songs, their classifications, and significance:

The culture of any region provides recognition and legitimacy to its
identity. The notion of power constantly changes where intangible
forces do play a significant role to identify your position. In that way,
the role of mass culture through music and literature is prominent. To
be precise, folk culture is playing an important role in shaping the
identity of any nation or culture. Music connects people to people but
Folk Music connects people to God. This idea of a connection between
the individual soul and God is the basis of folk music. For the current
paper, that connection is explored through folk songs. Folk Music
represents a particular community on the world’s stage in a vivid
manner. Folk music describes a particular land, the livelihood of the
natives, and how people express and unite themselves.

The regular history of Mithila music dates back to Nanyadeva (1097-
1133), a great patron of music and author of a treatise on this art. He
developed the popular ragas on systematic lines.

This Mithila music was carried to Nepal, Uttar Pradesh, Bengal, etc.
Later Folk songs, folk dances, and religious songs of the Vaishnavas
were also popular during the medieval period.

The folk Music of Mithila is one the most ancient types of music in the
Indian subcontinent. The origin of Maithili music cannot be dated
exactly to some period, probably due to the length of its history.
However, these folksongs are representative of the universal creativity
of humanity. Society retains a total system of knowledge through these
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songs. Mithila is a great cultural land where this significant tradition of
folk songs is shining for thousands of years. The general character of
folksongs is similar in all Indian languages and communities including
Maithili. Maithili folksongs are, however, crucial in one aspect. It is
generally seen and believed that folksongs are characteristically
anonymous. Maithili, or perhaps only Maithili, is an exception. Right
from the great poet Vidyapati (1350-1450) down to Kashikant Mishra
'‘Madhup' (1906-1987), hundreds of well-known and some unpopular
poets have been composing folksongs of several types, and their names
are invariably tagged in the concluding stanza in their compositions.

The folk music of Bihar has survived all attacks of modernism. Some
performers of Bihar’s traditions have achieved commercial success. For
example, Sharda Sinha sings Bihari language (including Maithili) folk
songs in concerts throughout the world and has released many
recordings. Maithil musicians, who seem to have been more popular
outside Bihar, enriched Nepalese music and carried the traditions of
their Folk songs. Some of the ragas, which may be claimed as special
to Bihar, are ‘Nachari‘, ‘Phag‘, ‘Chaita‘, ‘Purbi‘,’lagani raag’ etc.
(Mishra, n.a) In the religious-type of dancing the gods and goddesses
are invoked through dance accompanied by folk-songs and music.
Maithili Music is said to be the song of the gods. Many of the songs are
used as a way to pray to the gods. Songs relating to agriculture and
Devotional songs are the two main types of songs that can see as prayers
to God above. The songs describe the outstanding traits of the gods and
goddesses and sometimes the traits of their worshipers. These songs are
called gosaunik git or gossan. The Maithili region lies in the part of
North India and Nepal which is wet and lush green as it is covered with
bamboo structures, paddy fields, and ponds. It is said to look like the
resting place of goddesses Kali and Durga which are prominent in the
worship rites of the masses ( Henry, 1998). Navaratra is religious and
ritualistic to the core. People, especially women folk, worship the
goddess Devi for nine days with proper rituals and observe fast. During
the festivals, music conferences are arranged.

Religiosity is the pivot around which the music and amusements of the
village folk of Bihar revolve. During the famous Chhath Parva of Bihar,
there is much music and a lot of singing of folk songs, both at home and
on the river bank. The folk songs sung on the eve of Chhath mirror the
culture, social structure, mythology, and history of Bihar and Uttar
Pradesh. This is common to both men and women. Here religious
entertainment takes the form of amusement for the masses. At the

178



YT @i Gepla va dfcd Harg ISBN: 978-81-956774-0-5

slightest pretext, “Satyanarayana Katha” is held in all seasons of the
year and some religious scriptures are read and devotional songs are
sung.

Folk song (Lok Geet) is a very important form of folk literature. The
system of Maithili Folk Songs, from an anthropological view, is
relatively new. Looking a little deeper one finds some interacting
differences. It is another case of the Unity — Diversity aspect of Indian
Culture. In Mithila, the women’s songs provide a concrete expression
of tendencies that distinguishes Maithil culture from other parts of
India. Maithili music is very much traditional. Maithili Music is usually
played by classical instruments such as, but now the use of modern
instruments is making these folksongs more appreciable. From those
times there are several contributors who have been giving their whole
lives to music. Vidyapati was the patron of the music and literature of
Mithila. One of the categories of folk songs is ceremonial or sanskar
songs. These songs form an essential part of rituals of various
ceremonies relating to childbirth, initiation (yagyopavita or janeu),
marriage, and in some areas with rituals of death as well. Childbirth,
initiation and marriage, and other ceremonies are accessions of great
happiness and joy. But on such occasions great care is taken to avoid
any misfortune; hence the ceremonial songs and rituals are believed to
have a magical potency.

Representing the life: songs at the birth of a child

Various songs that represent life—cycle events that is birth, marriage,
etc. are sung by the people to celebrate a particular occasion. Sohara
songs are the songs that are sung by the women on the sixth day of the
birth of the baby to express thanks to Mother Goddess Sastika. Sohara
songs are descriptions of the birth of Lord Krishna and Lord Rama.
Khelauna and Sohar are two different types of songs that are also sung
at the time of birth of a child to ensure the well-being and happiness of
a child. Following is an example of Maithili Sohara Geet that attempts
to make a child happy while telling him how everything is readily
available to him.

"B & T AR B,

I3YG 4T S R AR,

feb=TepT & wTelt Uiy,

I Ui ygar g Y.

These are also sung on the occasion of Upanayana (sacred - thread
ceremony ), Mundana (tonsure ceremony), and marriage. The lullabies
are sung to please the child and keep the child happy.
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Folk songs and the marriage ceremony:

The marriage ceremony holds an important place among the
ceremonies prescribed by both shastras and folklore. This ceremony
lasting for several days is equally important for folk songs. For
example, some songs are called nehchu songs, sung at the nail-cutting
ceremony of the bridegroom. Jyonar is also a form of folk song which
is sung when the bride and the wedding party enjoy a feast. These
jyonar songs enumerate the things which are being served at the feast.
Marriage songs can be said to be of three categories. The first one is
ritualistic and has an air of magical relevance about it. VVarious spirits
are invited by a song and imagine that the spirits that come will be
caught up in the cap. The cap is pasted on the wall of a room, where
some activities take place during the days of marriage. The songs sung
in that room are called ‘Kohbar ke Geet' since the place is known as
Kohbar. The wedding songs are often classified according to the name
of the rituals or ritual stages. Marriage songs include Suhaag songs at
the beginning day and Samdaun (Vidai) at the concluding ceremony.

Representing the joy of agricultural and other festivals :

In general, every region of India has its way of celebrating agricultural
festivals, on the same lines, Mithila has her forms of songs and music.
Agricultural Songs are sung during sowing, plowing, winnowing, etc.
The cycle of festivals begins with the month of Chaitra. Several songs
are sung during the celebration of the festivals of Ramnavmi, Batsavitri,
Nagapanchami, Madhushrabani, Kojegra, Sama — Chakeva, and
Bhardutiya.

Seasonal Songs:

Songs of the whole year with specific months are particularly popular.
The common songs include under this category are Barahmasa,
Chahomasa, Chanmasa, Batgabani, Lagni, Chaitabar, etc.

Purely seasonal songs are those which are sung during raining season,
especially in the month of Savan and Bhadon. A class of these songs is
called malhar. These songs express the pleasure of ladies when they
enjoy ‘rimjhim’ or light showers. They insist on swinging (jhula) while
singing with their friends and relatives

A category of songs is those in which women are free to sing according

to their own choice and pleasure, expressing feelings and emotions for
different occasions. As this is a very important occasion in family life,
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there are many glimpses of delicate family relationships and finer
sentiments.

Wisdom songs:

Every song represents the wisdom of the people but some specific songs
explain how people retain their knowledge system consciously and
there are some diet based social restrictions to be followed every month.

For example — Do not consume leafy vegetables in the month of savan
and curd in Bhadab. Keep away from the dewdrops in Aswin and avoid
eating buttermilk in Kartik, and a set of rules and regulations could find
a place in those folksongs.

Devotional Songs:
In this category, Bhajan and Kirtan, Prati (morning songs), Gosaunik
geet, Bhagwati geet, and Songs of Shiva are being sung.

Nachari ( Songs of Shiva)
fad Wi & ,
IRITT T Nt AT

i1 fayfa et wdwTa,
UfgRA eI araw I
TG & HUA Tdpar,

J giagr unTe 9t .

Songs of love and Beauty

Some songs explained the innermost feelings of a lover or beloved. The
most important type of such song is called Tirahut. An example of such
a song is the following; where the girl is in sorrow after realizing the
fact that her beloved one left for some other city, she does not how to
survive in the absence of her love.

"Hifg oS o e fad=r

DI IR WU ak T4

A WIR BOR AR

e U Ug YD ;WR

IS Yo gRAd Had ot I

These are sung on ritual occasions and also sung in leisure time. These
songs are songs of separation as well as the union.
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Songs of Glory, Entertainment, and Values

These songs describe the glory, history, and beauty of the land and the
people, etc. Glorious deeds of historical and mythical characters are
sung. The historical ballads dealing with the heroic deeds of the
freedom fighter Kunwar Singh have also been immortalized through
folk songs in the plain tracts of Bihar. These classifications and
descriptions unfold the immense importance of Maithili Folk songs in
the understanding of the structure and functions of the society at large.

Reading the Tulsidas Ramayana is one of the forms of common
religious entertainment which keeps the village folk engrossed and
energized. Ramlila, Nautanki, and the Bhikharia songs enthrall
thousands of men and women in the fairs and gatherings, they do
vigorously involved in activities that take place around them. Ramlila
is essentially religious and based on the active presentation of the story
of Rama and Sita. Nautanki is social play, where many social evils are
caricatured and they have an educative value. Bhikharia songs have a
wide scope of themes and usually, they aim at social inhibitions and
drawbacks of society.

Conclusion

The diverse range of cultural and art forms illustrated the identity of
India. The different regions of India have different connotations to
explain a particular sphere of life. When it comes to society, religion,
and morality, the role of folksongs needs to be examined. It is in that
background present paper has been written. A characteristic nature of
Maithili folksongs can be identified as that are generally sung by
women of Mithila, which mostly covers the content from every sphere
of human life. However it is the beauty of any folk music that it does
not restrict itself to a few people, rather the masses contribute to the
growth and development of this kind of music.

Along similar lines, the growth of Maithili folksongs has been analyzed
throughout the present chapter.
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Abstract

This study will present a comprehensive look at different flavour of
Bengal’s music and its larger impact on Rabindra Sangeet. The purpose
is to traverse the musical calligraphy of folk music and cultures of
Bengal through the spiritual significance of Rabindra Sangeet by Guru
Rabindranath Tagore. The objective of the research is to explore
different aspects of Bengal’s folk music and its impression on Tagore’s
songs, with emotions at different levels: emotion within society,
emotions between human beings, feelings with nature and peace within
self. Rabindra Sangeet can excel communities, creeds and
cultures. Gurudev songs also continues to inspire inner expression as
sound reflects and affects values and faith. Folk music is a vital part of
who we are, and it forms the foundation of our Nation. Coterie, customs
and creed all offer insights into the connection between folk music and
Rabindra Sangeet. Tagore’s songs cultivate community, as sound
creates transmission and unity. learning is a constant process that
blossom, inspires and nurtures. Rabindra Sangeet assists in generating
culture, characterized by a faction of people, representing their
traditions, history, beliefs, and traditions. The composition of different
folk music of Bengal is as varied as the sounds of the Earth. It presents
a refreshed relevance in people’s lives, their culture and furnish a way
for every individual to relate to other cultures and their beliefs.
Exploring the musical calligraphy of Rabindra sangeet with impact of
Bengal’s folk music is a wonderful way to explore the folk significance
of Rabindra Sangeet.

Keywords: Folk Music of Bengal, Rabindra Sangeet, spirituality,
emotions, melody and tone.

Introduction

The expression of folk music is multifaceted and the original nature of
this music is driven by regional language. In its songs, the pronunciation
of the language and the logical phonetic outline of the melody must be
clear. Although most of the folk music composers are illiterate or poorly
educated, fragments of people’s life, alienation, feelings etc. have
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become one like the dust of the road and have been awakened in the
spirit of folk music. It assembles, expressing action, self-sacrifice and
passion. Rabindra Sangeet and Bengali folk music are intertwined with
each other. Many Rabindrik songs have been composed with the
influence of the folk music of Bengal. It is the type of music that is
imbued with the life of the people, spontaneous and effortless- whose
words and melody are embodied through voice and instruments. There
is no space need for civil practice. The melody of folk songs floats in
the saliva of the simple soul in the village houses, fields and valleys of
Bengal. There is a heavy resonance in the air in the sky. The river-
motherland full of canals is like the fresh, fruitful and green region of
Bengal. The productive people can be said to be the creators of folk
music. Even in the bountiful vast unbounded wilderness of the country
West Bengal, the melody of folk music floats.

Folk Music of Bengal in variety of Melody and Tone

From time immemorial in the world of nature, various sounds and tones
of various animals, plants, vegetation, colourful and varied beauty
planets and stars and pulsating rich waves create a mysterious reaction
in the human mind and body. The deepest desires and impulses of the
human mind are channelled into music in response to emotions and
provocations. The response of the human mind was not only joyous, but
also the struggle of hard life and struggle with rivals and eventually
gave birth to protest music. folk music can indeed be said to have ben
born when the melodic sound waves echoed in the air from the
emotional turmoil experienced in hunting life. The ancient Bengali
sadhana were expressed through chants. Kirtan refers to the pure form
of medieval Bengali. Before Chaitanyadev, Bengali language literature
was rooted in the history of the ancient Hindu period, the promotion of
Puranas, the religion and Veer Gatha of ancient Bengal, the Mahatmya
Kirtan of Gods and Goddesses, the, the love of Radha Krishna, but with
the advent of Chaitanyadev, there was a great stir in Bengali literature
and music, as a result the Bengali language also became enlightened.

“In the 16" and 17™ century, the novelty of Bengali folk literature
appeared. This language has a number of distinctive phonetic patterns,
although in modern Bengali, it is quite different in phonetics from the
general form of other Indian Aryan languages. This difference is
particularly noticeable in folk music.”

A review of the ancient and medieval musical poetry of Bengal shows
the reflection of the picture of spiritual feelings, that is, the way f life of
the people flows on the religious affiliation. The appeal to the secular
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human essence of the folk life of the common people is absent in the
poetry and music of the time. In the modern age of science, the way in
which spirituality is valued was not possible in ancient and medieval
times. But when judging the source of folk music, it can have seen that
the story of the life of laughter and tears, driven from the net of religious
or spiritualism, dusted with opinion, has emerged under the umbrella of
this category of music. The origin of folk music can be traced back to
the daily activities of public life.

Folk music has assumed a prominent role in the continuous form of
music that has been manifested since the earliest times of creation.
Music is an innate power of the human being, within which the inner
soul of the human being develops.

Since ancient times, the pursuit of music has been going on in different
parts of Bengal. It has been intimately circled with the evolution of
human society from its primitive state to its economy and labour.
Gradually, the country music changed through various events and
festivals of the villagers. In this way folk music emerged for the
entertainment of the common class without the discipline of the
classical rules and rhythms. The society is the creator of the lively and
dynamic folk music, but the village and the people are the originators
of folk music. From water, soil, forest, mountains, air, jungles, valley
and agricultural society, the overall picture of collective life is reflected
in folk music. On the other hand, poverty is also one of the sources of
folk music. The whimsical emotions of the human souls help in the
creation of folk music. The historical role of folk music as an instrument
of primitive emotions, rhythms, struggles etc. is well known.

