NTRODUCTION

Considering the wide range of themes ascayed here and the diversity
+ authorial voices pressed inbo service, the velume inevitably — and,
wpefully, engagingly — articulates a variety of intellectural sympathies
ind emotonal attitudes. Although editorial intervention by way of
prescibing a focus for the study, guarding against avoidably repetition
»f data through the different articles, and touching up the language in
ertain cases could not be eschewed, no interference has been allowed
an the Aindings, view-points and tenes of the respective authors. What-
sver incidental inconsistencies surface in the process should go to prove
that they have not beensought to be scissored away onthe editor's table.
Further researches and analytical studies this volume intends to stimu-
abe with respect to various aspects of the secio-cultural phenomenon
wiould, it is hoped, come up with reliable resolutions of such problem-
atic issues in not-too-distant a future.

With this brief introductory statement the reader isinvited to explore
for- himself a stratiformy body of writings in the following pages and
reconstruct in his mind the vast, complex terrains from which they have
been quarried. Tt is not for the editor to atternpt, in astudy of this kind,
a more pointed critical sketch of individual pieces written by scholars
drawn from a large variety of disciplines. He can only hope that the
volume would prove to be worth the attention of perceptive minds here
as elsewhere, and discharge its obligation of defining and commemarat-
ing a historical landmark with some measure of success,

Madhusudan Pat

Folk-songs

A Clean Mirror :
the Folk Songs of Western Orissa

Nilamadhab Panigeahi

All-Origssa Music Conference was going on at Cuttack one fine
1n 1944, It was in its closing stages when an unknown, intruding

was reluctantly permitted, on his eager request, to sing a song in
sonference hall. No one, however, came forward to provide him
{nstrumental accompaniment. Undaunted, he started humming a

Jhupur jhupur paen barse
palha rui chal re bahen
palha mi chatl ...

‘wery first few feet of the refrain, sung to immaculate rhythmic
by the singer himself, incited, first, a cacophony among the
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musicians and listeners there who did not understand a word of the
song. The noise; however, soon petered out into a dying munmur, and
very soon the hall, profound was overflowing' with the singer's voice
alone. When the refrain was sung for the last round, indicating the
approaching finale, there were repeated cries of 'en core’. The audience,
enthused in acsthetic joy, produced a tumult of applause and gave a
prolonged ovation that must have echoed in the ears of the unknown
and unsung singer for years thereafter,

To questioners desirous of ascertaining what kind of song he had
sung’, the singer informed it was a 'Sambalpuri Palligeeta’, meaning a
folk-song in the Sambal puri language, The folk-song in question was not
wholly of the traditional kind. Oral tradition and ancnymity, the two
important hall-marks of a folk-song, were conspicuous by their absence
from the song, yet its claim to be regarded as a folk-song could not be
dismissed, for it had absorbed the essential lilt and vibrancy of a folk
song in both its tune and thematic content.” The overall West Orisean
folk ethos of the song, the genuine native air it breathed (in just seven
lines), bothinits projection of a rural picture and the exposition of a rural
waman's unsaphisticated, yet universal mind and heart - all these lend
a folk character to the song. To crown these, the language used in the
song was Sambalpuri, a spoken language, striving to be a written one,

A huge crop of Sambalpuri folk songs of the above type has been
produced in recent years in both rural and urban sectors of Western
Orissa, by the litterati’as well as semi-educated, especially aftera wider
scope and incentive for such creations began to be provided by the All
India Radio Station at Sambalpur in the 'sixties. Songs of this type have
to be accepted as folk-songs teday, although, to purists, they would not
appear traditional enocugh. But it is necessary to classify them. For this
purpose they could be designated as non-traditional; but since some
would prefer the title 'cultivated folk-songs® we better adopt this
appellation for our present purpose.

Before looking at the impact of the rapid growth and widespread
circulation of the ‘cultivated' Sambalpuri folk-songs on the 'traditional’
orthe 'semi-traditional™ Sambalpuri folk-songs and folk-music, it would
seem necessary to make a brief reference to folk-songs and folk-music in
general in the historical perspective of Indian Music which has pre-
served, in tact, one of the world's earliest oral traditions in the form of
Wedic music (which was at one time available only in the form of a chant,
applving one to three notes).

