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Abstract
In Nepal, the folk performances from stage to stre¢race a link from the country to
the city, a circular movement of visual arts frdme tndigenous folk tradition to the
world of popular culture. Popular amo@grungs andMagars in the western Nepal,
folk dance kaura is often performed at entertainment houses os &iid stages in
theaters in cities, which have been promoted mdiand television programs in
recent decades. In recent years, the folk deaae in bars and hotels connect
economics and culture, work and art, and countdyaty. In the past, folk
performers on hills used to dance at nights affteir tdaylong works; these days,
professional dancers perform at clubs and hotedmtertain guests and visitors for
their daily earnings. Nepal has a very rich traditof folk dances. Every region
manifests different cultural feature. Tanahun,lgmel of indigenous ethnic
community, songs and folk dances, vividly depibss life in its variegated color with
joys and sorrows, ups and downs in melodious tufies present research work
exposes the ways the indigenous ethnic performadreasme popular with economic
interests and social functions. It retraces chamgésk dances when performed in
restaurants, bars, colleges along with festivatsally and abroad. What are the
effects of the participation in community art? |E@explicates how people’s leisure
time activities, such as singing and dancing haenlzonnected to their economic

interests and indigenous lifestyles.
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I. A Journey of Folklore and Popular Culture
|.I. Basic Notion on Culture

In order to define popular culture we first neediédine the term ‘culture’. In
Keywords Raymond Williams considers culture ‘one of the v three most
complicated words in the English language’ (87)llMfs suggests three broad
definitions of culture as a “general process dadliettual, spiritual and aesthetic
development” (90). In this line of argument, we Icofirst speak about the cultural
development of Western Europe in terms of intellaktspiritual and aesthetic factors
represented by great philosophers, great artistgeaat poets. Secondly, culture
suggests a particular way of life, whether of agheca period or a group. Using this
definition, if we speak of the cultural developmehiWestern Europe, we would have
in mind not just intellectual and aesthetic factdnst the development of, for
example, literacy, holidays, sport, and religioestivals. Thirdly, Williams suggests
that culture can be used to refer to works andtigexcof intellectual and especially
artistic activity. In other words, culture here medhe texts and practices that
supposedly produce meanings (90). Culture in third definition is synonymous
with what structuralism and post-structuralism sahifying practices. Using this
definition, we would probably think of novel, bdllepera and fine art as
embodiments of people and their cultures.

Culture exposes people’s worldviews, and popul#uiembodies the
majority of people irrespective of their personatkgrounds. People live by the
shared values, and they communicate other indilsdbaough symbols rooted in the
world they live in. People in one cultural groupshtheir guests with tea, another
with coffee, and the other with wine. Similarly,.yare supposed to give tips to

waiter, hair dresses and taxi driver in the Amarisaciety. It indicates your identity
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marker, generosity, and sense of reward to phykibak. Guest his considered god in

Nepalese society, which still marks person’s saniahner. People dance together,
and sing in the same tune. In group, they feastair festivals and go on camping far
away from their homes. Christians celebrate Chaston December 25 followed by
the New Year, and Hindus rejoice during Dashai®tober or November.
Similarly, Muslims continue prayer facing Mecca aiddina during Ramadan, the
ninth month of Islamic calendar. Next, Buddhistsetve the Buddha Purnima, the
day of the first full moon in the Buddhist Calend@eople spend their leisure,
watching movies, reading comics, and hosting parieecisely, all of these events
are cultural practices that not only bind individuegether but also shape their
worldviews, behaviors, and lifestyles.
l.Il Folk Culture

Folk culture often refers to indigenous people’duwe that truly embodies
rural traditional lifestyles of local residents.“What is Folk Culture?” George Foster
retraces anthropologists’ reworking of anthropolagpast generations. Foster
indicates how anthropologists have updated thadlitional field of study in the
primitive field in order to expand its scope. lwwocorporates primitive, tribal
societies to include larger social units, with mooenplex ways of life, with more
complex historical origins, and with better histaidocumentation (165). The
superficial characteristic which most of the comitiaa so studied have in common
is that they are neither “primitive” in the usuehse of the word, nor are they
“civilized” in the sense of being integrated int@dern industrial cultures. They
appear, at first glance, to be scattered at varnyitegvals along the road which leads
from a tribal type of society to modern urban stcidnthropologists like Robert

Redfield have tended to use the terms “folk cultared “folk society” uncritically, in
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the sense of non-primitive but relatively simpldtare types which are rapidly being

modified out of existence by increasing contachwitodern industrial civilization.
Most of us who have described folk cultures havenb®ontent to assume that the
nature of such cultures becomes apparent from amievation of the subject matter.