Classification of Folk Music

Folk music of Bengal is rich in significant diversity in terms of
expression and musical structure. Regional music consist of various
folk songs with rhythmic, melodic and linguistic characteristics. As a
whole, folk music is the song of labour life and their desire. In general
love, marriage, voworship etc. Folk music is divided into various
catagories. Like the term gharana in raga sangeet, in folk music
regionalism is created by relying on geographycal nature, special
rhythm and linguistic tricks. Regionalism is influenced by the
transformation of the evolutionary social system and its economic
structure, in the mold of the primitive group tone.

Dr. Ashutosh Bhattacharya divided folk music into five catagories.
e Regional - It is concentrated within a particular region.
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e Vyavaharik - The everyday practicalities of social or family life on
the occasion of the ceremony.

e Anushthanik - Practical work on social festivals.

o Karma Sangeet - Music based on karma.

Premmalak - Naranari mutual attraction and feellings.

Folk music can also be clasified in different catagories such as -

e Manvik Raashrit - Bhatiyali, Bhavaiya, Chatka, Gambhira, Zari,
Jhumar, Bolan etc.

e Adhyatmik - Baul, Mangal songs, Prabhati songs, Kirtan, Vijaya
songs, Sufi songs, Dhamali etc.

e Shram Sangeet - Sari, roof-beating songs, boat beats etc.

. Anushthanik -Tusu, Gagan song, Karam sangeet, Songs of birth,

marriage, death and the occasion of daughter’s journey to their in-laws

house.

Originally Karma sangeet was the folk musicof the agricultural life.
Song of agricultural work, song of boating, song of cutting soil and song
of cutting trees etc. Folk music can be divided into categories such as
love,marriage, nature, vows, worship, homeland etc. Regional
traditions, culture and linguistic diversity are the main reasons for
classification. In this context folk musicians are taken as active
participantsin the playful play of nature. Pranay sangeet, prem sangeet
predominates in union, sepration. In poetry, melody the full emotional
form is revealed.

Diversity of Folk Music of Bengal

Bengali folk music is an intersting traditional aspect of Bengali music.
It is formed by combination of words, melody, voice and intruments is
connected with the people, spontaneous and effortless. It has no
scriptures but it is born from the emotions of the souls. Folk music of
Bengal includes Bhatiyali, Baul, Jari Gaan, Sari Gaan, Jhumur and
many more. Following are some example of Folk songs of Bengal:-

Bhatiali

Folk songs that was originated from the riverine Bengal are the Bhatiali
songs. It was Traditionally sung by women. It is mainly a river song.
This songs includes Radha krishna premlila, vairagya, Dehatattva and
prem sangeet. This song is the best in conveying the feeling of sadness
and depair. There is no use of musical instruments in this song. The
dignity of voice is intresting here.
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Baul

The Baul community probably arose from Sindh and Muslim Fakirs in
the late fourteenth century. (Kuthial, 1999) According to Sufis, Baulias
are constant travelers. Bauls are divided into different catagories
namely, Tantric Baul, Sadhan Bauls, Derveshi Bauls, Kabi Bauls,
Kartabhaha Bauls, Vaishnava Bauls and Gaur Bauls. Different
characteristics of the song and the singer are available depending on the
region. Garvad, Sahajibad and Nihilism are the philosophical basis of
Baul songs.

Prabhati Gaan

It is derive from Bengali kirtan. The main purpose of prabhati songs is
religious consciousness and soul search, but it awakes the religious
spirit in peoples mind. This song is sung during the oring hours. It’s
theme moves around the episode of Krishna’s awaking from sleep. This
form of songs sung to awake the villagers, very earlyin the morning
reciting the name of Radha Krishna and Chaitanya as well. It is known
as provati songs and sometimes a tune of kirtan befiting the morning
hours sung with it.

Sari and Zari Gaan

Generally, this folk song is sung in the months of Shravan, Bhadra,
Ashwin during boating in Bengal. Various levels of songs are created
by the breaking of the boats door and melody or beat of the hammer.
The lyrical of Zari songs usually sung through dance, focusing on the
sad events of Hasan and Hussain in the Karbala dessert of the Muslim
community.

Bhadu Gaan

This song is sung by women during Sankranti in the month of Bhadra.
The festival of Bhadra month coincides with Indra Puja or Vastu Puja
in the western Bardhaman region, the source of Parva. The festival of
paush month is known as Tusu in Manbhum. In this folk song, the stouy
of Ramayana is based on Panchali. Bhadu Gaan are often influenced by
the folk melodies of bihar region. Santals and others tribals also sing
this folk song.

Folk Music of Bengal and Gurudev Rabindranath

Rabindranath Tagore first expressed his interest in desi music in Bharati
Patrika. (Koser, 1994) He wrote many songs in kirtan and ramprasadi
tunes. He used to travell around the villages and the tunes of Baul, Sari,
jari, Bhatiali used to come to his ears. Not only that, during his
wanderings in that region, he got close to rural Baul Fakirs. Among
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them the names of Lalan Fakir, Gagan Dakharkara are notable. He
collected Baul and Bengal’s own folk music from them with sincere
devotion. Not only the collection, he also composed songs in the tune
of folk songs. The rustic tunes gave an inspiration to Gurudev to
compose music in new tones. It was under this inspiration that he
composed songs like ‘Gramchara Oi Rangamati Path’, “Tomar Khola
Hawa Paige Pale’ etc. (Ghoswami, 2018)

Tagore also composed songs on Ramprasadi tunes and Shayama
Sangeet tunes. During the Swadeshi era Tagore specially adapted
different tunes that could reach the ears of masses.He understood that
onlythe melody of this folk music can reach the hearts of people. The
humanistic appeal of folk literature, the various visions of fairy tales,
the beauty and literary value of rhymes are deep and incredible on the
poet’s literary pursuits. (Ghosh, 2016) The tone of the soil, its soul, is
combined with various sounds and colours. Rabindranath Tagore
brought this flow and because of these the patriots of that age received
a response from the larger public.

Influence of Bengal’s Folk Music on Rabindra Sangeet

In today’s era folk music can be ranked in one of the rich music of our
country. Rabindranath Tagore was the first educated society to bring
out the infinite precious wealth hidden in folk music. Tagore enriched
his musical reportire from folk music as well as from other genres of
music. At a very small age he got inspiration to know kirtan songs by
reading the ancient Maithili mixed language Padavali containing the
leela of Radha-Krishna and composed 22 kirtananga padas under the
pseudonym Bhanu Singha and set the tone of Kirtan to a few other
songs. (Ray, 2020)

Bauls are free-spirited music saints. Tagore also met many Baul singers
and was particularly impressed by the simplicity of the language, the
depth of expression and the tenderness of the melody of this fast-paced
Baulgan. Since he has composed many songs in Baul sur. However,
Lalan Fakir’s songs left a deep impression on his mind, so the influence
of Lalan Fakir’s songs is found in his songs. All types of people
compose songs in the tune of sangeet, but the number of songs
composed in Baul tunes is the highest, followed by Kirtan tunes, Sari,
Bhatiali, Ramprasadi etc. During partition of Bengal movement in
1312, Tagore composed many Swadeshi songs to the tune of folk music
of rural Bengal. He has been writing non-stop in the revival and
establishment of nationalism in magazines like ‘Sadhana’,
‘Bangadarshan’, ‘Bharti’. (Gosh, 2016)
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In This way, Tagore’s musical mind was free from all narrowness and
enriched the repertoire of Rabindra music by accepting the tunes of the
rural areas.

Conclusion

It is a result of Rabindranath Tagore’s penance that the composition of
Rabindra Sangeet has the power Bengal’s folk music with beautiful
meanings, emotions and feelings, festival songs, Baul, Kirtan, Jari
Gaan, Sari Gaan, Ramprasadi, Bahtiali and spirituality through which
the message of unity in integrity spreads in the whole world. Tagore has
also introduced several new rhythms suitable for his songs and
combined them with the Bengal’s folk tunes. It is because of the efforts
of Gurudev Rabindranath Tagore that folk music has been able to gain
so much establishment in Rabindra Sangeet. Rabindra Sangeet is
flowing like a slow-moving stream to meet the ocean of world music.
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Currently we are celebrating 75" Azadi ka Amrit Mahotsav all over
the country. Many concerts, various events are being organized to
celebrate 75 years of Independent India. As a title of the book
says YR Al Wi Ud Aferd a, in this article | will talk
about origin, history and journey of a folk dance of Maharashtra region
called Lavani. I will also talk about different types of Lavani and how
scenario of this folk dance has changed over the period of time on a
bigger canvas.

Originated in the medieval times lavani continues to be a folk
performance even now. Though lavanis are more popular as dance-
forms or folk performances. Lavani compositions form an integral part
of the shahiri literature in Marathi language. The term ‘shahiri’ means
the literary compositions left behind by the shahirs (poets) who were
the moving minstrels during medieval times. The lavani compositions
were poetic and were not written back then. Lavani was merely a song
that was sung as per the local tunes and the various words used in lyrics
clearly indicate its characteristic as a form of folk performance. They
were actually spontaneous creations of the shahirs. Much later, towards
the end of eighteenth century, lavanis came to be scribbled in Modi
script of Marathi language. They were later transliterated into
Devanagari script of Marathi language and thus became known to
people more.

Various scholars have done research on when Lavani as an art form
originated. While texts from the 13th century contain references to the
song and dance of the Kolhatin (rope walking) community, they contain
no specific mention of Lavani. A poem by Manmathshivalinga,
a shahir (poet), has been found in the manuscript collection of Pune’s
Bharat Itihas Sanshodhak Mandal. M.M. Potdar published it under the
title ‘The Lavani of the Bhavani Goddess of Karad’ in 1915, in the
annual publication of the Bharat Itihas Sanshodhak Mandal.
Manmathshivalinga was born in 1560 and died in 1613. Thus, this
Lavani was composed at some point in the interim. According to
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Gangadhar Morje, a senior folk-art scholar, the composition takes the
form of a folk song and perfectly matches the metaphorical Lavanis of
today.

Another possibility is that it is believed that the origin of Lavani is in
the Prakrit Gathas collected by Hala. It has derived from the word
“Lavanya” which means beauty, pretty. It is said that it is a queen of all
folk dances of Maharashtra. The origin of this dance form is believed
between 171 and 19™ century. Initially it was patronized by Maratha
Kings. According to Dr. Durga Dixit, the establishment of Lavani had
emerged during the era of Peshwas. Basically, this was an entertainment
program for soldiers during the battlefield with Mughal. With downfall
of the Peshwas, Lavani was under the heritage of local prostitutes and
fortunately it had been resurfaced as an artistic dance form after
independence. Lavani though originated in Maharashtra also came to
be sung and performed in Madhya Pradesh, Gujarat and Thanjavur. The
shahirs were patronized by the sardars of the Peshwas in Madhya
Pradesh and Gujarat. From the perspective of performers, it was not
only about entertain others but it also included Nritya (Dance),
Abhinaya (Acting), Gayan (Singing), and VVadan (playing) as well. It is
said that initially this dance was performed by Dhangers and Shephard
community in Maharashtra. The life-story of the shahir Anant Fandi
shows that Ahilyabai Holkar, the daughter-in-law of Malharrao Holkar,
the veteran Maratha sardar posted at Indore patronized him for some
time. In fact, he started composing a different shahiri at her advice. One
branch of Bhosle family flourished at Thanjavur. The Bhosles of
Tanjore, especially, Sarfoji Bhosle, were great patrons of art and
literature. In the collection of these southern lavanis one gets also the
lavanis of the shahirs like Honaji Bala. Although the language of these
lavanis is not the same as that of Marathi of Maharashtra. The Gaikwads
of Baroda were also the patrons of art, learning and literature. The
documentary evidence shows that they also patronized the shahirs
coming from Maharashtra. The shahirs could not use the same language
then. It was but natural for the shahirs to get adapted into the linguistic
mode of the province where they performed.

The life-story of the shahir Anant Fandi shows that Ahilyabai Holkar,
the daughter-in-law of Malharrao Holkar, the veteran Maratha sardar
posted at Indore patronized him for some time. In fact, he started
composing a different shahiri at her advice. One branch of Bhosle
family flourished at Tanjavar. The Bhosles of Tanjore, especially,
Sarfoji Bhosle, were great patrons of art and literature. In the collection
of these southern lavanis one gets also the lavanis of the shahirs like
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Honaji Bala. The Marathi language of these lavanis is not the same as
that of Marathi of Maharashtra. The Gaikwads of Baroda were also the
patrons of art, learning and literature. The documentary evidence shows
that they also patronized the shahirs coming from Maharashtra. The
shahirs could not use the same language then. It was but natural for the
shahirs to get adapted into the linguistic mode of the province where
they performed.

Traditionally this genre of folk-dance deals with various subject such
as society, religion, discrimination, politics, so on and so forth.
Sentiment of most of the songs in Lavani are emotionally erotic and
dialogues tend to be politically satire. There used to be a male who
would dress up as a female dancer and he would dance and sing together
along with a lead singer. They would mainly focus on emotions and
physical postures and gestures. The lead singer is called TiTmsar.
Lavani is sung on a higher pitch with pronunciation like Gﬁﬂﬁﬂﬁﬁg

é. Once a lead singer sings, the other musicians who has joined him as
a choir, would follow him with the same tune. Dholki is the main
instrument played during a Lavani performance. Dancers need to dance
with the rapid beating of the dholki as they perform. With time Lavani
has seen some changes, now it is performed on recorded music and live
music that uses various instruments. Some of musicians from the choir
has an instrument called “Tuntuna”. Sometimes considering the
demands from audience, Lavani program would go on till early morning
in an open places like scaffold, terrace, amphitheater and so on.

Talking about the attire they put on during the performance; a performer
wears a long sari length around 9 yards. They make a bun (Ambada in
Marathi) with their hair. Besides, they wear heavy ornaments which
includes, Necklace (Thushi), earrings, Ghunghru, Bormaal, kamarpatta
(a belt at the waist), bangles, sindoor, etc. They even apply a big bindi
of red color on their forehead. The sari they wear is called Nauvari. It
is much more comfortable as compared to other saris which they wear
on daily basis. There are various types of Lavani but mainly two types
of Lavani are popular, namely Phadachi Lavani and Baithakichi Lavani.
Phadachi Lavani is performed and enacted in a public performance
before a large audience in a theatrical atmosphere. Whereas Baithakichi
Lavani is performed in a closed chamber for a private audience by a girl
sitting before the audience. Basically, it is a kind of Mujra strictly
performed for men. Songs of this form were written in sexually explicit
double meaning. In fact, such descriptions add to the erotic feelings
depicted in the Lavanis. Interestingly, some Lavanis use the word haveli
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for the palace. Actually, the concept of haveli was not originally in
Maharashtra. Haveli was a palace in Rajasthan and Marwad. Thus, the
induction of the word haveli in the lavanis means that the shahirs
wished to symbolically get associated with the grandeur of the North
India. The havelis in the lavanis are described having rich carpets and
the curtains of expensive cloth materials. Havelis had also gardens
attached to them. Particularly some lavanis of the shahir Prabhakar that
may be cited as the examples of ornate poetry contain the descriptions
of the havelis and of the floral life of Poona. Saganbhau also had
depicted the luxurious life of the Peshwas. One of his lavanis contains
the following names of flowers: ‘Gulchabu’, Gultop’, Motiya’, Mogra’,
Shevanti’, ‘Narangya’, ‘Khiranya’, ‘Tuti’, ‘Jai’, ‘Ratanjan’,
‘Batamogra’, ‘Malati’, ‘Douna’
‘Gulab’, ‘Kekati’.