Songs are called ‘geeta’s in Indian musicology. Though the word
Beet’ is found in the ancient Indian literatures and dramaturgy, the

WEST ORISSA 17

garliest of the available definition of the geeta is found in a 53}'I.T:kl’.|t

encyel ic work of the 11th-12thcentury. [tlays duwnthata;udaclmus
blend of musical notes, time-measures and meaningful words constitute
a song,® As regards folk-songs, ancient and medieval m}lsﬁtﬂlﬁg__lsts
have recorded their views in compact verses that need a little elucida-
tion. The earliest of the available views may be placed here. According
to it, music of any country in the world can be ﬂf_twmlbrm:i categnrlﬁ.:
namely, folk ('deshi') and classical ‘marga’, m eaning either 'searcher for
or, according to sofne, 'following the correct path'). _

Folk or ‘deshi’ music is the type that is played or sung just out of a
natural, irrepressible impulse, without any kn::uw_le::lge ofthe :.‘iCIiH'H?E,b}"
women-folk (presumably the commaon, generally illiterate Indian women
of the pre-medieval period), boys, and girls (presumably those playing
in the village streets or open fields), cowherds {who usually lplﬁ:.r the
fute by way of enjoying sunny hours of relaxation and preventing thT
grazing cattle from straying), the plough-men or the wah:h—meml‘sf the
fields.® All these people do, indeed, come under the category of "folk’,
and folk-songs are what they sing to express thfm joys and sorrows

through the medium of sound, in the form of meaningful words coupled
with musical notes, The folk-music that seems to come under the
purview of this description may be tribal or nnn-tnba!_, or even, a blend
of the two. According to another view, music that is devoid of any
discipline relating to musical notes, the microtones, scales, modes etc.
and is sung according as the Fpeuple of the various countries or TegLOns
simg is folk or ‘deshi'?
Iib::; :lﬂfhﬁt, folk-music is the music played, or songs sung, by the
‘common people who have taken no pains to be conversant with the laws
of consonance and dissonance, who do not know music pither as an art
Or as a science, but wha, nevertheless, sing because their mood urges or
Inspirces them to sing. They sing to heighten the joyousness of their
jemmunity-life on occasions of marrage, religious rites, and social
ustoms, or simply to brighten their daily life amid the dreannrl:s-ﬁ and
Mirdships of living. Folk songs are the creations of the community asa
fiole rather than that of single individuals. Ithas been rightly said that
plk music does not employ any musical device as a result of conscious
ledge or the study of the science of music. It does notseek its theme
ional content from music but starts with one of its own chlmﬁ:'su
he form of a poetic piece or song and music serves as but a guide or
gove for the overflow of the poetic emotion." .
Folk songs of India have, in course of time,fnnm?d the !:I-HSE of Indian
Wiga Sangeet and the folk tunes were developed into different Ragas
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or melody patterns. Many of the current and obsolete Ragas, as their
names such as Kosal, Kalingada, Gurjari eéte. clearly indicate, originated
from the names of tribes, probably of non-Aryan or mixed Aryan races
such as Kosal, Kalingi, Gurjar etc. Who had their own traditional,
favoured tunes. The partiality of certain tribes for certain specific tunes
having certain specific musical notes (Svaras’) does existeven today." So
it is quite believable that the present Indian Marga Sangeet that could
justly be proud of its numerous sophisticated Eaga-melodies owes alot
to ancient folk-tunes which have not retained their separate identity
today. This goes to prove that there is a perennial process of subtle
interaction between folk music and art music or classical, sophisticated

So far as Sambalpuri folk-songs are concerned it is not possible at
present tor draw a clear chart of their evolution with any degree of
certainty, because, hardly any serious attempt has so far been made to
collect them from reliable sources where they are current in the least
contaminated form and to collate them for suitable research, both
likerary (and / or inguistic) and musical. We would, nevertheless, make
an anempt o brigfly outline the course after the different patterns
obtaining in Sambal puri folk-compoesitions are sketched. A bird's eyeview
of the patterned, traditional or semi-traditional Sambalpuri songs is
offered below, with relatively a closer scrutiny 6f Dalkhai as an illustra-
Hve form.