In a descriptive sense he finds folk societiesgsimall, isolated, nearly self-
succinct groups homogeneous in race and custonir. draponents parts are closely
interdependent, personal relationships are fadade;technology is simple and
division of labor is slight. The family plays adgr part in societal institutions, the
sanctions which govern conduct are predominanttyesh piety is emphasized, and
ritual is highly developed and expresses vividly wishes and fears of the people.
Such a society is relatively immobile, change es\slthe ways of life form a single
web of interrelated meanings, and habits of memieeid to correspond to custom.
The total list characterizes a hypothetical idealety. Any particular real society
would have most but not necessarily all of the elets.

In a theoretical sense he places folk societieslogical system made up of
two ideal polar types represented by urban andurban “folk” societies. The ideal
folk society is a mental construction and presumalso the ideal urban society in
that no society precisely corresponds to it, thopigimitive societies studied by
anthropologists approximate it. It is rationallyfided “through assembling, in the
imagination, the characters which are logically agfe those which are to be found
in the modern city . . . " though this is possibtdy when we first have “some
knowledge of nonurban peoples to permit us to deter what, indeed, are the
characteristic features of modern city living” (29%he folk-urban continuum which

results from these polar concepts provides a stafteg which real societies may be
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ranged, their position determined by the relatik@pprtion of folk or urban

characteristics which they display.

In contrast to the ideal “folk” type, the ideal ban” type is characterized by
social heterogeneity, personal individuality, sacuather than familial and religious
institutions of control, division of labor, a monegonomy, and a general
impersonality in interpersonal relationships.

Bob Simpson views that the similarity in conceptibd Redfield’s ideal folk
society, Emile Durkheim’s horde is an ideal typesofiety never seen in its pure
form whose cohesion is marked by what is calledctmaaical solidarity” which is
based on a collective conscience. In oppositidghédhorde are those complex
societies in which division of labor produces ategsof differentiated parts which
mutually complement each other, and which Durkhe@scribes as being marked by
“organic solidarity” (106-229)He views that mass society has complementary each
other to have the labour system and living status.

At least two assumptions appear to underlie thisruof philosophical
sociological theory and shirt-sleeve field reseakFirst, the ideal types suggested
have taxonomic value in that they aid in classifyieal societies and they have
heuristic value in that they provide us with tenahypotheses against which more
general problems of culture may be tested. Sedbede ideal types presuppose a
functional interrelationship between the elemeh@racteristic of either type that
explains their presence together; that is, the efgsnare not a haphazard aggregation
historically determined.

With respect to the second point, accumulatinglfealidence suggests that at
least some of the elements considered by Redfdbe interdependent variables

characterizing the folk type are actually independeariables whose sometime
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relationship is historically rather than causakeimined. For example, Tax points

out that Guatemalan Indians belong in any emplsicidtermined working definition
of a folk culture: they are illiterate, they hautlé knowledge of what goes on in the
world beyond their own experience, they are ph¥lsiead culturally homogeneous
(within any one group), and they have a strongathntric feeling (Tax, 1939). In
spite of this they are not isolated, either asviddials or as cultures. They are
inveterate travelers, they go to markets in distauak large towns, religious
pilgrimages take them far from home, and they aezluo seeing many different
ways of doing things.

Tax writes that the principal activities of life@omic, social, political and
religious-are “in a real sense secularized; indigld in all matters which give them
relatively free choice act from thought of persogaih, and the necessities of the
community must be filled by forcing individuals ¢ontribute” (466). Tax feels that
the unfolk-like qualities of Guatemalan Indian sbgiare not due to recent contact
with urban life, but that atable rural social type can and does exist in wbhiban
characteristics as described by Redfield are iatggarts of the picture.

The definition of folk culture and society in termisideal polar types, urban
and non-urban, has several logical consequencehwigvitably, it seems to me,
stereotype field research and obscure salient ctaaistics of the societies in which
we are interested. First, this typological dichoyagnoups all non-urban peoples
together, the most primitive, isolated tribal greppcculturated primitives, the mixed
rural cultures of Latin America, and the peasamiptes of Europe. In fact, in his most
recent statement Redfield uses the terms “prinfiwvel “folk” as synonymous.