(Costume of a Lavani Dancer)

Other is Shringarik Lavani which is full
of erotic and sensual aspects, in which
dancers entertain rich and upper-class
people in and around vicinity. But
generally, in Lavani dance, life of
common man, love between man and
woman being expressed in various
forms, married wife's menstruation,
sexual union between husbhand and
Wife, their happiness, sadness, famine,
hunger, marriage, soldier's amorous
exploits, the wife's bidding farewell to the husband who is going to join
the war, pangs of separation, adulterous love - the intensity of
adulterous passion, childbirth is reflected. The Lavani poet out-steps the
limits of social decency and control when it comes to the depiction of
sexual passion. Therefore, Lavani dance remained easily accessible
medium for all class of people in the society. The Shringarik Lavani
also depicts the reunion of Radha, Krishna and Gopis. This adornment
has also been given a spiritual from by some Lavani artists. The dancers
keep the audience hooked for hours with her unique ability to dance.

There are three types Lavani can be sung which are as follows.
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1. Baithakichi Lavani is
performed in various
Raags (Raagdari music),
along with Tabla and
Harmonium. (Image
attached Left)

2. Tamasha Lavani is sung and danced on the rhythm of Ghunghroo and
Tuntuniya. This is also called Mahar ki Lavani.

3. Other type of Lavani is ﬁﬂﬁﬁ in which there is smooth musical
conversation (}dT¢T SIdTd) between dancers and musicians.

Mainly there is six tunes of Lavani, listed here

Vag ki Lavani
Bale Ghati Lavani
Juntari Lavani
Hauvachi Lavani
Zadti Lavani
Haudachi Lavani

RN NS

Any art form has been in a state of flux so does the Lavani. Over the
period of time the way of presentation, dressing style, modern lyrics,
and many more things have changed. People from theatre, mainstream
industry, Doordarshan has been doing an experiment to make the
audience aware of this art form. Bravery, love and devotion are main
aspects of this art form. It has been popularized by many artists not only
in India but abroad and the Lavanis presented in Marathi cinema
became immensely popular too. Some of old still popular Lavani songs
are HiTd N HledTd, I SMTel T, fagan 71 a1 fGue, sr@RT aieh,
gIoidl d1 §RT, Aeue 3l arevi and so on.

Still there are many sources, information to talk about Lavani and other
aspects. The folk art of dancing should be kept alive with the efforts of
govt. and private organisations by extending help to retain the lustre of
these fading folk arts of India. The folk dances need unceasing
monetary and structural backing to build and preserve our artistic
traditions. To achieve economic advancement, people need to work
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together and acquire skills for sustainable livelihood. Thus,
strengthening of these folk-art forms is very important as it is the heart
of the culture of our society. As the aforesaid information would show,
lavani literature is to be considered as an important source of history of
medieval Maharashtra. Even though at times poetic fancy gets reflected
in the compositions the descriptions in lavani do contain the picture of
the life that the shahirs had seen and hence such descriptions are a
source of history.

The politics of viewing operated till very lately in the society and that
has even affected to a certain extent the lavani literature. The literature
was also mistaken to be only associated with dance. But as seen above
lavanis are an important source of history of medieval Maharashtra.
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Introduction: Music has always been an important part of Bhutanese
culture. Its forms are integral to the work, rituals and celebrations that
have made up rural life in this region for centuries. Tranquil, highly
nuanced, and infused with a Vajrayana Buddhist sensibility, the music
embodies core Bhutanese aesthetic, spiritual and social values shared
across the population, yet also reflects the startling linguistic and ethnic
diversity found within it. While undoubtedly the music is always unique
in its own way. Its special indigenous qualities have emerged as a result
of a demanding terrain and conditions of frequent isolation, for travel
across the country has been arduous historically, and communities
nestled deep within their valleys have often been secluded for long
stretches of time. In this article, will cover an overview of some of the
most important traditional music genres, instruments, and contexts
found in Bhutan so that you will understand background of Bhutanese
music. This article's overview is rooted in field work and analysis
carried out by me over the period of fourteen years across the country.
It was aimed to break new ground by professionally researching,
recording and archiving the full range of Bhutanese traditional music,
documenting the finest living master musicians in performance and
interviews, and making materials on Bhutanese music publicly
accessible.

About the Kingdom: Bhutan is in a transitional period grappling with
issues of development such as how to grow the economy, improve
healthcare and education, implement democracy, integrate modern
technology, and participate in the world community while preserving a
distinctive cultural and natural environment. While tourism, television,
the internet and other forms of far-flung cross-cultural contact all came
late to Bhutan, the influence of imported culture and media is already
evident. The most popular new form of music known as “lusar” is
strongly resembling neighboring country’s music style, light love songs
with catchy melodies incorporating Indian and “western” rhythms is
trending at large, instruments and dance moves are very much
incorporating with foreign influence. At the same time, other societal
changes, such as the increasing migration of youth out of rural areas,
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and death of older tradition bearers are starting to interfere with
intergenerational musical transmission in Bhutan.

As researchers and to render an essential niche, it is devoted to the study
and preservation of traditional music, it is also very important to
complements the work and roles of two other important institutions, the
Royal Academy of Performing Arts, Thimphu and the College of
Language and Cultural Studies, Trongsa. The Royal Academy of
Performing Arts is government-sponsored institute, trains and houses a
troop of young artists that provide traditional music and dance for royal
programs, state guests and tourist groups. It served as a kind of oral
repository for many important traditional songs and dances, although
the lyrics, tunes, and choreography have sometimes been altered for
public performance.

Cultural Establishment: The College of Language Cultural Studies is
a college that provides basic training in fieldwork and also conducts
ethnographic expeditions in remote areas in regards to folk music.
Unfortunately, they haven’t been able to make music a specific focus
of field research other than offering selected courses in traditional
music and dance performance.

Nevertheless managed to accomplished a great deal in its brief
existence, including several field expeditions and have interviewed and
documented master musicians, conducted field trips to capture the rich
song repertoire and ritual festivals in the country, the filmed of
rehearsals, classes, and interviews of Royal Academy of Performing
Arts, the released an extensively annotated compact disc recording of
Am Nimchu Pem, a highly revered older female singer from Trongsa,
the published the first book to profile Bhutanese musicians, Masters of
Bhutanese Traditional Music, Volume One, which also includes a audio
CD sampler and produced different videos on different music topics.
Organized a two-week reunion of twenty-six master dancers and
singers who served together in the 1960s court of the Third King, His
Majesty Jigme Dorji Wangchuk, a monarch who particularly loved
music and surrounded himself with the best artists from throughout
Bhutan and trained the Royal Bodyguard in singing and dancing.
Filmed and recorded the artists, who for the most part had not seen each
other in forty years, as they reconstructed rare choreography and
influential songs from the era.

Scholarship pertaining to traditional Bhutanese music is particularly
sparse. There are a handful of published volumes of song lyrics with
little contextual information and no musical transcriptions, Bhutanese
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music is an entirely oral art form with no existing prescriptive or
descriptive notation system. So intention is on expanding and
reconfiguring approaches to the study of Bhutanese music, interestingly
working on processes of historic and regional lyric variation, as well as
many other factors such as human interactions, perceptions,
interpretations, social and performance contexts, functions that affect
song performance and transmission. Additionally, documenting music
found among the entire linguistic and ethnic spectrum of Bhutan, also
working towards a consistent classification of songs that takes into
consideration musical characteristics as well as lyrical/thematic traits.

Traditional Music (Monastic and Non-Monastic): Traditional
Bhutanese music and its accompanying dances may be divided into two
general categories. The first category is comprised of repertoire
performed by monks and lay monks. There are many fascinating
varieties of religious music and dance, including syncretic Buddhist-
Bon ritual genres, but these forms are not the subject of this
article. Rather, the focus here is on the second large category that is
traditional music and dance performed by the general
population. However, since one of the most central and enduring of
Bhutanese performance arts is a religious form, cham (the yogic dance
of Vajrayana Buddhism) that deeply informs Bhutanese metaphysical
thought and spirituality, it is worth discussing here briefly.

Cham is the highlight of the tsechu, community religious festival and
other significant religious events around which the Bhutanese year is
organized. The Tibetan Guru Padmasambhava, known in as Guru
Rinpoche, in Bhutan, who originated Tantric Buddhism and introduced
it to Bhutan in the 8™ century, as the source of cham. In performance,
highly trained monks wearing spectacular masks and costumes
embodying the deities dance to purify and protect the grounds, and
many of the dances enact Guru Rinpoche's subjugation of evil
spirits. Cham is therefore not only a tool of Buddhist instruction but
also a highly symbolic and spiritually transformative practice. The
moving patterns of the dancers realize a kind of three-dimensional
mandala and aid all observers in their progress toward enlightenment.
While cham is practiced by all sects of Tantric Buddhism in the
Himalayas, the splendidly vital ritual settings that still exist in Bhutan
have preserved it particularly well. Also, many Bhutanese saints over
the centuries have had revelatory visions that have added to cham
choreography and make its lineages very rich and complex.
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In cham and other rituals, monks play a variety of instruments including
raim (cymbals), horns such as dungchen, long bronze horn, usually
played in pairs and kangdung, trumpet made from the human thigh
bone, nga, double-membrane drum, hit with a curved stick, damaru
,two-sided hand drum, jaling , reed instrument, conch shell, and various
bells. Cham is spell-binding, profound, and indeed worthy of the
attention it has received from scholars and foreign visitors, but the non-
monastic music forms found in Bhutan are also intricate and integral to
traditional life. Every tsechu incorporates folk genres as well as cham,
and many village ceremonies and celebrations traditionally culminate
with all-night singing and dancing in which the whole community may
take part.

Zhabdro dangrem and zhabdro gorgom: In general, Bhutanese
traditional music is often described as consisting of two main branches
that is zhabdro dangrem (or dangnem) and zhabdro gorgom. | will
discuss further, below, zhungdra and boedra are indeed prominent
song types within zhabdro dangrem and zhabdro gorgom, but there are
many other kinds of dangrem and gorgom songs that are neither
zhungdra nor boedra. The usage of zhungdra and boedra as
overarching terms is therefore problematic sometimes.Both zhabdro
dangrem and zhabdro gorgom are based on pentatonic modes and—
unlike monastic music—song oriented, although in recent years
dangrem and gorgom melodies have been played as instrumentals more
and more frequently.

Zhabdro dangrem is a class of songs characterized by a “long expanded
melody.” Such songs lack a fixed rhythm and contain long sustained
notes and intricate melismatic ornamentation. They are often sung solo
but are sometimes sung heterophonically by an entire group. Some are
sung with alternations between a leader and chorus. Many dangrem
have accompanying choreography, a group of singers will either dance
in acircle or form a line facing lamas or other honored guests to perform
the song with dance movements. There are least nine varieties of
zhabdro dangrem, including zhungdra, zhey, zheym, alo, langko, and
the regionally specific dangrem of Mangdipai, Talopai, Mongar, and
Tashigang.

Of all the dangrem, zhungdra is the most well-known and esteemed
form. As mentioned above, sometimes the term zhungdra is used
generically for any kind of dangrem, but | maintain it is more useful to
preserve a distinction between the two terms, with zhungdra as a
subcategory. Like many other dangrem, zhungdra were originally
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composed by lamas, monks and scholars in a classical form of the
Dzongkha language called Choeki, and their narrative lyrics often
contain complex Buddhist themes and metaphors. When danced,
zhungdra are typically performed in straight lines with very slow,
graceful hand and foot movements that match the slow, continuously
flowing melody line.

The word zhungdra means “melody of the center” (zhung is “main”;
dra is “sound”) and evolved because songs of this type are associated
with the dzong, the architecturally impressive administrative and
religious center of each district, and because zhungdra developed in the
central geographic region of Bhutan. There are four repertoires of
zhungdra that originated in four different areas within this central
region: Sha zhungdra (Thimphu valley), Wang zhungdra (a little east
of Thimphu) Punakha zhungdra (directly north of Wangdi), and Paro
zhungdra (west of Thimphu). The main characteristic of zhungdra that
distinguishes them from other dangrem is their history as the mandatory
songs of the annual Punakha tsechu when Punakha was the capital of
Bhutan (prior to 1955). Zhungdra particularly flourished under the
Second King, His Majesty Jigme Wangchuk, who reigned from 1926-
1952. Today zhungdra are still performed in ritual contexts and also in
nationally organized song competitions. They may be sung
unaccompanied or backed by drangyen, the Bhutanese lute, or chiwang,
the fiddle. Their long phrases and ornamentation along with the archaic
Choeki language makes zhungdra a difficult form to learn and master.
Continuing with other varieties of dangrem, the song types zhey and
zheym are unusual in that they are performed exclusively by men and
women, respectively. There are at least five kinds of regional zhey
(Paro Wochupai, Gyen, Wang, Nub and Tsho Chekha). Zhey apparently
originated as a kind of military training dance at the time of the
Zhabdrung's arrival in the 17" century. The zheym is a leader/chorus
song with back-and-forth swaying movements that women performed
for the Zhabdrung as a welcome gesture. While it is believed there were
21 types of zheym historically, the versions flourishing at present seem
to be just three: Dagap (from southern area of Daga) Talopai (from Talo
in Punakha) and Mangdipai (from Mangdi river region of Trongsa).

Regarding other dangrem, the alo is a song of departure that is sung in
slight melodic and lyrical variations throughout Bhutan. People sing alo
only when they are quite sad at taking leave, and tears are quite
common. The langko is a song for field work that also varies somewhat
from region to region according to the kind of work it accompanies. Alo
and langko do not have accompanying dances. Mangdipai, Talopai,
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Mongar (eastern Bhutan) and Tashigang (far eastern Bhutan) dangrem
are all unique repertoires. They are characterized by rationalistic styles
in use of ornamentation, dance movements, lyrical content and
Dzongkha dialect. The second branch of traditional music, zhabdro
gorgom, comprises the large group of songs characterized by more
regular rhythms and shorter phrases than zhabdro dangrem. Many
zhabdro gorgom have accompanying circle dances.

Tibetan style Gorzhey/Boezhey have been in circulation in Bhutan for a
long time, brought in from Tibet by traders and returning pilgrims, and
reinforced by intermarriages between Bhutanese and Tibetans. During
the era of the First King, His Majesty Ugyen Wangchuk (1907-1926),
professional Tibetan beggars playing chiwang (fiddle) reportedly
camped in paddy fields throughout, Punakha, Thimphu and Paro and
probably also passed on boedra. A wave of Tibetan refugees after
1959, welcomed by the Third King, His Majesty Jigme Dorji
Wangchuk, played an important role in boedra popularization.
Bhutanese officials known as boegarps serving the Second King, His
Majesty Jigme Wangchuk (1926-1952) were the real composers of such
songs. As part of their duties, the boegarps travelled throughout Tibet
and Bhutan and thus could have been influenced by Tibetan song and
subsequently spread their Tibetan-inflected compositions throughout
the Bhutanese kingdom.

In addition to having their localized repertoires, many communities also
make idiosyncratic instruments from local plants, horns, bones, gourds
or other materials to accompany singing and dancing. To take two more
examples from Lower Kheng, the yangkali (shaker) is a huge naturally-
occurring bean pod up to three feet in length with large seeds inside that
is found in the nearby forest. Once dried it is quite hard and durable. It
must be shaken vigorously to provide accompaniment to singing. A
male dancer hangs a yangkali from his waist during performance.

The chikang (jawharp) is a thin elastic bamboo-bark strip fixed to a
horizontal piece of bamboo (about six inches long). The tongue strip is
secured on one end with sticky gum from a bee hive. The fork end of
the strip is held in the mouth. Women are the primary players of chikang
and carry it with them during the day.