1ADALKHAL : It reflects the medieval conception of music (sangeet) as
a composite att, including in its fold (a) songs {or compositions of
musical notes together with words), (b) instruments to support the
melody and accentuate.the rhythm (or Gme-measure), and (¢) dance
{'nritta’ i.e. pure dance without the ‘abhinaya’ or the representational
aspect)”. Songs and instruments go together, and dance starts after the
song takes a pause since the singing cannot go on when there is fast
body-movement, particularly as the upper part of the body has to be
bent forward from the waist almost up to a horizontal position.

After a brief but stimulating spell of instrumental exercise, the
Dalkhai song starts smartly with the invocative 'Datkhai re’ (or bo'). It
proceeds with the mild, rhythmic beats of the drums till it comes to the
last line of the stanza. The repetition of the last foot of the last line
predicts the approaching halt. Simultaneously with the halt, starts the
explosive playing of the instruments as well as the group dance, After
the dancing spell comes to a halt on a cue given by a particular phrase of
drurnming, the song resumes and the process goes ontill the close. How
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gl songs and dance and drumming fill the surroundings with
¥ have only to be experienced to be believed. It may appear
f_ i compared with Odissi, but it is far more energised and

o ance of Dalkhai formerdy used to belong to the so-called
i, The signers-cum-dancers belong to the fair sex while the
.r ayersare men. Though mostly young gicls are the singers,
gud women at times deservingly get a place of Konour in the
W Teason is not their un-withered beauly, in case they happen
L 1, but their proficiency in the appropriate style of singing
Mg, and their large repertoire of Dalkhai songs which some of
'-.I. compose in response to a prevailing situation or mood
gh the dance.

Blruments that support and sustain the thythm as well as keep
msions such as 'Dhol’, Nisan® and often 'timki’ L.e. 'nagra’
il ‘nakkara’). 1t is the dhol {a cylindrical, two-faced drum) that
Hoosl. The nisan carries the rhythm far and wide. But the
'é,, nd-instrument made of wood and resembling somewhat
l,'lnt.hlcal instrument ‘sehnai’ provides tonal accompaniment,
\ notes of incorrect pitch owing to incorrect make, It also
M melodic part when the singing takes a temporary hait
iince, The ‘dhol’ player among the instrumentalists aiso
I e dance with the dhol dangling from his neck, played
.. ldunrﬁ within the semi-circle of the women singers and

hi & social and religious background; it is group-singing
flancing connected with the worship of goddess Durga, the
Mt Mother and the embodiment of 'Power'. The worship-
hence, the main period of Dalkhai-performance is autumn.
.'_ ce of Dalkhai commences only after the completion of
fllnary rituals whichare believed to be of non-Aryanand pre-

thlly, Dalkhai songs present a variegated poetic picture,
on matural objects and phenomena with ‘man’ at the
i Soicial behaviour and situation, and particularly human
_f 1§ & source of ecstasy and continuance of the race, are
Brated in Dalkhai songs, This human passion for maling
Hun (ealled love in the context of certain attitudes and
BRIEh & process of intellectual refinement) is presented in the

Hh = with uninhibited directness and simpie ferviur - often
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symbolically, the symbols being drawn from the immediate environ- Fthe monotony of the metrical accent and the accent of the
ment, and at times also mystically (perhapsa pointer to the wide-spread e mechanically falling on the same points throughout the
impact of the later forms of Buddhism and Saktism in Western Orissa at i bl o,
one time). Eroticism is blatant in some of the compositions, the reason Miration of the first part of the composition with syllabic
why orthodox people used to shy away from such performances and - lcally indicated below the words and with places of
used to take them as a degenerate form. But thanks to the silver scree, e lines into bwo parts of eight and six syllables respectively
gome of its more refined songs and dance-items have served as eye- B liows i
openers to the conservatives and the hard-liners who are now com-
pelled by the forces of time o adopt an attitude of 'glasnost’ towards
Dratkhai.