Second, from the developmental point of view tluisaept presupposes that

all human society must have been “folk” until treglmnings of city life which, over



Sharma | 6
an ever-increasing area encroaches upon and desbi&\culture. Therefore, since

folk culture has always existed, a study of itgims is conterminous with the study of
the origin of culture itself, and is not a parteufacet of the dynamics of the folk
culture problem. Redfield’s interests in culturegesses as exemplified in folk
societies are primarily limited to what happen$ol& societies, how they are “de-
folked” by contact with urban centers and ceasextst. “When such [folk]

societies,” he writes, “undergo contact and commaton with urbanized society (or
at least with modern Western urbanized societgy tend to change in the direction
of the opposite of these characters” (the cludtetements characteristic of folk
societies) (343). He argues that the society hasdhlue for progressive life. They
want to change themselves to the developed saamnetyo use the facilities.

Third, the concept of polar types makes diffichk tanalysis of folk culture in
the city. Since the characteristics of urban Ie the logical opposites of folk life,
folk culture can exist in cities only to the extéimat in any concrete case the ideal
scheme is violated by the facts. No orderly exgianaof folk culture as an integral
part of some types of cities seems possible.

According to this concept, a folk society is natlaole society, an isolate, in
itself. It is a “half-society,” a part of a largeocial unit (usually a nation) which is
vertically and horizontally structured. The folknaponent of this larger unit bears a
symbiotic spatial-temporal relationship to the mooenplex component, which is
formed by the upper classes of the pre-industriadm center. In this sense folk and
urban are not polar concepts; rather, they are inttlgral parts of the definition of a
certain type of socio-cultural unit in which theepndustrial city is a focal point. Far
from threatening the folk society, this type of amtunit is a precondition for its

existence. This makes clear why as anthropolobgeis recognized in practice it is
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necessary to know a good deal about the histanygtstre, and content of the national

cultures (including cities) of which folk commumis are a part in order to describe
such folk units.

To a certain extent this concept coincides withfieédis description of
peasant society, which is recognized as constgutiith urban society, a single
stratified unit organized in terms of status (&it, though peasant societies are here
defined as folk societies, they are not contermsnwith folk culture, for folk culture
is found outside peasant societies, particularlgertain types of cities, as will be
pointed out later. By this definition true primigivcultures are excluded from the folk
category. They are, in theory at least, isolatésclvare complete in themselves.
Some, such as the Polar Eskimo, in fact very negobroach this ideal. To
understand most primitive groups we need to kndatively little about other
peoples, and what we do wish to know concernsioglstiips rather than culture,
history, structure, and content.

Barabara D. Millar writes that the indigenous commityuhas the strong bond
than the homogenous cultures. He writes “in reédgiiomogenous cultures, ethnicity
is a more important distinction than race (217)laiviews that the indigenous
community has distinguished practice in the socidiiyose cultural practices bind the
community. Community person has the feeling of {po=mess. Miller writes “Activist
groups are groups formed with the goal of changaemtgin conditions, such as
political repression, violence, and human rightdations” (223). He views that
indigenous community has the feeling of changinthefr community as well as they
formed the group to fight against the communitygeanterest. It makes the changes

to come out from the folk culture to
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Folk cultures, it seems to me, may be analyzed twopoints of view: their

content, and how it came to be, and their orgaglationships to more complex non-
folk cultures. Redfield makes much of the point tloék societies are isolated, that
they are remote from urban influences. Again, ihéTFolk Society,” he writes that
folk societies are isolated in the sense that,doginmost cases non-literate, they are
remote from their own past. “The folk has no acdegbe thought and experience of
the past, whether of other peoples or of their awecestors, such as books provide”
(296). He argues that the people have the passittretmodern and developed
society but they do not have access and idea t@ tinekr life prosperity.

It is apparent that time depth is an essential paheo§ymbiotic relationships
between folk and more complex societies. In largasare a folk culture is such
because over many years’ centuries in most cabes ibeen able constantly to absorb
products and ways of socially superior groups. diltures also have another type of
contact with these groups: that of the presentm@mbers, in most cases, of national
units they are governed from above, pay taxes gpsrhave schools modeled after
plans imposed from outside, occasionally make isewspapers and magazines,
receive in increasing quantities products of tleusgtrial world, and through travel
and transportation individual members of rural folktures know directly at least
something of the complex nature of cities. The loalasses of some types of cities,
who can be said to participate in a folk culture, @rrespondingly on even more
intimate terms with the non-folk culture of thesban centers.