While the concepts of zhabdro dangrem and zhabdro gorgom provide
a useful overall framework for classifying traditional music, it is also
possible to group songs according to their thematic content, and similar
themes can sometimes be found in multiple song styles. For example,
one acknowledged category of Bhutanese song is la dang drelwai lu
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(field and work songs). Most of these songs would fall under zhabdro
gorgom based on their musical traits. Par-shay, which accompanies the
pounding of mud walls with poles in the consecration of a new house,
would be one such song type. Thak-shay, a women's weaving song,
would be another. But langko, as mentioned above, is a field song in
the style of zhabdro dangrem.

Another interesting thematic/functional category is tsey lu (songs of
sport). These songs probably all fall within zhabdro gorgom, as they are
joyous and rhythmic rather than contemplative and extended. Dakha
lokpai lu and dacham gi lu are two song types with accompanying
dance steps that may be found at competitions of traditional Bhutanese
archery, the extremely popular national sport. The male competitors
sing dacham gi lu to appreciate a teammate who has just hit a target.
They sing dakha lokpai lu when a teammate hits a target after the
opponent has done so first, equaling his skill. Other secular thematic
song categories include, among others, gylapoi toed lu (songs of praise
for kings), gyalkhab ki toed lu (patriotic songs), ga lu (songs of
happiness), dza lu (love songs), thrul lu (songs of sorrow), and tashi
moen lu (songs of good wishes).

Ap Dawpey (Great lute player and composer): Ap Dawa Peljor
(“moon wealth”) is the nation's patriarch of drangyen, the iconic
Bhutanese lute. He is often called by the abbreviated names Ap Dawpel,
Ap Dawpey or “Ge-te” Do-pe (“ex-monk™). He is widely revered for
his deep knowledge of drangyen, cham (masked dance), mani
(Buddhist chant), zhungdra and boedra, and for his profound influence
on countless students of music and dance over the past several
decades. After leaving Punakha at age thirty-one Ap Dawpey became
the champon (mask dance master) for thirteen years in the Talo
monastery. Currently Ap Dawpey is the leading authority on Talo's
especially rich music traditions.  This unique repertoire includes
Talopai dangrem--songs performed during the annual Talo tsechu that
were composed by Agay Sonam Dhendup, grandfather of Zhabdrung
Jigme Chogyel (1862-1904), the fifth mind incarnation of the first
Zhabdrung. Ap Dawpey returns every year to the tsechu to teach and
oversee the Talo dangrem and mask dance.

In 1949 Ap Dawpey accompanied his mentor Aku Tongmi to
Kalimpong, West Bengal, to play flute on a rare early recording of
Bhutanese instrumental music. The material was used in the soundtrack
for a documentary about Bhutan. Twenty years later Ap Dawpey made
history again when he participated in two legendary recording trips to
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Calcutta under command of the Third King. The 1969 recording
sessions, led by Sonam Dhendup and Dasho Drupy, captured Bhutanese
boedra and drukdra on tape for the first time. Ap Dawpey was then
thirty-seven years old and played both lim and drangyen in the Calcutta
studio. Ap Dawpey cites his drangyen performance for the visiting
Indian Prime Minister Rajiv Gandhi as another standout memory from
his long career.

In 1999 His Majesty the King Jigme Singay Wangchuk awarded Ap
Dawpey the Thugsey (“son of Bhutan”) medal in for his outstanding
musical services. Ap Dawpey is the only musician thus far to receive
this prestigious honor. Unfortunately, Bhutan lost a living legend and
treasure on 28" September 2022 at the age of 91.
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Abstract

Music refers to the combination of three things song, music and dance.
On the other hand festival refers to joyous events celebrated in social,
religious and traditional contexts. Music is a part of the festival itself.
So the folk festivals of our country are somehow related to folk
music.The genres of folk music that exist in different districts or rural
areas of Bengal are very diverse and heartwarming. The variety of
rhythms and melodies of Bhavaya Bhatiali, the vairagy of Udarya Baul
songs, the intoxication of skulls in Jhumur songs or the poetic genius of
Kavi songs creates a deep sensation in people's hearts. This paper wants
to emphasize the inter-relationship between folk festivals of Bengal and
its Music.

Keywords: Music, Festival, Folk Music, Folk Festival

Introduction

Indian folk music is vast and varied. India is a country of twenty eight
states. Different races, different colors, different languages and
different cultures live in this country. Curiosity about the world and life,
beauty, colorful thoughts of rivers and boats, poverty, injustice in
society, fair price of daily use items, etc., people have composed folk
songs based on subjective sense and miraculous belief. About half a
century ago, Cecil Sharp identified three principals: Continuity-
Variation-Selection. Based on that, we need to remember the definition
set by the International Folk Music Council in 1954.International Folk
Music Council famously defined folk music as follows: “Folk music is
the product of a musical tradition that has been evolved through the
process of oral transmission. The factors that shape the tradition
are:1)continuity which links the present with the past 2) variation which
springs from the creative impulse of the individual or the group
3)selection by the community which determines the form or forms in
which the music survives. Folk music excels where the melody
becomes appealing in its expressiveness and reveals the special nature
of the particular caste. Folk culture refers to a culture traditionally
practiced by a small, homogeneous, rural group living in relative
isolation from other groups. Historically, handed down through oral

204



YT @i Gepla va dfcd Harg ISBN: 978-81-956774-0-5

tradition, it demonstrates the "old ways" over novelty and relates to a
sense of community. Folk culture is quite often imbued with a sense of
place. If elements of a folk culture are copied by, or moved to, a foreign
locale, they will still carry strong connotations of their original place of
creation. (Wikipedia, May, 2012).

Bengal

By Bengal we mean undivided Bengal. Bengal was undivided before
1947.After the partition of 1947 two Bengals hamed West Bengal and
Bangladesh were created. Therefore when discussing the folk music
and folk festivals of Bengal, the two Bengals come to mind. Bangladesh
and West Bengal which share cultural similarities were jointly named
as Bengal. East India consists of the states of West
Bengal,Bihar,Jharkhand and Orissa.Geographically it is located
between North India and Northeast India regions and is linguistically
and culturally related to the independent state of Bangladesh.

Folk Festival and Folk Music:

One of the genres of music in India and Bangladesh is folk song or folk
music. All these songs have been created by man since the earliest
times as a companion in his struggle to sustain his existence against the
odds. Basically, the songs that spread through people's mouths in rural
life are known as folk music. Folk culture was born in ancient times.
Man's urge to express himself motivates him to choose a medium. This
medium is folk medium. This medium is easy, simple and its acceptance
is huge. Among the folk media we can include folk songs, folk dances
and folk dramas. But all these variations are developed through folk
festivals. So it goes without saying that folk festivals play an important
role in its manifestation and spread.

We can divide the emergence of Bengali folk music into two special
genres viz.

1) Centered on various worldly festivals and Pala Parvans

2) Centered on various social issues

Table 1: Different folk forms, folk types, folk festivals and districts of

origin
Folk Folk Folk Districts
Music Type Festival
Form
Bhadu Bhadu Purulia,Bankura,Birbhum,B
ardhaman
Tusu Tusu Jharkhand,Odisha,Assam
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Gambhira Gajan Malda, ChapaiNawabganj
Festival,Ch (Bangladesh)
aitra
Sankranti
Bhawaiya North
Bengal,CoachBihar,GoalPar
Song a,Assam
Baul Poush Mela Birbhum,Kustia
Patua westbengal
Sangeet
Kobi Gan Birbhum
Hapu Murshidabad
Jhumur Bankura, Purulia and
Bardhaman
Bolan Nadia, Birbhum, and
Murshidabad
Leto Burdwan, Birbhum and
Hooghly
Dhamail Marriage Sylhet, Mymensingh
Festival
Bhatiali Mymensingh,Faridpur,Comi
lla
Chhau Chhau- Purulia
Jhumur Jhumur Bankura, Purulia and
Festival Bardhaman
Dance Gambhira Gaj_an Malda
Festival
Ranpa Jhargram
Kalikapat | Neel puja Westbengal
arai
Jhapan Bankura, Purulia,
Medinipore, North and
South 24 Parganas
Raibensh Birbhum, Bardhaman and
e

Murshidabad
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Ektara Used almost all district in
Dotara Bengal.

Dhol
Banshi
Madol

Sarinda
Instrum Dhak
ent

Banam
Bena
Khamok

Gajan Festival

What is Gajan really? The word "gajan" contains 'gaon’ or village and
jan' or people. In short, the public festival of the
village. TarapadaSantara has mentioned 'Gajan' as 'Bengal's real public
festival'. HaridasPalit wrote in the newspaper
"BangiyaSahityaParishad" (1318) - "People's shouts, loud noises, so it
seems that the festival will be called Gajan™ over time.This folk festival
was born from the mixture of personal respect, devotion and love that
emerged from the heart of the common people of rural Bengal.Another
group of researchers think that here 'Ga’ means 'Song' and 'Jan' comes
from 'Mahajan' - from which Mahajan means 'Shiva's song'. But the
word 'Gorjan’ may also be the source of 'Gajan’ - which has a direct
connection to Mahadev's loud exclamation of victory.The origins of
Chou-Nach are mainly centered on the Gajan festival.

Bhadu

Among the tribals, Santals, there is a tradition of celebrating Karam
songs and festivals during the rainy season. That too especially in
Bhadramonth.Bhadu festival is the festival of Bhadra month. VaduPuja
is performed on the Sankranti day of Bhadramas. In terms of vows,
female vows begin at the beginning of Bhadra month. Vadu festival is
mainly held in Burdwan, Bankura, Purulia, Birbhum,
PaschimMedinipur districts of West Bengal and one or two districts of
Lagoa, Bihar, Jharkhand.Ashutosh Bhattacharya has taken Bhadu song
as the Hindu version of this Karam song of monsoon festival. He called
Bhadu song as originating from the AryatarSamaj, influenced by the
paganism of Hinduism.
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Tusu

Tusu is a mundane goddess who is worshiped as a potter.Tusu Festival
is a folk festival held on the last day of the Bengali month of Poush, i.e.,
MakarSankranti. It is mainly river centric.It is a unifying form of
common faith and belief of the agrarian society in joy of harvesting
crops.Girls compose new songs around Tusu festival. Sometimes
songs are tied instantly. Tusu is shortened to song form. Most of the
time it is not an event or a topic that is brought up in the song, but the
song contains a collection of images. Even though they are illiterate,
their life's happiness, sadness, hope, desire and love are reflected in the
song. The main attraction of the Tusu festival is the Tusu song. The
main theme of this music is carnal love. Singer's imagination,
happiness, sadness, laughter and pain of married life come up in the
song. Social responsibility can also be seen in their songs. Aurtists also
use Tusugan to protest against bride abuse, social awareness, any
special events in social life. For example, Tusu songs were also written
against Nilkar sahibs. Where there was talk of protest prevention.

Jhumur song

Jhumur song is an ancient style of folk music. Originally it was the
song of the tribals, especially the Santals; This song is still popular
among them.Santhals perform jhumur dance and song together in
karam festival. Jhumursong have expanded with loveliness and beauty
of melody among common people of Bengal.

Gambhira Gan

Gambhira Song: Gambhira song was the song dedicated to Gambhira
festival. In this song, the story of Shiva-Parvati'sLeelaDurga leaving
her husband's house and coming to her father's house was the subject of
Gambhira song. Over time, excluding the part of God, only social
problems became the subject matter of this song. Today's Gambhira
songs do not have any mention of Shiva. Today's Gambhira songs are
presented in a humorous presentation about various problems of the
society and their solutions through the question-and-answer
conversation between the grandmother and the grandson. Basically,
after the first and second world wars, after the changes in the national
and social context, Gambhira song took the form of social folk dramas
as a result of the demand of the people's taste. At present, drums,
harmonium, flute, tabla and judi are used as accompaniment
instruments.

Bhawaiya Song
Bhawaiya song is mixed with the water, air and soil of the vast areas of
North Bengal, especially Coochbihar,Alipurduar and adjoining areas.
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Bhawaiyas soulful melody can be heard in peoples throat. There is,
However disagreement about the origin of the world bhawaiya.
According to some folklorists, Bhawaiya is derived from the word
‘bhawa’.The word bhawa means pasture. In other word the creation of
the song is based on the pasture.

Bhatiali song

Bhatiali is one of the folk songs of riverine Bangladesh and India. The
joys and sorrows, hopes and desires, love and devotion of farmers,
farmers and hardworking people are revealed through this song. Poets
of Mymensingh, Dhaka, Faridpur have been composing this song since
ancient times. Actually the melody of this song is called
Bhatiali. Usually two/three words of this song are uttered at once
forming phrases and the utterance is followed by a long drawl. Bhatiali
songs do not use any musical instruments very much. The sound of
water being drawn in the river water, the sound of the river waves,
various naturally occurring sounds, the use of flutes etc. can be seen.

Baul Song

Baul Sadhana is one of the most mysterious Sadhanas in the
world. Through this sadhana, the couples perform arupasadhana in the
form of love. The motto of BaulSadhana is to search for the formless
Supreme Self. Baul songs can be seen in Bengali spirituality, rituals,
physical exercises, physicalism, witchcraft. The Bauls came out of the
religious community and introduced themselves as a singing
community. Dressed in ocher clothes, they gathered in a certain arena
with Ektar in their hands. Bauls are called mad, kshapa, gosai. Famous
Baul music artist Fakir Lalon Shah composed about 2000 Baul
songs. One of them is "How does the bird get inside the cage."

Paus Mela

Paush Mela is an annual fair and festival held in Santiniketan in the
Birbhum district of the Indian state of West Bengal. Every year this
fair starts on 7 Paush and lasts for three days. One of the main features
of this fair is the performance of Bengali folk music (especially Baul
songs).

Patua Sangeet

'Pot' is one of the symbols of West Bengal culture. Pottery artists
composed and performed melodious music to display their images,
which established pottery to a different level. The lyrics are composed
depending on the imagery of the pot, resulting in a looser exterior of the
song. Pot is tuned according to the subject. PatuaSangeet usually
begins with bandana. By listening to this bandana, the contents of the
pot can be visualized to some extent. After Vandana comes the main
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story. The influence of regionalism is also evident in the
song.Economic disaster, social deprivation, adultery, rebellion against
tyranny, resistance and attempts are also covered in the songs. Again
devotion, love, vassalya, conjugal rasa also emerges in Patua songs.

Kobi Gaan

Kabigan is one of the genres of Bengali folk music. The singer has to
compose the verse and sing it in harmony. Those who sing Kabigans
are called Kabials.

Hapu Song

Hapu song is one of the ancient folk songs of Murshidabad district. Ha'
means ha-anna, or wail and 'poo’ meaning fulfillment. In other words,
people who are deprived of natural resources used to fill their sorrows
by singing. That is, the lamentation of the heart is hapu. It is a custom
to sing that song by hitting the stick on the back with the words in the
mouth. Hapu song also has a touch of change. Socio-social and
political events are also reflected in the present-day hapu
songs. Various aspects of crisis and degradation of the country, society
and individual are also brought up in hapu songs. Earlier, a stick was
used while singing that song, but nowadays there have been variations
in that folk song to save it from extinction. Now while singing hapu
songs, there is a drum in addition to the stick.

Dance of Bengal

The dynamic group behavior of life cycle is the inspiration of folk
dance. Bengal is equally rich in the variety of folk dances Chou Nach,
Jhumur, Gambhira etc. are famous folk dances of Bengal. Some of the
popular folk dance form are discussed below:

Chau dance

Chou dance is popularly known as a masked dance that exhibits a
special style of folklore arena. Chou Nach is a primitive ancient and
traditional dance form of the south-west border or Purulia. It is a kind
of mask dance.Chou dance is basically the dance of Vir Rasa. For
several years Chou-Jhumur Festival has become a major and important
festival of Purulia. 28 Chou dance troupes and 2 Jhumur troupes from
different blocks of Purulia participated in this festival.