The length of Dalkhai compositions is not regulated. [t has been
found to vary from three to fifteen, at times eighteen lines, apart from the
initial singing of the signature (refrain) 'Dalkhai re’ onwe or twice at the

I 2nd Division
Brats 3 beats + 3 beats

Palkhai re

5 1
bepinning, and onceat the end. The two lines following the signatureare hikel mane jima patar tuli
rhymed and are apparently of fourkeen beats, to be followed by two 7 5 5 2 a
beats (by prolongation of the last vowel or by a pause). Thus '-'lﬂuall} Ba dhan  baha rila guru bari
these bwo lines are of sixteen beaks; divieible as four measures or feet. 2 2 Al 3 2
Each foot, then, should c?nsi*.it of four beats, but each of the _b_E‘ﬂtE I janiki fima iharke
appears to be of three Fractions. Under a fast tempo such compositions Iy 5 2 2
give the impression of moving in three-beat feet. In the last line of a il daudi
three-lined Dalkhai composition the third foot s sung twice and the 3
word 'Kai’ (an interrogative meamng ‘is it? but having no contextual hilo Wikun: s padi chhamuh madi
valug), or some other two-lettered word is added. Then the signature - 5 2 2 i, 2
{refrain) 'Talkhai re’ is sung once and the singing comes to a halt. IFitis ire  jaldi Son chapi srirhRe A
to resume, the signature is again ke be sung twice. B 3 2 2 i 3

Unscrutinizing a Dalkhai song which has been sung and popularised wla  bha ol
in a cassette by an educated Sambalpuri folksinger and which has been 2 2
branded as traditional, 't it is found that all butthe first and the last lines g iirma
consist generally of fourteen syllables each with two rhymed lines of six ; 2
syllables, each line inter-stitched after every two such thymed lines of B hi gale iere AW i jima
fourteen syllables. Due to metrical defect some of the longer lines § 3 2 2 7 7
contain more than fourteen syllables, The lines are obviously intended ' b gale
ter be divided into two parts, with eight syllables in the first part and six b 2
in the second, which, in ordinary recitation, would be increased to eight fehhe Bhuga bharna  kie  kariche KA
syllables by stretching the last vowel or through a pause, This is exactly ! ST it b 2
what has been done in the rendering in' the cassette. Wln o O kie bayla Bat
Butin actual singing, a time-measure {tala) consisting of three beats ' 2 3 3 , .
in each fool has been employed. Consequently. more syllables have Mty nunmircha dei  thibu bhured
cither been squeezed intoone beat when the exigencies of ime-measure 1 T | !
so required, dr short worded syllables have been stretehed into more ..", iny e e gala i kb

than one beat, This lends an unexpected charm at places by providing 1 3 3 ;!
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tar ghayta marmarichhe muh haichhe phati
3 242 i 2
mith jaichhe phati kai dalkhai e ...

4 2 2 4

A few Dalkhai compositions of different structure, with lines varying
in the total number of syllables and having different metrical patterns
but always with fect of equal length such as {2+2) or (343} may be
consulted by the curious inan anthology of Sambalpuri folk-literatu rel?
published in 1933,

As regards the melodic aspect, it is confined to only a few musical
notes and the musical phrases are repetifive in character with just a
slight variation in the last fine and in the refrain ‘Dalkhai re’ which has
a raised last note,

2, RASARKELI : Coppositions going under this name are similar to
Dalkhai in almost every single respect, not excluding its eroticism. The
maindifference lies in the commencement of its signature - tuhe with the
words Rasarkeli re or rasarkeli bo', which also sepve as a sortof refrain.
The time-measure applied while actually singing the composition con-
sicts of four beats to one division and may be understood as of 2+2
I;,'.l..‘itl'E‘ﬂ'I.

Jaiphula” and ‘Maylajada’ songs also belong to the ctegory of
Rasarkeli, though some of the Maylajada songs have a relatively more
jerky movemnent, Quite a few Rasarkeli songs are fpund in theanthology
already referred to. The casselte referred o earller has also a Rasarkeli
sog sung by Sasmita,

3. KARMA : Songs meant for Karma dance are known as Karma sengs.
Although the dance is preceded by an opening song, an invocation to
goddess Karamsani, the presiding deity of this quasi-religious dance,
other songs of all sorts are gradually introduced in accordance with the
moed of the leading singer, the others following him to the best of their
capacity. Songs even from Oriya literary masterpieces like Muthuraman-
gal, Lavpryavati ete. are at times introduced by the singers. Songs called
Thiamer also feature here. But Farmais Pt‘in’l.ﬁ'l.'ilji oif tribal I}I‘ngﬂ.ﬂnd 15
extensively in vogue among the tribals inhabibng parts of adjoining
Bihar and Madhya Pradesh. In tribal Karma even members of the fair-
sox sing and dance to the accompaniment of Madal a two-faced drum
usually made of carth, Its sound is more musical than that of the ‘dhal’.