The symbiotic relationship between folk and norkfdlere postulated as the
key concept of folk culture, implies that the difen of culture flow is not alone
outward and downward, from city to country and fropper to lower classes. Rather

we are facing a circular phenomenon in which falkwre draws on and is
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continually replenished by contact with the produsftintellectual and scientific

social strata, but in which folk culture continyallhough perhaps in lesser degree,
contributes to these non-folk societies. The dasdtustrative of this process. In the
17th and 18th centuries Western European danceerastroduced folk dances to
social dancing, adapting them to the needs of dlets.

The concept of folk culture here presented accdiantthe troublesome
guestion of the “folk” qualities found among thesses of pre-industrial cities. It is
difficult, of course, to tell to what extent theepervation of country values is a
defense mechanism against the problems of thevtikgh will rapidly disappear
when a city oriented outlook on life is achieved.

The presence or absencesfable amounts of folk culture in cities and towns
appears to be a function of the type of urban cent®lved. In spite of the recent
rapid industrialization characteristic of many lbafimerican cities, as social types
they are still essentially pre-industrial. Formdarhily organization, the status of
women, relationships between worker and emplogemal and informal
mechanisms for maintaining law and order, andual#is toward religion are more
nearly characteristic of pre-industrial commerciéies than those produced by
modern science and technology. The growing paintkexfe great cities spring from
the inevitable lag between rapidly changing manufatg and marketing techniques,
and less flexible socio-cultural forms which arereasingly unsuited to the dictates
of modern economies.

If the arguments advanced in this paper are valfdlk stratum is a part of a
pre-industrial society characterized by socials#as In the rural setting the folk
stratum is coterminous with the entire communitythe urban setting the folk

stratum is merely a part of the community. Thisypoif view permits a distinction



Sharma | 10
between the expressions “folk culture” and “folkcisdy,” expressions, incidentally,

which Redfield uses more or less indiscriminaté@lyolk culture may be thought of
as a common way of life which characterizes somalaf the people of many
villages, towns, and cities within a given areaadh never, by the definition here
given, be a complete culture in the sense thainaitpre culture may. Aolk society
may be thought of as an organized group of indizislgharacterized by a folk
culture. In Central Mexico, for example, there agdo exist a more or less
homogeneous folk culture. Each of the many smadllnillages found within this
area is a folk society, as much a discrete uréingsprimitive society. But the urban
classes which are characterized by an essentaK\ctilture do not constitute a
distinct society, since the lives of individualstbése classes are geared to the organic
functioning of a society which includes and is doated by non-folk. Many elements
of folk culture may occur in social aggregates Wwhace not basically folk societies,
but folk societies cannot exist apart from folktaud (170). Any specific folk society
will be characterized by a greater or lesser nurb#re elements specified by
Redfield as belonging to the ideal type. But susl@ety will not be “more” or
“less” folk like depending on how nearly it dupliea the ideal type

By the definition here suggested, folk culture apd with the urban
revolution, when stratified city societal organimatdeveloped in which there existed
an intellectual, scientific, and social elite. Tdhyenamic conditions which produced
this new form of human organization continued uihit rise of modern industrial
economies, and folk cultures continue today ineéhglaces where urban centers are
not highly industrialized, where the dynamic coratfis still prevail. The new forms
of social and political organization which appeabe necessary concomitants of an

industrialized economy, and the material produngsriselves of such an economy,
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are not conducive to the continuation of folk ctétuHence, it can be assumed that

folk cultures will disappear in those places wheetggh degree of industrialization
develops. It also seems improbable, in viewheftrends of the modern world toward
industrialization in all major areas that new folktures will rise. The few remaining
primitive groups probably will pass through an dttaated stage directly to
assimilation with industrializing national cultureshd the existing folk cultures of the
world will gradually lose their folk qualities alsdy are integrated with industrial
societies.
Historically, folklore has been thought to be tifie tulture of the mass that
made up the majority of any population’s preserast. Folklore is the manifestation
of some element of historical development, gengraksented in an artistic form. It
was nostalgia to some degree, a desire to relssititne and place in which the
culture occurred. People in any culture other tin@r own, wished for the imagined
good old days, places, and societies. Robert Broxaves that:
Folklore is a yearning to return to yesteryeargmsace, and
yesterculture. People may or may not feel a sgrimtheir blood for the
beauty and magic of some element of folklore baytieel they can hold
onto the past through the reenactment of its lbis.especially appealing
when the society one finds oneself in is a polygfdtundreds or
thousands of bits of cultures congregated fronoar the world. (165-
167)

As time has compressed the boundaries of mixedtdesrand cultures, folklorists

have increasingly looked upon folklore as the magigtage of people, which defined

them, and were to be used by scholars as a custtmad which old ways of life could

be extracted. This trip down memory lane has bddndaof cultural security blanket
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from which old ways of life, which we have raisede level of ideal, have become

the practice of dealing in antiques, a practicecWlactually bled the life from the lore
and left skeletons form which DNA had to be extddo provide paleontological
evidence of the locale and tribe of the past.