Gambhira Dance

Gambhira mask dance: Gambhira dance is basically a mask
dance. Mask dance is practiced during CharakPuja in many places of
North Bengal. Thisdance is inextricably linked with the festival dances
of the common people, created in tantric and magical beliefs. Earlier
all these masks were made with neem and fig wood. Sometimes the
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mask of this dance was also made from paper. These religious masks
had specific methods of construction and preservation. Different types
of masks were used in the solo dance of Chamunda, Jhantakali, Kali
Ugrachanda, Narasinghi etc.

Raibenshe

Raibenshe is an ancient folk dance of Bangladesh.The word Rai means
great or noble The word Banshe means bamboo That is, the exercise
performed with a strong stick made of bamboo Raibensh's journey
started in Birbhum approximately a few hundred years ago. It is heard
that the zamindars used to beat Raibensh They used to have sticks on
their feet, sticks or long bamboos in their hands They performed
physical exercises to the beat of drums and cymbals.

Jhumur dance

Jhumur dance is a tribal dance.Jhumur dance has the custom of
worshiping deities. Sometimes this dance is performed as a love
offering or to wish for rain. It has a custom of expressing great joy with
various gestures. The 'Jatoor' dance is a novel manifestation of the
social life of Santals. This dance is organized during harvest, Navanna
or spring festival.

Folk Instruments of Bengal
The use of the right folk instruments is also of particular importance in
elucidating the various moods of the versatile folk music. A folk song
can come to life with the right use of instruments.
Ektara,Dotara,Dhol,Banam,Bansi,Madal,Sarinda,Dhak,Bina,Khamok,
Flutes,Violin,Harmonium,Esraj etc are the popular folk instruments in
Bengali Folk Music.

Table 2: Different folk types and instruments

Folk Type Folk Instrument
Bhadu Dhol,Harmonium,Kasa
Tusu Madal,Flute
Gambhira Dhol,Flute,Dotara,Singa
Bhawaiya Dotara
Baul Ektara,Dotara
Patua Sangeet | Open voice with folk instrument
KobiGan Dhol,Flute,Harmonium
Hapu mirdanga, kartals
Jhumur Madal,Banshi
Bolan Dhol
Manasamangal | Harmonium, Tabla
Dhamail Dhol,Behala,Flute
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Conclusion

Bengalis are a festive nation. Bengali folk festivals and folk songs are
our heritage.We have to take care that it does not get uprooted. After
the above discussion it can be said that folk festival and folk music is
interrelated by the rural Bengali peoples culture, rituals, language. The
main purpose of this research paper was to discuss these Bengali folk
festivals and music related to them.It is the responsibility of all of us to
highlight the traditions of folk festivals and folk songs that have been
lost in the evolution of time.
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“.for if we were aware of the artistic achievements of the great
civilization of the past or of the prehistoric and primitive man, they in
turn were not aware of what we know because of their isolation, both
in time and space.” - J.Swaminathan, “Time: the Wings of Art”, The
Perceiving Fingers.

What we see largely is dependent on habits and conventions. The
‘western’ lens has proved quite a convenient tool for perceiving art; our
conventions of perceiving works of art have been formulated by it. In
the early years of the twentieth century, the so-called ‘habits’ and
‘conventions’ of perceiving the world around us, were questioned.
‘Perspective’ which was unique to European art was questioned,;
Picasso questioned the ‘European legacy’, and the result was, as
Swaminathan puts down in his essay, “as shattering as spectacular”. He
added: “Tribal art from across the world invaded the modern scene, and
the confrontation led to remarkable and lasting changes in the outlook
of the ‘modern’ artist. Far from being ‘curio objects’, tribal art works
became powerful presences, and in a sense shook the very foundations
of the western art canons”. When we speak of the art of the tribals or
adivasi, oftenly anthropological terms such as primitive, naive,
primordial, or aboriginal are taken into consideration. Quoting Franz
Boas’ debatable yet sensitive words: “Anyone who has lived with the
primitive tribals, who has shared their joys and sorrows, their privations
and their luxuries, who sees is them not solely as objects of study to be
examined like a cell under the microscope, but feeling and thinking
human beings, will agree that there is no such thing as ‘a primitive
mind’, ‘a magical’ or ‘prelogical’ way of thinking but that each
individual in ‘primitive society’ is a man, a woman, a child of the same
kind, of the same way of thinking, feeling and acting as man, woman,
and child in our own society”. So far, because of the indifference
created amongst them and the mainstream, despite much highly praised
and praiseworthy scholarly attention, the landscape is depressing.

The tribal culture and communities are passing across various stages of
change. For instance, the Rathwas and other communities of the Chhota
Udaipur district in Gujarat, have managed to achieve a certain degree
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of coexistence with the dominant Hindu cultures. By embracing the
coexisting sampradayas or cults of worship they are passing through a
shattering experience of total social, moral, and cultural catastrophe. If
carefully thought of the traditional practices of the tribals, especially in
the domain of art and culture, the situation, if anything, has not changed
for the better. The definition as well as comprehension of art is radically
different in, both, the mainstream as well as tribal domain. Academic
institutions have facilitated us with training in art and its methods in
which it can be understood, but the tribals are deprived of that. Our
understanding of art prompts us to view the painted images as not mere
representations of their deities, but an ‘artistic contribution’ in the realm
of pictorial vocabulary. But, is such an understanding of the painters
themselves? If so, how far do they subscribe to it? During a
conversation with the traditional painters of the Pithora tradition, I
asked them whether they contemplate these wall paintings as art. Their
denial was quite a surprise for me. They replied: “For us, it is a
representation of our gods and goddesses, and a reflection of our
identity and culture”. The writer is not denying to their understanding
of aesthetics and forms, but the issue which lies here is that they do not
seem to have realised the potential and possibilities which the Pithora
visual vocabulary inherits. A feeling of amazement sprouts when we
see these paintings but as a result of their innate creativity, and at the
same time, it is a bit of a surprise to learn its unawareness amongst the
painters itself. The initial thought that was given to this paper was to
discuss about ‘can a ritualistic tradition like Pithora also be recognised
as an artistic practice?’ If this question were to be acknowledged, it
would have turned out to be a conclusion aided by the conventional lens
to view a cultural practice. Instead of treating the Pithora images as
‘works of art’, it is significant to explore the underlying aesthetic factors
which contribute to its pictorial vocabulary is what the current study
aims to delve into. The primary concern here is not to privilege the
tradition as artistic over ritualistic, but to read it as a collective
endeavour which contributes to the realm of a visual vocabulary.

Pithora wall paintings: A Collective Endeavour

In India, several groups of people have been deputed as ‘scheduled
tribes’. They belong to the communities which had lived since the
ancient times in geographical isolation, away from the urban centres
and outside the mainstream of the Hindu social domain. In the state of
Gujarat, twenty seven such groups have been put under this category,
the Rathwas being one of them. Almost every aspect of their lives is
rooted in religious and magical beliefs, and practices. One of the most
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interesting pictorial manifestations of the adivasi myth is that of
Pithora, of great ritual significance to the Rathwas, the Bhils, and the
Bhilala communities. It is a ritual wall painting rendered to propitiate

Pithoro, the fertility deity. The paintings appropriating to the myths of
the creation, the cults of major deities Babo Pithoro and Indi Raja and
those related to ghosts and ancestors and the events of this world are
depicted on several walls of the osr7 (verandah) in the house. In addition
to the spirits of the ancestors, they believe in many gods such as
Gamdev (the village god), Himodi (the goddess of the village
boundaries), Khetarpal (field deity), Babo Pithoro, Babo Ind (probably
Indra), Hadhol (Pithoro’s assistant), the Sun and Moon, etc. The
painting is neither realistic nor a symbolic representation of the
universe, but an iconographic and pictorial conceptualisation of the
mythological ideas of the Rathwas. The sacred enclosure contains the
pictorial depiction of the mythology and cosmography of the Rathwas.

Pithoro, one of the most respected gods of the community who is
connected with the household as well as the welfare of the cattle,
Pithori, the bride to Pithoro, Rani Kali Koyal, the mother of Pithoro,
Rani K3jal, the foster mother to Pithoro, Sttt Rano, the foster father to
Pithoro, Babo Ind, the most important god associated to the myth of the
creation and the story of Pithoro who is also the associated to the
welfare of agriculture, the Sun and the Moon who play a significant role
in the creation myths of the Rathwas, are compared with Rama and
Laksman and who exist in harag (heaven) before the creation of the
earthly objects, etc are a few important characters depicted on the
sacred wall enclosure. The rest of the main wall outside the sacred
enclosure, as well as the two side walls, are usually studded with
painted horses, deified ancestors, ghosts, witches, deities of the
neighbouring villages, and modernist motifs, etc. Ithyphallic horses and
horses having intercourse with a woman are a common sight on these
walls. They represent male deities who are invoked, among other
things, for the gift of a child. Both, Pithoro and Ind are described as
deities who grant the boon of fertility. Apart from that, the sky, mother
earth, human beings, vegetation, animals and birds, insects, etc are
comprehensively incorporated in these paintings.

During difficult times such as issues related to health, poor harvest and
farming, failure to give birth, infant mortality etc, the ghardhani (owner
of the household) who is at the centre of the installation of the deity,
visits the badvo (the priest) to seek guidance. The installation of the
deity begins with a vow which the ghardhant has to undertake in order
to gain the boon from Pithoro. Once he is relieved of the difficulties, he
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has to fulfil the vow by undertaking the installation activity through the
painting in his home. The priest foresees all the activities related to the
belief system, and is a repository of the rituals, stories and songs
associated with the customs. During the ritual, he acts as a channel
between the house owner, the painters, and the god himself. The
lakharas (traditional painters) undertake the activity of painting the
myth as instructed by the priest. All the three are the most important
sources who permeate ‘life’ in these frozen images. The paintings are
but the byproduct of the process which encapsulates myths, the
legendary content, the grammar of the form, and the technique of
sophisticated execution.

Resistance of the Aesthetic

For the tribal communities, the definition of art is radically different
from that of ours. What may seem ‘strong’, ‘beautiful’, or ‘grotesque’
to us might not be the same for them. In any work of art, even if we do
not comprehend what it aims to convey, we may yet, receive its visual
impact; the impact which is governed by the inclinations and prejudices.
Every work of art has its meaning and will signify something. For,
signification in art is, above all formal signification, the sign itself is an
‘expression’. The visual rendering of a form inherits the potential of
carrying the power of signification which is perceived differently. For
the Rathwas, for instance, the form signifies a deity inheriting magical
powers. However, a person who is trained in an art school will
comprehend the form to be ‘aesthetically charged’. To the former, the
image is sincerely believed to be the representation of their god; the
latter will view it as an ‘individual contribution’ of the artist in the realm
of visual vocabulary. One might/might not subscribe to the scholarship
which addresses the Pithora wall paintings as an ‘artistic tradition’ but
restricting these works merely to its religious functionality will be
slightly discouraging. A work of art, as Swaminathan puts down “can
neither be totally opaque, nor it can be a clear mirror: it can only be a
faceless window through which we see - albeit a window which codifies
perceived or perceptible images or experiences”. The artwork, instead
of being an experience in itself and its own symbol, becomes the symbol
denoting experiences and images. The writer would prefer addressing
the painted images as a manifestation of the experience that the
community undergoes during the ritual; the manifestation that translates
their innate creativity. It is in the paintings of the Pithora that the
tapestry which weaves together several layers of the community’s
consciousness comes alive, and the painters are able to express their
creative genius. Jain’s assertion may be true from one point of view,
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but it should not be forgotten that the myth is being depicted in a
visual/pictorial language and therefore, the aesthetic aspect cannot be
ignored.

Aesthetics is not simply concerned with the aspects of beauty and its
appreciation. It also deals with the set of principles underlying a
particular work of art; that which unites a work of art. When does a
Pithora wall painting attain completion? It is the interrelationship of
various activities and performances that weave the fabric of the Pithora
visual vocabulary. It is the entire process which is getting translated on
the walls. The beauty of this tradition is that no one act can sustain
independently. The painted forms ought to embrace the songs and hymn
recitals, likewise the recitals will only be held important in the presence
of wall painting. ‘Life’ in these images can only be poured when they
both coexist; linking the visual and the auditory expression in one
manifestation. From the performative aspect, unless the ghardhant
undertakes a vow, the badvo cannot fulfil his responsibilities towards
the tradition. All the elements cross-fertilize each other. Alone, no
element bears an importance and that is why, it becomes crucial to read
the entire act as a contribution in the realm of visual vocabulary and not
the images, alone. It is well understood that in a language, a letter alone
cannot establish a word, a word alone cannot establish a sentence, and
a sentence alone cannot establish a text. They need to be elevated from
being parts to a whole. The traditional painters have typically positioned
the practice as a ritualistic tradition. The painters have opted for a
(stereotypical) human aesthetic and it is in the bubble of the tradition
that various experimentations happen. It is in the garb of rituals that the
traditional painters are unable to articulate their creations as a result of
innate creativity. Here, we do not aim to presume a lack of the sense of
an aesthetic amongst the painters; it would be foolish to think that a
mind and a hand capable of such marvellous use of manipulation and
line, colour and space would be incapable of creating an aesthetic.
Every individual is a participant, a participant as an ‘artist’. Whatever
the motivations, the fact which remains intact is that the individual
genius in these societies invariably finds an expression in the works of
art which the community may then accept as its collective heritage. But,
what concerns us here is that the Pithora visual vocabulary retains a
stagnant aesthetic because the painters have stabilised the meaning and
purpose of the paintings. Everything that is put on the wall comes from
a staged-aesthetic. For them, it is the form that remains and endures, but
to our notice it is the performance which makes the form and gives it a
style. One cannot deny the fact that the painted forms have contributed
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to the realm of visual vocabulary, but had the vow not been undertaken,
the ghardhant, the lakharo, or the badvo would have held no
importance. The painting is but a byproduct of them.

There exists a contrast between ‘sight’ and ‘vision’. The tribals ‘see’
their works, we ‘view’ them. The former ‘sees’ their works as
‘representations’, and the latter ‘views’ them as an ‘act’ contributing to
the process of creation, the creation of a visual language. “Had there not
been a vow, there would not have existed a bag of arad grains, the
mahudo alcohol, the cow milk, the paints and brushes, the recitals and
the spirit, and the goat and the sacrifice”. All these threads weave the
Pithora fabric.
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Abstract

The article talks about two Indian folk art as a present-day marvel which
is a part of a visual culture where the spirit of tradition is upheld. The
article provides an ethnographic interpretation of the folk art through a
study of the Thullal tradition of Kerala and Chhau of West Bengal,
highlighting about the style, learning and audience connection through
the years. The article will also talk about how the two folk art form is
reaching its audiences and is being sustained through the pandemic
using the digital platform to connect to the audiences. This will be a
worthwhile to art historians, museologists, curators and people will
have an in-depth understanding of the folk-art forms.

Keywords: folk art, mask dance, Thullal, Chau, unity, integrity, Indian
arts, digital connectivity

Overview

Despite having diverse castes, faiths, cultures, and social backgrounds,
people are united apt to the phrase "Unity in Diversity". This phrase
was widely utilised by Indian liberation warriors to incite patriotism in
the populace at the time of independence. With its many varied faiths,
dialects, festivals, fashions, and regions, India has a huge and diverse
culture. Every state has a distinct identity that is preserved for future
generations with distinct historical, mythical, and cultural background,
as well as a distinct civilization and set of ethical principles. The
Mahabharata and The Ramayana are two of India's most well-known
and ancient epics. The foundation of the Dharma as the tenet of the
Hindu way of life was greatly aided by these epics.