As the dance proceeds with faster and fiercer tempo with the
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increasing rounds of drink, the dancers separate out into pairs, and
adopt a varicty of formations. Generally speaking, the songs seem to
have prefetence for three-beat divisions in respect of time-measure,

4. HALIA SONGS (Songs of the ploughman) : As their name signifies,
the halia songs are exclusive to the male members of the community, for,
rarely does any member of the fair sex plough the field. The halia
{ploughman) has a peculiar existerice. He shoulders the responsibility of
feeding the society, often starving himself. He is a sofitary person maost
of the time, undergiong the drudgery of pushing forward his plough
through the unyielding soil of Western Orissa, plodding on hours and
hours braving all the vagaries of weather. He sings to console not only
himself but also his equally miserable pairof bullocks to whom his songs
are wsually addressed with the long and high-pitched, "balia re 1]
my bullocks!). The halia is a ragged philosopher, and his songs are often
philosophical in content. He sings of mythological themes, too, often
picturing the great heroes of yore as his compatriots. Even God Ram and
his brother Laksman, the heroes of the Ramayana, are invoked as tillers
of the field. Quite a few songs, naturally enough, reveal the rustic
erotjcism of the halia besides presenting various facets of the love-life of
the society in'general.

5. KAISA BADIOR DIGDIGO : Songs of this category are by people of
the cowherd caste. They hold small sticks ("badi”) and strike one stick
against the other to maintain the rhythm, The songs consist of two
rhiymed lines and start with the invocationhare Ram ho (Ohlord Ram?h,

6, HUMO BAULI: If halia songs are exclusive to the male, humo baull’
songs are 50 ko the female, especially to the young girls, who stand intwo
rows facing each other, advancing forward while initiating 2 measure
and retreating to the original position as it comes to an end. This goes on
by turnscoveringa long stretch of composition. Humo is no dance in the
strict sense, It is just advancing a few steps in a line and retreating the
same way. The songs generally consist of only three thymed pines, the
first and the last being of eight syllables each and the second of eleven
syllables, each sung in the easy pattern of three aiphabets in a foot. The
first and the third lines are repeated after addition of the address-word
'bauli re' at the end, There is no instrumental accompaniment of any sort.

The songs cover various aspects of social life ag well as individual
life. They are musicallyvery simple and lively, touching and poignant.
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7. SAJANI : Structurally these songs resemble “hume bauli'songs but
without any repetitive singing. A vocative of one syllable e.g., e’ or 'he,
is added after the second line and sung to a length of one foot of three
syllables before starting the third line, The words ‘dhana’ or 'sate' or
babu’ meaning 'my dear’, “indeed’ and 'young swain’ respectively are
added before the third line while singing and adjusted to the rhythm.
Like 'humd bauli' these songs often pour out the heart and soul of
women in love, their hopes, aspirations, their 'saddest thoughts’, their
sutspaken partiality for the man they love, their amorousness, their dig
ak the callousness of their men, and so on. The ‘saani', like maost folk
yrics, also express  eroticism  mythically, metaphorically, and
symibolically.

3. DANDA OR DAD : The widely popular appreciation of this form
may b explained by the fact thal it hamesses the taste for religion and
mythalogy together with the Dionysian spirit generated by the 'dhol’
drum spoiken of in Delkiei and a fast dance-measure involving acrobatic
comtortions. Supporting rhythm is provided by the tinkle of the small
bells Fixed to a lute-shaped short stick which is held horizontally and
shaken rhythmically by the singer-cum-dancer. The great God Shiva
wnd His partner goddess Sakti are the presiding deities of the perform-
ance, but songs are not always of a preponderantly religious vein.