But the past is past though not dead, and cultumes been modified or
changed. That means folklore is surviving in anishdpenfluenced by different
dynamics- the mass media, new cultural concegdteréint ways of life. This changed
world forces a modified folklore. Culture is broa@dad deeper, civilizations march to
different drums, the “lore” of culture, whateveaths, has changed. American society
is now the result of, and ruled by, its populattatd. Popular culture consists of the
aspects of attitudes, behaviors, beliefs, custams tastes that define the popular of
any society. Popular culture is, in the historie o§the term, theulture of the
people.

Popular culture and folklore are twin bodies joirdhe hart and head,
popular culture looking to the present and paditJdee viewing reality from the past
to the present. Folklorists are beginning to regthe attachment.

[.I1'1 Popular culture

There are various ways to define popular culturd.fBst a few words about
the term ‘popular’. Williams suggests four curremtanings: ‘well liked by many
people’; ‘inferior kinds of work’; ‘work deliberatg setting out to win favor with the
people’; ‘culture actually made by the people faerhselves’ (237). Clearly, then, any
definition of popular culture will bring into plag complex combination of the
different meanings of the term ‘culture’ with thiéferent meanings of the term

‘popular’. The history of cultural theory’s engagemh with popular culture is,
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therefore, a history of the different ways in whtble two terms have been connected

by theoretical labour within particular histori@ald social contexts.

An obvious starting point in any attempt to defpagular culture is to say that
popular culture is simply culture that is widelydéaed or well liked by many people.
And, undoubtedly, such a quantitative index woukktrthe approval of many people.
We could examine sales of books, sales of CDs afidsDWe could also examine
attendance records at concerts, sporting everddeativals. We could also scrutinize
market research figures on audience preferencesfferent television programs.
Such counting would undoubtedly tell us a great.ddse difficulty might prove to
be that, paradoxically, it tells us too much. Usleg& can agree on a figure over
which something becomes popular culture, and b&lbigh it is just culture, we
might find that widely favored or well liked by mapeople included so much as to
be virtually useless as a conceptual definitiopagular culture. Despite this
problem, what is clear is that any definition opptar culture must include a
guantitative dimension. Bennett defines plopularof popular culture would seem to
demand it. What is also clear, however, is that®own, a quantitative index is not
enough to provide an adequate definition of popeildture. Such counting would
almost certainly include ‘the officially sanctiongugh culture” which in terms of
book and record sales and audience ratings forisgd@ dramatizations of the
classics, can justifiably claim to be “popular’tinis sense’ ( 20-21). Popular Culture
makes the thing more popular and it increasesdlieg quantities of things.

A second way of defining popular culture is to segjghat it is the culture that
is left over after we have decided what high celtist Popular culture, in this
definition, is a residual category, there to accadate texts and practices that fail to

meet the required standards to qualify as highucelltin other words, it is a definition



Sharma | 14
of popular culture as inferior culture. What thétere/popular culture test might

include is a range of value judgments on a padrci@xt or practice. For example, we
might want to insist on formal complexity. In othweords, to be real culture, it has to
be difficult. Being difficult thus ensures its eMslve status as high culture. It's very
difficult literally excludes, an exclusion that gaatees the exclusivity of its audience.

This definition of popular culture is often suppamtby claims that popular
culture is mass-produced commercial culture, wreehégh culture is the result of an
individual act of creation. The latter, therefadeserves only a moral and aesthetic
response; the former requires only a fleeting dogioal inspection to unlock what
little it has to offer. Whatever the method depldyhose who wish to make the case
for the division between high and popular cultueagyally insist that the division
between the two is absolutely clear. Moreover,amy is this division clear, it is
trans-historical fixed for all time. This latteripbis usually insisted on, especially if
the division is dependent on supposed essentitalakegualities. There are many
problems with this certainty. For example, Willi&@hakespeare is now seen as the
epitome of high culture, yet as late as the ningteeentury his work was very much
a part of popular theatre.