India, with its diverse religious and ethnic groupings, is currently the
important secular nation with its motto of Unity in Diversity. The
diversity of belief, lifestyle, and religion is not a sign of weakness but
rather of tolerance, dynamism, and a wide range of viewpoints. The
most solid component of India's "Unity in Diversity" is the ability to
travel around and express oneself without restriction.
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Since the beginning of time, our nation has been home to several varied
cultural and ethnic groups. India's population may be broadly split into
four primary ethnic groupings. Men from the Neolithic and Palaeolithic
eras who still reside in this nation now make up the first group. The
second population is of the mongoloid and may be found in the Sikkim
and Nepal regions. The Dravidians are a third group of people who
reside in the southern region of the nation. The Indo-Aryans residing in
India's northern region make up the fourth group.

The beauty of India lies in the fact that there is harmony among its many
cultural groups however their differences in terms of ideology,
philosophy, literature, culture continues to linger upon. People from all
different cultural backgrounds gather to celebrate all the festivals in this
nation, which is known as the land of festivals. Social rituals are often
conducted in a same manner across the nation. As a result, despite
India's cultural variety, there is a sense of unity.

India is a home to a vast treasure trove of vibrant folk dances, folk dance
styles and performances. India. From regional folk music to street
dramas, India has a rich legacy of folk entertainment. India's folk
heritage, with its traditional elegant sensibility and validity, has a
certain tremendous potential on the global market.

In India, folk performances, particularly folk theatre, mark the
beginning of the so-called "civilised civilization." About the beginning
and origin of these folk arts, one may argue that the evolution of Indian
folk arts mirrors the evolution of humanity. Every nation's folk art has
evolved with its civilization, becoming ingrained in the local way of
life. They cannot grow independently since they are the products of
civilization, and society.

Folk jewellery, folk costume, make up. folk plays, songs, and other
forms of art and performance are in some ways a reflection of the
culture of the day to day living. Through performances and folk art, the
society communicates its joy, pleasure, sadness, achievements and
nations glory.

THULLAL (Kerala)

The elements of art, music and dance in Kerala have many styles
portraying their own historical development. The topographic
circumstances, climate, language, and people's physical makeup are the
key factors to determine a dance form as folk and classical. The primary
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determinants of human behaviour include topography, climate,
language, and physical makeup of the population. Kerala has several
different and vibrant dance styles. What makes the dances special in
Kerala differs from other Indian states is that there are plans for
traditional and folk dances of all kinds.

Thullal, which means “to hop or jump about gleefully". In the
seventeenth century, this art first appeared as a solo presentation that
combines dance and dialogues. Thullal is the explanation of a story that
is typically taken from the Puranas during recitation. The Thullal artist
sings, assisted by a second vocalist who sings the lines again while
being accompanied by a mridangam, harmonium, and cymbal
ensemble.

Unlike Kathakali and Koodiyattam, Thullal was presented in a funny
and satiric manner, and its use of straightforward Malayalam language
made it immensely popular among audiences. Despite being
straightforward, the makeup resembles Kathakali quite closely. Yellow
and blue arsenic mixed together are used to paint the face. Reddened
lips and darkened eyes. For the expressive purposes, the entire painting
of the face is retained. The dancer is dressed in a with golden necklaces
and pearls and vibrant tassels. The white waist wear looks like skirts.
The helmet is tiny, light in weight, embellished with golden paper and
sparkling stones. The bell-adorned waistbands, bracelets, and amulets
are very identical to those in Kathakali.

Thullal is a folk solo dance from of Kerala, which comes closer to
contemporary life and is known for its simplicity, wit and humour.
Staged during temple festivals, explicates the verses through expressive
gestures. The themes are based on mythology. This satiric art from was
introduced by the renowned poet Kunchan Nambiar. Make up, though
simple, is very much akin to that of Kathakali. The Thullal dancer is
supported by a singer who repeats the verses and is accompanied by an
orchestra of mridangam and cymbals. There are three related forms of
thullal ottanthullal, seethankan thullal and parayan thullal of which the
first is the most popular.

In comparison to Seethankan and Parayan Thullal, this dancing tune is
sung more quickly. It has been suggested that Kunjan Nambiar's "kolam
thullal" may serve as a model for how to apply green face paint.

Pulayar is the caste name for "seethankan." Their traditional dances are
mostly decorated with delicate palm leaves. As a result, they are also
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dressing as "seethankan thullal” in palm leaves. The song "seethankan
thullal" is repeated more quickly than "parayan thullal.”

The representatives of "parayan thullal" are "Parayans," a caste. Its
attire is similar to the "parayans™ traditional attire. The words "Thullal"
and "Ottan" both imply "leap or jump ahead." Fundamental societal
injustices and biases are addressed in Ottan Thullal dance
performances. It poses addresses issues via dancing to illustrate them
naturally and realistically. Themes based on mythological stories,
humour, satire and social criticism are the hallmarks of this art form.
Folklore can be broadly characterised as the tradition of the ordinary p
eople. This fetches about depicting equality among citizens and people
of all community, thereby leading to a cultural coexistence and diverse
culture.

CHHAU (WEST BENGAL, ORISSA, JHARKHAND)

Eastern Indians practice a folk-dance form known as Chhau dance,
which recreates scenes from epics like the Mahabharata and the
Ramayana as well as regional folklore and abstract ideas. Its three
distinctive styles, the first two of which include masks, are from the
Seraikella, Purulia, and Mayurbhanj districts. The heritage of Chhau
dancing borders the eastern Indian provinces of Orissa, Jharkhand, and
West Bengal.

The three distinct forms of Chhau:
(i) Seraikella Chhau of Jharkhand
(ii) Mayurbhanj Chhau of Orissa

iii) Purulia Chhau of West Bengal

Seraikella and Purulia dances both use masks into their performances.
Being inextricably linked to its ceremonies, Chhau dancing plays a key
part in the celebration of the spring festival Chaitra Parva. Its roots can
be found in indigenous dance and combat styles.It engages the entire
community during the folk-dance performance. Male dancers taught by
Gurus or Ustads or from families of traditional artists perform. Its roots
can be found in indigenous dance and combat styles. The basic
language of Chhau dance consists of khel (fake fighting moves), chalis
and topkas (stylized animal and bird gaits), and uflis (movements based
on a country housewife's everyday tasks). Male dancers from local
communities or the families of traditional artists are trained chhau. The
dance is done at night in an open area to reed pipe-played traditional
and folk music.
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Oral traditional way of teaching is used to pass on the knowledge of
dance, music, and mask-making. The performance lasts all night long
and local mythology, folklore, scenes from the Ramayana and
Mahabharata, as well as abstract concepts, are some of the topics
covered by the dancers' repertory. The beat of native drums like the
dhol, dhumsa, and kharka and the melody of the mohuri and shehnai
gives the music its dynamic character. The majority of the dancers are
from the Munda, Mahato, Kalindi, Pattnaik, Samals, Daroga, Mohanty,
Acharya, Bhol, Kar, Dubey, and Sahoo groups.

Chhau masks - Mayurbhanj Chhau does not employ a mask, although
the Purulia and Seraikella Chhau dances do. There are also little
distinctions in the masks worn in these two schools. While Purulia
Chhau relies more on drama and acrobatic motions with social themes,
Mayurbhanj Chhau is more folk-oriented involving martial art
movements and Seraikella Chhau is more subdued and similar to other
traditional dance styles relating to mythology.

Each mask depicts a distinct legendary figure. To give the figures a
stunning appearance, the eyebrows and eyes are painted. The masks of
Lord Rama, God Karthik, and Goddess Durga are typically painted in a
vivid yellow or orange colour. While Lord Shiva and Goddess
Saraswati are painted in white, Krishna is given the colour green or
blue. The folk dance Chhau brings together individuals from various
socio-economic classes and racial backgrounds who have a variety of
social customs, religious views, occupations, and linguistic abilities.
Communities are becoming more estranged from their origins as a
result of rising industrialisation, economic pressures, and new media,
which is also causing a decline in communal engagement.

The Chhau of Odisha, West Bengal and Jharkhand has been included
in the UNESCO list of Intangible Heritage. Chhau dance-drama has
adapted body motions from folk behaviour as well as animal and bird
natural behaviours. In addition to enacting themes from the Ramayana,
Mahabharata, and Purana, Chhau dance tales also touch upon vital
themes such as national pride, social issues, historical details, natural
beauty, Indian agricultural life, Sanskrit poetry, and other pertinent
topics. This creates a social connect, unites people through culture
making it an integral part of Indian folk culture.

Digital Media Presence of Folk Arts
There has been a global surge of digital arts since March 2020.
Performing arts companies jointly went on the digital bandwagon after
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being forced to cancel live seasons. The number of virtual performance
events available to spectators has exploded, from live streaming
performances to archival production video.

Digital channels were a crucial instrument for audience involvement
from the start of the closure. Dance, Music and Arts organisations may
reach a much larger audience than their actual facilities could possibly
accommodate while promoting the value of the arts as a source of solace
and inspiration during a crisis. But it's becoming more and more
obvious that the comeback to live performances is back on track in
2022. Companies have devalued their own products as a result of the
first fear caused by transferring their artistic goods online. The
transition of the newspaper business to internet platforms during the
past ten years can be clearly compared in this regard. The industry is
still battling to change customer expectations after originally delivering
internet content for free, with significant ramifications for both writers
and publishers.

As per the interaction with Chhau artist, “arts organisations need to
have a monetized business plan for online performances and
presentations if they want to thrive. However, this change must be
handled cautiously, especially by businesses who started with an open-
access strategy and now run the danger of alienating their fans and also
need to manage the copyright of the choreographic works.”

Different methods of monetizing digital material have been tested by a
number of cultural organisations. The Digital Concert spaces and
portals have started hosting virtual performances for a paying audience,
with all ticket sales benefiting the artists.

According to the Thullal artist, “the folk arts institutes likely to concur
with the claims that social media and the internet have enhanced
involvement, made art a more interactive experience, helped to make
arts audiences more diverse. The internet has had a huge impact in
widening the bounds of connectivity to the world audience.”

Conclusion

The most recent technologies that have ingrained themselves in our
culture include wireless Internet connections, smart phones, tablets,
Facebook, and Twitter. Traditionalists have claimed that the study of
folklore is incompatible with computer-mediated communication and
cyberspace, the digital world is completely capable of creating,
transmitting, performing, and storing vernacular culture. The emerging
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cultural settings and expressive folkloric communications made
possible by digital "new media" technology are documented in Folklore
in the Digital Age.

As individuals embrace technology to complement and replace
conventional forms of spoken communication, new media is
transforming how people learn, share, participate in, and engage with
one another. However, many folklore forms exhibit behavioural and
structural overlap across online and offline contexts, and new trends in
digital rhetoric imitate the dynamics of previously studied folkloric
forms by using well-known social or behavioural norms, language
inflections, and symbolic gestures. Folklore in the Digital Era offers
viewpoints and insights into the various ways that folk culture appears
in the digital age, and it helps us understand how vernacular expression
functions in our rapidly evolving modern environment.
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Abstract

Indian folk traditions are the reflection of Indian culture and philosophy
of different times and its evolving process. The origin and the
development of human life has deep connection with the human quality
of expressing emotions through the medium of arts. The creative
thought process of mankind of several generations has constantly kept
the art forms and the culture fresh and alive. The article aims to
accentuate the ties between culture, festivals and folk traditions in
special regards to folk dances of India.

Keywords: Folk traditions, culture, philosophy, festivals, geographical
background

Forming of the society and culture and making a headway (edited
on 12/10/2022, 14/10/2022)

The primitive man lived in the jungles. Initially his habitation on this
earth was mainly for the purpose of survival. He spent his time
searching for food. He hunted the other animals to satisfy his hunger
and also to protect himself from other animals. He kept trying for the
better shelter and safer life. Slowly the men understood the necessity
and warmth of living in a group. The activities done in a group, gave
them a sense of their community or tribe. The continuous practice of
the activities and behaviour followed by a group of people became the
way of living life and it became a culture. The beliefs and the customs
played a vital role in establishing the identity of the community. As
Kapila Vatsyayan says “There is hardly a civilisation or culture
wherein the awareness of human movement as a vehicle of expression
of joy and sorrow is not evident.” From the centuries, the expression of
the life experiences and emotional responses are best exhibited through
music, dance, poetry, painting etc. The primitive man responded to the
beauty of nature. He tried to copy the sound and the movements of
moving leaves, swaying trees, dancing peacock, jumping deer, roaring
lion, flying birds, ocean waves and so on. He believed and relied on
natural and super natural powers. He believed in Nature God and prayed
to Panchabhutas (five natural elements). His primary occupation was to
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hunt and gather food. The activities of music and dance were to please
and plead God for the protection and wellbeing. Man started expressing
his happiness and sorrow through the projection of different kind of
voices and body movements. Sometimes the lines, shapes, and colours
became the medium of expression.

With the formation of the society or community, man found more
occasions to dance or sing to celebrate the festivals and share the joy.
The best part was that they were not performed with the expectation of
any reward or appreciation but it was a part of their daily life. There are
many folk dances which are performed while performing daily
activities i.e., building the road, sawing the seeds, harvesting and
reaping, rowing the boat, fishing in the sea etc. Besides the daily work,
people gathered in a common open place to sing and dance to enjoy in
their leisure time. After working hard in the fields, the folk tunes and
folk dances were the medium of relaxation. Even at the occasions like
praying to God for rain or to get protection from the natural calamities,
arrival of new season, at the time of birth, marriage or death, man chose
to sing the song and dance to rhythms. They did simple movements to
rhythmical songs that everybody could easily copy and follow. The
intention was to share the joys and sorrows together. The folk dances
were the result of community gathering to celebrate the festivals. As the
man became civilised, the art of expression grew. Dance, music,
language, poetry, drawing, painting etc., took a better shape and made
a headway to get more recognition. Margi (classic) and Desi (local or
folk) aspects were identified as two different ways of expression. Folk
songs and folk dances became popular in each region. According to the
geographical background, food habits, cloths, beliefs and customs, the
folk arts developed their own identity.

In ancient time travelling from one place to another place was tough
due to lack of transportation. But later, with the developed
transportation facilities, people’s movement became easier. They
travelled from one place to another for the occupation and many other
reasons. This movement enabled people to know the culture and
traditions of another state. It also opened up the gate for the cultural
exchange. Every place in India has different food habits, different
clothing, different conventions, different language, different life style
and different forms of arts. Therefor when people got to know each
other’s culture and tradition, they tried to understand and adopt other
cultures too. Thus, in India we find unity in diversity. We respect each
other’s culture and traditions and we all stand as one in spite of
heterogeneous culture, philosophy and traditions.
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Folk dances: Amalgamation of diverse culture and philosophy
India being a vast country has a diverse range of culture comprising of
multiple languages, food, clothing, folk tales, music, musical
instruments, dance, drama, painting, literature, sculpture etc., as per
their geographical background. The folk-art forms are the reflection of
the multifaceted Indian culture and philosophy. Philosophy is a
fundamental driving source responsible for the human behaviour.
Indian philosophy in specific, is evidently spiritual. The knowledge of
Brahman and Atman derives from the Vedik and Unpanishad culture.
The theory of rebirth or no birth, hermitic life or pleasure-loving life,
individual existence through the power of soul or no soul, etc., depends
on the philosophical point of view of people belonging to various
communities and their conducts. It is hard to separate the culture and
philosophy. They are intertwining threads. And they are very well
observed being portrayed in the Indian folk traditions. In spite of
diversity of culture in India, all ultimately agree to the basis of attaining
supreme through the practice of arts forms. Finding oneness with the
Brahman who is a creator and who manifests in every creation of the
universe, is a supreme goal of any art form to achieve. Folk art forms
also derive from the aspect of worshipping super power, invoking
higher spirit for the removal of evil and pleading for the success in
everything. However there has been always a righteous reason behind
every ritual and tradition. The rituals again depend on the life stye of
the people living in different geographic and climatic conditions, their
occupation, the customs laid down by their ancestors, their community
bonds and responsibilities and so on. The Indian philosophy of
respecting and worshipping nature, respecting animals and giving them
place in God’s abode (as many of them are considered vehicles of Gods
and Goddesses), gets revealed in the folk tales, folk dances, folk music,
folk paintings and in temple sculptures. The different types of
community dances are born from this philosophy. For instances, magic
dances, hunt dances, dances for propitiating the spirits, animal imitation
dances of homads, dances for different agricultural activities, dances to
celebrate the birthday of Gods and God’s victory over evil, dances
interpreting stories from the epics mainly from Ramayana and
Mahabharat, devotional dances etc.