. BANCHAR : Songs of varicus types, from the ludicruous to the
sublime, are chanted to the accompaniment of a percussion instrument
of ancient origin called ‘'murdung’ {mridanga), played by the singer
nmself who also dances. At Hmes the style of playing the murdiing
rives the suggestion of one or more of the time-measures (kalas) men-
1oned in the Sanskrit treatises on music. More emphasis is put on the
Haying of the instrument than on the song and the dance-measure, both
f which are designed to throw into sharp relief the pulsating rhythm-
sanchar of the murdung,

0. SAMPARDA : Songs of this class owe their origin to Vaisnavism
sreached by Chaitanya who lived for about two decades in Orissa,
s glorifying lord Krisna and also depicting the episodes of Chaitanya's
ife, written by a poet named Chandidasa {not to be confused with the
et of the same name from Bengal) are sung by a groupled by a main
inger to the rhythmic accompaniment of cymbals heif by all except the
nurdung players. The songs and especially the resonant cymbals pro-
fuce a vibrant effect.
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il KUSTA (KRUSNA) GURLU : These songs are also very popular
these days with Lord Krisna's life as the theme of the songs. The songs
e performed in a group and show little variation insinging or chythm.
i\ succession of the same rhythm accentuated by the beats of a small
ussion instrument lends an aura of calm gravity to the performance.

12 GHUMRA SONGS : These songs are sung by a group of performers.

e rhythm is imphasised by beating small, pot-shaped drums dangling
from the neck, The songs are supposed to have been heroic formerly, but
Mhere has been an enlargement of themes in recent Hmes b cover
nary, realistic details of life,

"MISCELLANEOUS : Bangri, Bajania, Nanchnia, Dul songs are almost
S0l the same class as Dalkhai, the second, third and the fourth varieties
S belng especially connected with marriage ceremonies,

Due to the woeful inadequacy of ready references in the form of
‘Books and recorded tapes, it is difficult for a curious scholar to plean
anything beyond a few broad and tentative notions of this variegated
and captivating subject, For the present purpose, therefore, as close as
Wiew as possible in this short space of the major forms of Dalkhai and
Karma songs have been offered by way of a fuller illustration, touching

Plpon the ather varieties only in passing, as it were, It may be mentioned
. thiat though some of the tribal songs are broadcast from the Eamhalpm
ditadio Station, they have not been Bken cognizance of here, The lan-
L Buage of such songs, broadcast under the caption ‘adivasi' songs, being
L present unintdlligible at the general level, it has not been possible to
PRake stock of them and to classify the different patterns obtaining
L therein, But that the tribal communities have a wide repertaire of folk
“Songs is not to be forgotten or ignored in all such discussions.

The different categories of Sambal puri folk songs touched upon here
fre gencrally deemed to be 'traditional’. [f the epithet is used to signify
that the songs have come dewn through the process of oral transmission
it will be of questionable veratity, for most of the songs (perhaps as
many as ninety percent of those that are in circulation), are not in the
folk-language or the language of the common men in Western Orissa
Itis improbable that the spoken language currently available in Western
Chrissa could ever be confused with the mere literary’, elegant form in
which a majority of the Iyrics is composed. But the tunes in which they
have been set are all traditional, and therefore, these compesitions
o cannot be deemed non-traditional. They may rather identified as a
‘semi-traditional” vari ety .
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The tonal or melodic part of the earlier forms of Sambalpuri folk-
songs viz : Dalkhai, Darma etc. is mostly of an ancient origin, re]at-el_:! to
tribal cormmumities which Prniif:-!ral:e im Western Origsea. The area within
a radius of about fifty kilometers of the present Sambalpur city bears
concrete evidence of a non-Aryan civilization of pre-Aryan days, the
cave-wall inscriptions at Vikramkhol and otherancient relics nearabout.
The unmistakadble relics of a cave-theatre in the present Surguja area of
Madhya Pradesh, adjoining Sambalpur district in the north, proves the
prevalence of widespread musical activities of the Gandharva (Margaor

classical) type as well as 'deshi’ or folk type in the region. For the tribal.

people group-singing and dancing to the accompaniment of the sono-
rous 'madal” drem has been a imeless pastime and art. The chorus gives
rise to a crystallized "tune” that does not easily change or die. the non-
tribal people of Western Crrissa who were the later immigrants adopted
many of the tribal ‘tunes’, eliminated the tribal language and substituted
their own Prakrit-based expressidns. Thus the tunes of many, in fact,
almiost all the folk songs of Western Orissa are traditional in character
though of many of the songs is of a later, different variety.

As regards the 'cultivated folk songs' of Western Orissa a buge crop
of which has since been raised and many of which are published in books
and broadcastalmost every day from the Sambalpur Radio Station, only
some are found to confprm to the old patterns like Dalkhai, Rasarkeli
etc.. Many of them display a pronounced touch of sophistication, but yet
are folk in character,

Paucity of space prevents us from discussing the different aspects of
these cultivated folk songs here. We may, however, take note, in
passing, of the way the earlier distinction between orthodox and moed-
ern varieties of the cultivated folk-songs is slowly breaking down,
vielding a synthetic form in which the impress of traditional and
innovative elements is equally marked. The following excerpt from one
of the popular radic-songs't is illustrative.

Kari kurupane (7 kurhane) tara
Kekat dahina tekar bhara .....
Are phale
Mahughara
Sunajhara mor kahi gale se
Gurubheli-ksheer-bhara
Arkale padichhi (7 padichhe) janha
Charmudi khusa kala-chau ri
Main-lesa lo, siuta pari
Kajal akhina makhla bele

WEST ORISSA 27

Bhangigala darpan
Bailire ......
Chikimike bali jamuchi latana
Mai pade sei dhara
Bhangi gale jau ahuri gute
Gute phul kae jangle phute
Kala kurubeli belsurngi
Charmnki uthe
Gamki chhute
Maru thile pani rute
Man tale.....
Kutnukuta hendua kutana
Jarur padbi diara
Sticklers for orthodoxy in the traditional pattern of 'Sajani’ may raise
frowning eyebrows at the several deviations in the -ﬂi.'.l-li.]":-'ir qu-;.'nt-ll-d
composition. Undoubtedly the song starts with a promising E:a}aajl
simile but deserts the orthodox Sajani-lovers in the middle. But that i
folk-art with its start and upward evolution. The rare and irresistible
rural beauty of its poetic content — rare at least in Sambalpuri literature
— ie particularly impressive. The charming folk and rural setting osten-
sibly embraces the song from start to finish. In such a setting, the
beautifully pictured belle, her longing for her lover, her despair (sug-
gested by the breaking of the mirror held while dressing her hair and
dying her eyes with streaks of collyrium suggesting the eve of fulhl-
ment). The rest of the song depicts her temporary tendency todesert her
cherished lover and respond to the overtures of another swain ena-
mioured of her, but quickly recoiling from the momentary deviationand
hearkening back to the one she was originally pining for, and her self-
consolatory reflection that he will be caught in her ensnaring beauty
when he meets her in a solitary spot either on the zig zag foot-path of the
‘hahal’ (low-lying paddy fields) or in the uplands where kandul pulses
grow, when she would be carrying two brass-pitcherfuls of water, one
near her upper waist encircled by her arm and another balanced on her
head and coming home when manual transport of cropped paddy
would be on full swing with a cool breeze biowing mildly, when she
would hurriedly glance at him and shiver, causing the water in the
pitchersto overflow and splash. The entire village mu halla will surely be
dazzled by her beauty. How long can he restrain himself from her
inviting chard? His thirsty longing for her would surely bring hirm
smiling at her tomorrow, if not today !




28 FOLK-SOMNGS

Folk songs of western Orissa constitute a huge and clean mirror,
which reflects faithfully the body and soul of the populace — the very
fibres of the mental, physical and social being of the unsophisticated, un-
urbanised section of the region's population, placed in different stages
of civilization, and building up or being built by a culture of its own.
These folk-songs are pestifiably the pride of its people, and an eminently
elaquent medium of socic-cultural introduction for the others.

Maneshwar, Sambalpur,

NOTES AND REFERENCES

Tiee song concerneed b ane of & small number af Letwatching composi oo by the Late
Bidhubbresan G of Balangir district, Arst prakdaghed in Vamesfrer (15460, long since
cubof prink iia inchaded in Sembaipyn Kaplnt Sarkidor, an anl iatosrte of Sarnbalpar
poems, publkhed by Ssnbalpur Likhak Sangha, in 19356,

Hld.hu'!:n]-.usnn Latiris, 3 senior contemiparary of the writer of this pape, was ‘atonce n
poset, littersbenr, musicinn, politician, educalicnis and viocall$8°. 4a P K- Tripathy,
(embatpu -G Lexfoof, Orissa Sahitya Akademi, p.2 puts ik Garm was a chamip-
bom ok Sambal purd Bolk-fongs and langriage,

Tl paataral character of the hine having peculiar infléctional noanoss can never be
axpladnied by wordeand gven by musical notation, Huough the L tter could, if miven Hene,
have brought b Hght, atléast partially, the tonad prersonality.