Rasleela of Radha-Krishna and gopies is popular in many states of India
like Uttarpradesh, Madhya Pradesh, Assam, Gujarat etc. Ramleela is
popular in Uttarpradesh. Raas leela is normally performed at the time
of Krishna Janmashtami or holi or Navaratri. Whereas Ramleela is
performed at the time of Ramnavami and Dashera. In Gujarat Garba
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folk dance is performed to worship Mother Goddess Amba at the time
of Navaratri festival. The ladies dance carrying the pots on their head
with a lighted lamp inside which signifies the power of Maa Amba. In
Bengal, Navaratri is grandly celebrated as a worship to Goddess Durga.
As per the tradition in Tamilnadu they set up different dolls consisting
of various gods and goddesses, humans, animals, and different existing
living things of universe on three steps, five steps, seven steps or nine
steps ‘golu’. They daily perform devotional songs and dances in front
of the ‘golu’. The first three days of Navaratri is dedicated to the
worship of Goddess Durga, next three days are devoted to Goddess
Lakshmi and last three days are devoted to Goddess Saraswati. The
festivals in India, are the major occasion for showcasing folk-art
traditions. Every state of India has a unique variety of folk-art form.

Determining factors of folk-dance movements; Geographical
background and physical structure of the body and regional
occupational activities

Geographical background and physical structure of the body

India being a huge country, has manifold geographic conditions
consisting of high mountains, coastal area, desert, plains and plateaus.
In Kapila Vatsyayan’s words, *Nature has shaped the nature of
“motion” in a most subtle but effective way.” The people are
conditioned with the geographical landscape that they live in.

Habitants of Mountains

The people who live in mountains have to walk a lot and they have to
come down and climb up many times to fetch water, food and other
things. In Himachal Pradesh and Uttarakhand, the mountain villagers
are tall and well built. While walking or climbing up and down the
mountain they keep their foot firmly on the ground. In their dance also
we see that they dance with the body and torso erect. The knee-dips are
the special characteristic of their dance. The Wattals, the Hikat or Rouf
or the Bacha Nagma or Bhandpather are the some of the folk dances of
Jammu, Kashmir and Himalayan ranges in which such movements of
erect torso and khee-dips are seen.

Habitants of the plains and desert

The people living in plains have different movements. The physical
structure of the people leaving in the plains lead them to more of
extrovert movements of the torso setting up more joyous and gregarious
mood. For instance, Bhangda-Gidda of Punjab, Ras Leela, Phag, and
Loor of Haryana, Charkula, Kyal, Ras leela, Ram Leela, Kajri, and
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Jhora of Uttar Pradesh, Brita, Gambhira, Chhau, Tusu and Baul, of
West Bengal, Raas, Garba, and Tippani of Gujarat, Lavani, Koli,
Dhangari, Tamasha and Dindi dance of Maharashtra etc. (Kapila
Vatsyayan page no. 296 Conclusion). Rann of Kutch and deserts of
Rajasthan have more exciting varieties of folk dances like Ghoriya raas,
Hinch, Titodo, Manjira nritya and sword raas of Gadhavis of Kutch and
Gair, Ghoomar, Katputli, Teratali and Rajasthani kuchhi ghodi of
Rajasthan.

Habitants of marshland and seashore

The dances done by the folks who live in the marshland or seashore
area, have identical movements of creating waves with curvy
movements of the hands. The Malhar dance of the coastal area of
Guijarat, have the movements resembling the activity of throwing net in
the sea and gathering it back, or rowing the boats or thanking sea god
for safe and successful return after fishing in the sea. The upper body
movement is more significant than the lower part of the body as their
movement signifies their occupation of rowing the boats in the sea for
fishing. Even koli community of Maharashtra have similar dance
movements.

Regional Occupational activities

Many folk dances stem from the day-to-day work of people and their
occupational activities. Naga dance of Nagaland portray the moves of
hunting animal with sharp weapons. While dancing they hold the
weapons like spheres, swords and shields in their hand. It belongs to the
Naga community’s martial art of headhunting. In Bhils and Marias’
dance, fast moving circle embodies the capturing of animal. They also
acquire serpentine way of moving. Similarly, the fishermen use more
of hand and torso movements. They use the movements of throwing the
net and collecting it and so on. The various agricultural activities like
sawing the seeds, ploughing the field, harvesting etc., are also included
in the dances. They bend low while doing the movements and execute
the movements of sawing, ploughing and harvesting. Tippani dancers
pound the ground with the sticks with flat ends and jingles tied on the
other end. It creates a beautiful rhythm. The Tippani dance and songs
ease up the activity of pounding the ground while constructing roads.
Other daily activities of farmers or villagers like drawing water from
the well, spinning of yarn, weaving of cotton looms, cleaning the
utensils or washing the cloths, giving bath to the domestic animals like
cows, buffalos and goats, are also included in folk dances.
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Some examples

1. The movement of spinning wheel and gurgling water — Gidda

2. The weaving cloth on loom- Lai Haroba

3. The journey to the well and drawing water- Lambadis of
Andhra Pradesh and Paniharis of Rajasthan

4. The cleaning of the utensils and the preparation of mud-floor-
Mayurbhanj of Orissa

5. The balancing of pots- Bhavai of Rajasthan
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India is one of the few countries in the world which has a very ancient
culture and civilization. India's cultural history has a long legacy of
several 1000 years, on the other hand shows a subtle but strong thread
of continuity, epitomized in the assimilative power of the culture and
the unique display of “unity in diversity”. The name India comes from
the word Indus, which has been derived from the Persian word for
Hindu, from Sanskrit word Sindhu. Now India is popularly known as
‘Bharat’ and ‘Hindustan’. Since ancient times, India has been known
for its culture, heritage, and tradition. The epics of Hindustan - the
Ramayana and Mahabharata which serve as folk epics have greatly
influenced Indian culture. A huge portion of Indian artworks are
influenced by different religions and culture of the nation.

Understanding about art forms: Art is a spontaneous expression of
human mind. According to Shilpa shastra, artist should be like a priest
and his art must be his Dharma. Folk art is a symbol of social life. It
reveals the inner beauty the design and the values that lie deep in the
Community. The tradition and culture of a city are perfectly mirrored
through the beauty, shape and color of things used in its daily life.®
The relation between culture and folklore is very complex and
inseparable indeed folklore and various folk generations are integral
part of our culture. Indian folk arts are culturally based art forms that
are handed down through generations. These traditional art forms
include music and dancing, puppetry, storytelling and much
more. Paintings, architecture, folk dance, and other art forms are also
influenced by the culture and religion.

Folk performing arts as art forms have language of their own. In a broad
definition, any system that facilitates “communication between two or
more individuals may be defined as language”. So, art is a kind of
language that can be in turn divided into such sub languages as
literature, cinema, fine arts and so on. Folk performing arts are one of
the important genres of folklore. this art form at great place Society of
the world, by which the people can enjoy themselves and receive
satisfaction. Characteristically folk art is not influenced by any
movements in academic art circles and in many cases folk art excludes
works executed by professional artists and sold as “high art” or “fine
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art” to the society’s art patron. There is close relation between folk and
classical. In modern perspective, folk can be considered as an
alternative in many respects.

Impact of folk culture: The belief of the Indian people on gods and
goddess says for which they have been creating many temples and
majority of these temples carry a lot of paintings artworks and
architecture. Indian Painters create different types of paintings like Lord
Krishna or the life of Lord Krishna for which the inspiration comes
from the events which are related to the lives of Hindu God. History
says that world famous civilization Indus valley was established in
India. Other than the cultures of people of India, the beliefs influence
the nature of art. the art experts feel that the religion is the way of life,
and its effects can be clearly seen in the works of the artists. In simple
words, Indian language, culture and religion have influenced Indian
paintings, artworks, and architecture.

Folk and traditional arts have not only provided us part ways of
discovery to history and heritage but open us up to a unique experience
of cultural sharing with one another. The important characteristics of
Indian culture are civilized communication, beliefs, values, etiquettes,
and rituals. Whether it's an India folk dances or its folk songs they all
tell a story. They are specific to a particular locale and even if they are
performed at another place, they will still carry the strong features of
the place of creation. Even though people become modern in today's
world still they celebrate festivals as per the customs. This is the roots
as festivals from where treasure of Indian folk culture comes.

Significance of different art: Indian music has made a significant
contribution to the process of national integration. Indian folk music
draws largely from tribal music but is different from it and refers to
developed mode of tribal tradition. Indian anthem music is uplifting and
inspiring and it helps bringing the country together as a whole. It's a
song that brings together individuals of all faiths, nationalities and
languages. As a result, the country is more cohesive. Music is a
wonderful teacher for the spirit.®

A sacred and powerful art form was viewed as a necessity for renewing
the state and the nation. As long as we understand, music is a means of
bringing people together in harmony. If children grow up in their
natural innocence, we may no longer have to strive. To achieve this,
music is unquestionably one of the best weapons. Mahatma Gandhi
argued in favor of making music required subject in elementary school
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because he saw it has a positive activity that transcends societal
divisions and fosters harmony among all people.®

Students of music learn many necessary values for life as music
enhances their minds, expressive ability and a whole host of other
qualities. Self-discipline, expression through sound, problem solving
skills and teamwork ignite the creative and critical minds. Learning to
read music is learning a different language with abstract sonic meaning.
Performing music encompasses playing with others, as well as alone,
which both necessitate certain skills. People who do not make a career
in music but have studied it will take these skills and apply it to their
everyday lives and careers. Nowadays Music is helpful in the healing
process for mood, depression, stress etc. The music industry supports
jobs nationwide in core music activities like recording and live
performances.

In the Indian film industry and the music of many classical singers have
been a unifying force in the country.® Film makers in India have made
various films about the independence movement over the years. The
film is a facilitator of culture. as a result, a nation’s rich cultural legacy
and national aspirations can be more executed in the course of
development.®

In any country, the film world is a significant source of new
opportunities. All the arts, from painting and costume design to writing,
acting, directing, producing, photography and tourism are incorporated
into filmmaking. Government policies and ideas are popularized via
film. For example, the national orientation agency and ministry of
information and culture use films as a means of promoting awareness
on issues such as HIV aids and so on.(®

India’s glorious traditions and rich cultural heritage are closely related
with the development of tourism. Art loving visitors from around the
world have taken a particular interest in India’s rural tourism and
heritage and painting. Few well known dance festival also attract art
lovers to India. The music, dance, painting, customs and languages with
respect to Indian cultural heritage towards development of all Fine Arts,
go to make India as tourist paradise. Tourism contributes the maximum
extent to the economic and the socio-cultural well-being of the
country. Dance can be classical, folk or tribal. The evolution of
stylization of movement resulted in the distinctive character of the
regional schools of both sculpture and dancing. This continuous
development is possible only when the tradition is alive and vibrant.
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The sculptors, dancers of each period seem to have been keenly aware
of set of rules. Like KARANAS, sculptured in Gopurams which
analyzed, identified by different authorities. That clearly shows the
impact of one art to other arts. The root of sculpture enhances few folk
arts and that folk art support tourism, painting, dance study and other
arts and even study of history too.

Bhangra of Punjab, Bihu of Assam, Bhavai of Rajasthan, Lavni of
Maharashtra, Teiyyam of Kerala, Garba of Gujarat, War dances of
Nagaland are some of the well-known folk dances. There is science
behind each tradition in India. In Indian cultural tradition every ritual is
not just to celebrate, there is always reason behind.

Garba can trace their origin far back in antiquity to the time of Sri
Krishna. At the beginning of Aswin (September — October), comes the
Dussehra festival, preceded by a nine-day celebration of Navratri.
Villages give thanksgivings at the end of the monsoon rains with song
and dance. Everyone celebrates by dancing around goddess Mataji,
giver of plenty of prosperity as per the Indian folk culture. This popular
folk dance has been introduced into the cities and is a favorite item at
Guijaratis gathering and stage performances. In the cities, the themes of
the dances are a little more sophisticated.7

The name Garba comes from the Sanskrit term Garbha (womb) and
Deep (a small earthenware lamp). If we talk about scientific reason
behind Garba of Gujarat, so we can say in the year there are four
Navaratri, but why we perform garba in only Ashwin month’s Navaratri
only? This is because in this month according to science there is level
of “Pitta” raised in body and by snap, clap, strike of toe and heel, we do
acupressure which protects us from rising level of “Pitta” in our body.
And unknowingly we heal our problems and of course garba is good
source of exercise also.

In garba, the colorful costumes and lovely old prints of the textiles, the
sweetest of melodies (In the form of prachin garba) are redolent of a
charming old-world atmosphere. And at the result of this type of
demand needs support from other art like textiles and painting. Folk art,
painting has been an integral part of the Indian civilization and it
continues to be a living tradition. Warli, Madhubani, Pattachitra and
other forms of traditional Indian folk art are internationally acclaimed
possessions today and they depict Indian culture.
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Indian folk art as Mandala art is traditional form of art, associated with
meditation and spirituality. It is typically a circular form of drawing
which symbolizes wisdom while meditating. Mandala, zentangle, and
painting serves as a therapic exercise to bring happiness, relaxation,
healing and stress reduction. Here in this form of art, we see influence
from Indian folk culture as tradition to enhance other arts too. Like that,
one other famous folk art of painting is Madhubani art.

The Madhubani paintings consist of ritual content such as marriage or
birth and festivals. ldeally, any art is done on a newly plastered wall or
a mud wall. The work is now being done on paper, fabric, canvas etc.
for commercial purposes. Madhubani paintings are basically spiritually
inspired. They are made in specific rooms in the home, such as the
prayer room, the ceremonial place, the bridal room, or the village’s
main walls to greet guests etc. The colors that are processed by the
artists manually. In 2012, about 100 trees were painted in the
Mahbubani style. This proved to be a successful way to raise
awareness g

Conclusion: Art provides us a crucial glimpse into history - a means
through which we can understand the life that came before us and
without which the world would be far less interesting and inspiring
place. It provides a doorway into galaxies of possibility for action and
platform political and social commentary. Art has been used as a tool
for cultural exchange, education healing, social awareness and
expression. Art opens the heart and mind to fuels the imagination. The
pioneering reason behind establishment of folk dance is the Indian
culture. We find the cultural aspect hidden in almost every folk dance.
When blended with the modern culture, this folk dance slowly enhances
and in a sophisticated form works like a root of different fine arts.
However, at a certain point it also supports other arts.