A3 for the liteTary cotitent of the somg. it oan bo appreciated even Ehecuizt A rather free
tramalation ae follows ;

Lo out Bahen i5ister) : There is an unending drizele on. Come with me fo the bag
paddy-feld of the obd kand-holder for transplantathon of paddy seedlivgs, A bav i of
iirls has alread y gone there with bunches of paddy seedlings. The girs, ] am sare, must
niaw b Cinsicle the plovg bed-up field andd soft-mud puddles and} Frodicking affection.
ately among thensetves. An o behobd the fine, ball-shaped Kadam Aower : when

Fodti Mang elded sister Maltl) fxes up one of itin her Khiss (bunched o el o the
bk sicke of & woman, i Betle sidewisel, it books 1ike the maon (with the black clouds
wrthe Blie sky arnind). This must be genarating infense,! passion in the young tiller-
boy tlitemally, catsing saliva o drop from th poang man's mothl - foget her love, b
marry her and Hdhat fails, to have an affair with her and elope with her*
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Eefma-Musicology and Iufis; 5. Bhattachar ya, Caleubba, 1968
la be exploined laber,

Bhlckamadla Seameshvars, Mimazeliosaor Abflasian b ciintamean, Oriental Tnalbi-
tule, Baroda, 1961 [t says : Svaranam cha padanam cha tnlannn chi smanvayabt
Geetami tyochya te .94 £ Adhyaya 16, Svara - masical tales; pada - meaningful
weoirds; tala - tiome senswre (rhybhend

This vicw is contained in the follvwing definition

Avalavalapopalaksi Hpaleir nigechhaga

Liiyate sanuragena svadeshe deshrochyabe
The word "Fatipala® can bave only far-fetched relevance in the conbest, 5o we have
interpreted e verse with the word ‘Dehetrapala’ in place of the dulbsous textof the
treatize Bribaddest, sacribed to Matango 4T 600-B00 A DY, Sethu Laxmi Serios, trivan-
druaem, 1982). Detailed disciusdion on folk and classical music has been madi in
Ehamtiys Samgeet, a book paiblished by the author of this pager in 1965

Yeanm shrutisvamgrama gptyadindyamao ne hic Mara desh gatichho ya desharsgssi 19
smirtah.”

Ascribed to Anjaneya, biieved o be an authority on Muosic-quoted in e Ealaridhi,
the commentary of Kallinathy on Stngestarateakara of Sarngadeva (A LR 1250 ap
prondmatel - Mg I {Advar Library, Madras, 1959, po 113).

It is significand thal the medieval musicoplogists of India have jadged folk mssge fircHay
the technazal stand point of musieal nobes, mlerotones, modal scales etel and are dilent
on ozl raditon which i now tiken as a hall-mark of folk-songs The ondian
viewpoink nay appehr curios i may whi subscribe b the view that "folk song” s s
body of stngs presersed and brapsmitted by oral tradition”, as the Prirction
Ercyriagerde of Peeriy aed Pockics {hlacmillan, 1986 repring, po 283 b waaild daweeat,

5. H. Banade, Hindusthank busle - An Chatline of ik Physics and Aesthetize, 1 edition,
Marayan Peth, Foora-2,

A Gangopadhyaya in his Introdisction o iz 0 Bup in Bengali, Swami Praacandiea,
ramakesna Vedanta Ashramn, Darjeeling, T35 Bergel coa

“Ciltam vadynm tatha nritam frayam sangeetamuchyate” - 21, Chapter I, Page I3 op.
ctl., f*mrrhg,adn:'.':, i

Casuietie captioned Thalkhal' presented by 'Ea-Eha-La', produced and ki by
Sammi Elecironics, Harpur Boed, Cultack, particular peice sung by Banu with mvidic
by Tamibxo, both belonging o Sambalpr,

Compiled by Kumar Hasan for E.E. Mislira & Co., Bankabazar, Coltack.

It ip adifficnalk 1o adequately llustrate this point here, Thas wriler bas given mary such
pxamples and shown the awial linguistic cormaptions thus noticed elsewhens. OF
Mk ar Mirku, Misan Sehitya Sansad, Maneswar, Sambalpur, T5HL

Cilnbkudu, 5 & Bolidar Sarssat Pustak Bhandar, Sambalporn 1964, g 75
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