Footnotes:

1. Studies in Indian folk culture, edited by SANKAR SEN GUPTA,
K.D. UPADHYAYA (Pg-71)

2. PA-DATBR Td Wo-ddl GUHMRT B Tellal & 3d Hgldd &
fadry wgf )

UG SH: T, TIRIT UIGNR, ST %GR GHIGH, (Pg- 287_288)

3. PA-DATBR Td Wd-ddl GUHMRT B Tellal & 3d Hgldd &b
foRy Haaf 7)

YuTeds: W, TIRAT UTGUR, 1. HeR gHIeH, (Pg- 289)
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7. THE DANCE IN INDIA-The origin and history, foundations, the
art and science of the dance in India-classical, folk and tribal -
ENAKSHI BHAVNANI, (Pg-190)

8.  https://www.kingsframingandartgallery.com/blog/post/madhuba
ni-art-an-indian-folk-art-form
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Folk dances of India and its cultural importance

Ms. Dyuti Pandya — Asst. Professor
Department of Dance, Faculty of Performing Arts,
The Maharaja Sayajirao University of Baroda

In India, there are many different cultures and traditions. The Indian
culture is incredibly diverse in all regards, making it quite distinctive.
Indian folk and tribal dances are a result of various socioeconomic
factors and long-standing traditions. In India, dances are performed to
show delight and festivity during the nearly daily festivals and
celebrations. Indian culture is now more diverse as a result of this. Folk
dances have become an essential component of our social environment
because every holiday is accompanied by celebration. Numerous folk
and tribal dances exist, and practically all of them have undergone
constant development and improvisation.

Folk dances are danced for every known event, including weddings,
festivals, the beginning of a new season, and the birth of a child. Very
few steps or movements are used in the folk dances, which are very easy
to learn. The vibrancy and vitality of Indian traditional dances is
unmatched. Men and women perform some dances individually while
in other performances they dance together. Most of the time, musicians
play instruments and the dancers sing for themselves. Each type of folk
dance has its own distinctive beat and attire. The majority of the outfits
used for folk dances are vibrant and feature elaborate designs and
jewellery.

The way the country's people think is represented in folk dance. The
dance is significant because it tells stories about the state, can be
practiced as exercise, and is generally done in public. Folk dances are
the only thing that brings people together in a time when social
gatherings are now being conducted online and phones, social media,
and the internet have damaged the intimacy of one-on-one interactions.
As individuals come together while performing folk dances, their link
grows stronger. India has a very rich cultural heritage. Although our
culture is also somewhat in danger due to the way that people now live,
we may still maintain it in its natural form thanks to the popularity of
folk dances. Due to the fact that they are ultimately an activity, all folk
dances have an impact on the body.

Numerous folk dances are performed throughout India, and each one
captures the country's inhabitants' way of life, way of thinking, and
manner of self-expression. Through their exuberant movements, lyrics,
colours, costumes, and music, the dancers portray the tales of the
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countries from which they are originally from. The common people of
a place are also expressing their emotions through these dances. Folk
dances are an integral element of Indian tradition and culture, and their
significance has always been, and will continue to be, huge. They are
essential components of our nation's culture. These representations of
Indian art have helped India gain admiration, renown, and respect in
other countries. The dance is also thought to be a part of history, and
the origin myths for some of them can reveal a lot about the historical
context in which they originated.

These dances are also beneficial forms of exercise, and they can be an
extremely effective way to combine dance and physical activity to
enhance physical health while also bringing about creative joy. It might
also draw people together because when dancers join forces to dance,
they frequently do so while holding hands, which furthers the feeling of
harmony and oneness among the group. For the countries tranquilly,
this may be quite beneficial.

Folk dances help people learn to know and love their native area
because, when combined with modern or classical dance approaches,
they can create some incredibly original new dance genres. The
Bhangra and a few other dances have also been used to try to achieve
this.

Here are some folk dances of India:

¢ Dumbhal - Men who execute this ancient dance are dressed in long,
vibrant robes and tall conical caps, and it is still practised by the
Rauf tribe of Jammu and Kashmir. The dance is performed around
a flag that has been staked into the ground at a certain position by
the performers.

e Hikat — When performing in groups, the dancers hold hands and
circle dance while holding each other's hands. According to the
tempo of the music being played, they alter the speed of their
movement. The speed typically goes up gradually as the women
gain momentum, starting out slowly as usual.

e HurkaBaul - This kind of dancing is distinctive to the state of
Uttarakhand. This dance style, which is more of a narration, is
practised during the state's paddy and maize production seasons.
Dancers use their movements to act out the stories of great wars
that a singer inserts into his song.

e Chholiya— In the Uttarakhand state's Kumaon region, the
"Chholiya" dance style is prevalent. It is generally carried out
during wedding processions. Men dancing ferociously while
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brandishing swords are known as "sword dancers," which is why
"Chholiya" is sometimes called that.

Bhangra - One of the most well-known and upbeat dances in
Punjab is called "bhangra." It's still unknown where this
outstanding dance style came from. Although "Bhangra" is
frequently thought of as a martial art, it is also believed that farmers
invented it to enjoy the harvest. Without a Bhangra performance,
no celebration in the Punjab and surrounding territories is
complete.

Mayur Nritya — In the state of Uttar Pradesh, this dance style is
popular. Mayur Nritya, also known as peacock dance, is done by
dancers who dress in a manner that makes them look like peacocks.
It is carried out as a kind of adoration for Lord Krishna.
Charkula - It is a dance that is done in Uttar Pradesh's Braj
district. It is said that Goddess Radha's grandmother celebrated the
birth of her granddaughter while wearing a "Charkula," which is
essentially a multi-tiered circular pyramid. As a result, female
dancers carry enormous "Charkulas" that are filled with lit oil
lamps.

Rasa Lila — It is a wonderful kind of dance that is embraced
throughout India. Because it is associated with mythology, this
specific dance style is highly valued by Krishna's followers. The
dance was probably performed by Radha and her friends as well as
Krishna.

Giddha - The state of Punjab is where this dance style is
performed. Giddha is the feminine counterpart to "Bhangra." The
goal of the dance is to convey feminine grace. The women perform
while dressed in vibrant attire. Giddha is frequently accompanied
by a "Bolliyan," or group of couplets.

Gaur Dance — This dance is connected to the Chhattisgarh state's
indigenous tribes. Men dress in bright headpieces and crowns with
peacock feathers for this dance. Women who have been adorned
with tattoos, brass fillets, and beaded necklaces also participate in
the gathering.

Muria Dance — The tribal people of Chhattisgarh's Bastar district
are linked to this dance. A prayer to the tribe's phallic deity
commonly opens the ceremony. The Hulki and Karsana dances are
also performed by the Muria people. Karsana is seen as a pastime,
whereas Hulki dance is thought to be the most alluring of all
dancing styles.
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e Karma Dance — Tribes from Chhattisgarh, Jharkhand, Madhya
Pradesh, Orissa, Bihar, and other parts of India do karma dance.
The dance is related to the Karma festival, which takes place in the
month of August, and is connected to the fertility cult. By resting
their arms on the next dancer's waist, the dancers create a circle and
move in a rhythmic manner.

e Jhumar — The Balochistan and Multan regions of Pakistan are
where this dancing style first originated. Jhumar is more rhythmic
and slower. "Jhumar,” a performance that is frequently done by
men, heralds the start of the harvest season and celebrates people's
joy.

e Jawara Dance - It is related to the Madhya Pradesh state. Along
with quick foot movements, the dance also requires challenging
acts of balance. The women balance themselves while carrying a
basket of the harvested produce above their heads.

e Bhagoria Dance - The tribal people of Madhya Pradesh carry out
this ritual. The dance has its own agricultural importance in that it
marks the end of the harvest season even though it is a part of an
unusual holiday that permits young men and women to elope.

e Suwa Dance — Tribes in the state of Chhattisgarh carry it out. This
unusual dance, sometimes known as the "parrot dance,” causes
ladies to behave like parrots! Men can play any musical instrument
of their choosing, but women and girls are typically the only ones
who perform it.

e Tertali Dance —The Chhattisgarh Kamar tribe performs it.
Women are the only ones who can dance, and they begin by
crouching. A musical instrument called a "Manjira" is bound to the
players' bodies all over, usually to their legs, and they play it
throughout the rite.

e Grida Dance - In the winter, when the rabi crop is ready for
harvest, grida dance is done in the state of Madhya Pradesh. The
dance celebrates the farmers' achievement, which is greatly
appreciated by the villagers.

e Chhau — Although it has roots in West Bengal, Jharkhand, and
Odisha, this dancing style is very well-known elsewhere. This
dance is known as "Chhau," which means "mask," because masks
are a key component of it. While dancing, the performers hold
swords and shields in their hands.

e Brita Dance - The Brita or "Vrita" dance is one of West Bengal's
most well-known dances. After recovering from an infectious
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illness—often small pox—the dance is typically performed to
thank the local deity.

e Dalkhai - Insome areas of Odisha, this dance is well-liked. Young
women begin the dance, and subsequently males playing drums
and other instruments join in. It's interesting to note that throughout
the play, the guys refer to the women as their girlfriends.

e Gotipua- In some regions of Odisha, it is conducted. The
performers in the "Gotipua™ dance genre are unusual since they are
clothed as ladies. The lads take the dancing form seriously, so
seriously that they don't cut their hair to make themselves look
more feminine.

e Bardo Chham — The small community of Sherdukpens, who
reside in Arunachal Pradesh's West Kameng District, performs it.
The Sherdukpen tribe has the view that every month an evil power
manifests itself to corrupt human nature. They therefore dance
together while wearing masks of various animals to ward off those
bad powers.

e Bihu - The most alluring aspect of the Assamese people's Bihu
festival is this dance form. Beginning with the start of the harvest
season, Bihu is observed for about 30 days.

¢ Nongkram Dance — The "Nongkram™ dance, which is performed
by the Jaintia Hill residents of Meghalaya, is a vibrant occasion.
The dance style is a method to honour the local deity.

e Jhumur - In the states of Assam, Jharkhand, West Bengal, and
Odisha, this dance is done. Young females execute the dance, and
men handle the musical accompaniment. The dancers
synchronizedly sway back and forth while wrapping their arms
around the waist of the dancer next to them.

e Chang Lo — The Chang tribe of Nagaland performs this dance.
Dancers dress up as warriors and execute dances that depict war
strategies since the dance is typically conducted to commemorate
a team's triumph over its adversaries on the battlefield.

e Kummi- Tamil Nadu and Kerala are home to the popular folk
dance "Kummi." There are only female singing and clapping
movements in this dancing style because it evolved before musical
instruments were invented.

e Kolannalu — It is carried out in the Andhra Pradesh state. The
"Kolannalu" features a group of dancers forming two circles. It is
also known as the "stick dance." Dancers in the outer circle give
the blow while those in the inner circle take it on their sticks.
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e Theyyam — ltis carried out in Kerala's Malabar region. Theyyam,
also known as "Kaliyattam," is a traditional dance performed to
honour Goddess Kali. The dancers add to the overall effect by
painting their faces in vivid colours.

e Dandiya- In the states of Gujarat and Rajasthan, this kind of
dancing is highly well-liked. Dandiya is a type of dance in which
the performers use sticks and dress in vibrant clothes. Sticks are
utilised in this dance for rhythmic purposes, same like in the "Saila"
dance.

e Garba- Gujarat is the place where this dancing style first
appeared. Traditionally, Garba is practised throughout the nine-day
Hindu festival of Navaratri. Around a lamp is where the dance is
performed. The lamp is frequently replaced by a sculpture or image
of the goddess "Shakti."

e Koli- Maharashtra is where koli is performed. The dance
incorporates aspects of fishing and the sea because it is performed
by fishermen. This fascinating dance style, which is entertaining to
watch, is performed by both men and women.

e Tippani Dance - In the Saurashtra area of Maharashtra, this dance
is only performed at weddings and festivals. Music is produced
using the shehnai and percussion instruments such the manjira,
tabla, and dhol.

Some Folk Dances explain in deatail

Bihu

Three festivals make up the Bihu Dance Festival, which represents the

Assamese culture in the northeast. Although it is typically observed in

Assam, Assamese diaspora members have recently begun to do so

everywhere else in the world. Bohag Bihu, Kongali Bihu, and Bhogali

Bihu are the three different forms of Bihu dance festivals. The crop

cycle affects how these three festivals are observed. According to the

Assamese calendar, the Bohag Bihu, also called the Rongali Bihu,

which is held in April, marks the start of the New Year. The Bhogali

Bihu, also known as the Magh Bihu, takes place in January, during the

winter. The Winter Solstice usually falls on the same day as this

festivity. The third Bihu is the Kongali Bihu, also known as the Kati

Bihu, which is observed in October and marks the autumnal equinox.

The Bohag Bihu is the most fervently observed of these three. It is

known as the Rongali Bihu and is the most colourful of the three Bihu

dance festivals. It also represents the start of the growing season in this
region of the nation. While Magh Bihu commemorates the harvesting
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season, Kati or Kongali Bihu marks the finishing of seeds and the
replanting of the paddy.

The Sanskrit word for "Vishu" that gave rise to the word "Bihu" Since
a very long time ago, the Assamese have been celebrating Bihu. Since
Assam has several agricultural seasons, the state's annual cycle of
farming is signalled by the Bihu celebration. It also marks the beginning
of a new season. As a result, Assam'’s state festival is called Bihu.

The farmers set up the fields for cultivation on the first day of the Bohag
Bihu. Cows are washed and decorated, while women produce a variety
of traditional desserts. Young men and women dance to the music as
folk melodies are sung. During the Kongali Bihu, earthen diyas are lit
around homes, granaries, at the bases of trees, etc. Additionally
illuminated are lamps at the end of a long bamboo. A bonfire is created
in Bhogali Bihu, and food items are tossed into it. There are organised
sports such as bullfighting and cockfighting.

The Bohag Bihu celebration, also known as Rangali Bihu, is Assam's
national event and marks the beginning of the Assamese New Year. The
Bihu dance honours and imitates the seasonal mood, honouring fertility
and passion. The celebration takes place in the middle of April.
Groups of young men and women perform bihu, which was originally
primarily used as a wooing dance. Because of its sensual nature, the
Bihu dance is associated with both human fertility and the fertility of
nature, which refers to the celebration of spring and the embracing of
the life-giving spring rain. It is thought that the sound of rain and
thunder can be imitated by using instruments like drums and hornpipes
to invoke actual precipitation.

Kacchi ghodi

One of the most well-known Rajasthani folk dances is the kachhi ghodi.
This traditional dance, which has its roots in Shekhawati's bandit
territories, is typically performed for the enjoyment of the groom's
party. Men do this dance while riding dummy horses. Men ride mock
horses while donning elaborate costumes, including red turbans, dhotis,
and kurtas that are brilliantly adorned with mirror work. While a
vocalist sings a song on the exploits of the Bavaria bandits of the
Shekhawati region, these dancers walk rhythmically to the beating of
drums and fifes while wielding a naked sword in their hands.

A lively folk dance called Kachi Ghodi combines swords and mock
fights while nimbly sidestepping and pirouetting to the accompaniment
of fifes and drums. The tribes of Rajasthan typically execute this type
of folk dance, which reflects the socio-historical context unique to the
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period or race they portray. Horses have been an integral part of
Rajasthani transportation and combat since ancient times. Even
Maharana Pratap Singh is left out of the story when his devoted chariot,
Chetak, is mentioned. During ancient times, horses were also employed
to represent royal might.

The overt businessmen and traders of the Shekhawati district of
Rajasthan are frequently the subject of the songs in the Kachhi Ghodi
Dance. In addition, traders referred to those who travelled great
distances overnight in caravans carrying expensive goods. The struggle
between the Bavaria clan of tribal outlaws and the passing commoners
is portrayed in the Kachhi Ghodi Dance of Rajasthan.

These are the folk dances from each region of India in which the most
common thing is that every folk dance is done to enjoy the festivals
with family and friends. Some of the folk dances also gives the
employment to the people of that region. As many folk dances are
performed on the occasion of harvest the small kids will know the
importance of harvest and farming. As in India more than 50 percent of
people are farmer, but nowadays the young generation is not ready or
we can say not interested in farming. So with such folk dances they can
have a close experience of our rich culture.
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