A third way of defining popular culture is as ‘massture’. This draws
heavily on the previous definition. The first pothait those who refer to popular
culture as mass culture want to establish is tbpular culture is a hopelessly
commercial culture. It is mass produced for massgmption. Its audience is a mass
of non-discriminating consumers. The culture itseformulaic, manipulative (to the
political right or left, depending on who is doitige analysis). It is a culture that is
consumed with brain numbed and brain numbing pagsithose working within the

mass culture perspective usually have in mind gipus ‘golden age’ when cultural
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matters were very different. This usually takes ohtvo forms: a lost organic

community or a lost folk culture. But as Fiske gsinut, ‘In capitalist societies there
is no so-called authentic folk culture against Whic measure the “in authenticity” of
mass culture, so bemoaning the loss of the authiesndi fruitless exercise in romantic
nostalgia’ (27). This also holds true for the ‘lagiganic community.

There is what we might call a benign version ofrtess culture perspective.
The texts and practices of popular culture are ssdorms of public fantasy. Popular
culture is understood as a collective dream weakkiRichard Malty claims, popular
culture provides ‘escapism that is not an escapa fir to anywhere, but an escape of
our utopian selves’ (14). In this sense, culturakfices such as Christmas and the
seaside holiday, it could be argued, function ircimthe same way as dreams: they
articulate, in a disguised form, collective (bytnessed) wishes and desires. This is a
benign version of the mass culture critique becaas®alty points out, ‘If it is the
crime of popular culture that it has taken our dieand packaged them and sold
them back to us, it is also the achievement of faypulture that it has brought us
more and more varied dreams than we could othemvisehave known’ (ibid.). It
makes the thing popular comparative to the newhgth

A fifth definition of popular culture, then, is otleat draws on the political
analysis of the Italian Marxist Antonio Gramscirgpaularly on his development of
the concept of hegemony. Gramsci uses the ternmethegy’ to refer to the way in
which dominant groups in society, through a procédssitellectual and moral
leadership’ (75), seek to win the consent of suinatd groups in society. What |
want to do here is to offer a general outline ovfowltural theorists have taken
Gramsci’s political concept and used it to explhie nature and politics of popular

culture. Those using this approach see populanreuéis a site of struggle between
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the ‘resistance’ of subordinate groups and thee®uaf ‘incorporation’ operating in

the interests of dominant groups. Popular cultnréhis usage is not the imposed
culture of the mass culture theorists, nor is iearerging from below, spontaneously
oppositional culture of ‘the people’ — it is a @@ of exchange and negotiation
between the two: a terrain, as already stated, eddoly resistance and incorporation.
The texts and practices of popular culture movéaiwitvhat Gramsci calls a
‘compromise equilibrium’ (161). The process is bigtal (labelled popular culture
one moment, and another kind of culture the néxtjt is also synchronic (moving
between resistance and incorporation at any gil&orital moment). For instance,
the seaside holiday began as an aristocratic evehtvithin a hundred years it had
become an example of popular cultufgm noir started as despised popular cinema
and within thirty years had become art cinema.dnegal terms, those looking at
popular culture from the perspective of hegemompii tend to see it as a terrain of
ideological struggle between dominant and subotdinkasses, dominant and
subordinate cultures. As Bennett explains:
The field of popular culture is structured by tlte=mpt of the ruling
class to win hegemony and by forms of oppositiothi® endeavor. As
such, it consists not simply of an imposed massiithat is
coincident with dominant ideology, nor simply obspaneously
oppositional cultures, but is rather an area obtiagjon between the
two within which — in different particular types pbpular culture —
dominant, subordinate and oppositional cultural idedlogical values
and elements are ‘mixed’ in different permutatiq(9€)
The compromise equilibrium of hegemony can alserbployed to analyses different

types of conflict within and across popular cultBennett highlights class conflict,
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but hegemony theory can also be used to exploregoldin conflicts involving

ethnicity, ‘race’, gender, generation, sexualitgathility, etc. — all are at different
moments engaged in forms of cultural struggle aggdhe homogenizing forces of
incorporation of the official or dominant culture.

There is another aspect of popular culture thatigggested by hegemony
theory. This is the claim that theories of populalture are really theories about the
constitution of ‘the people’. Hall (2009b), for tasce, argues that popular culture is a
contested site for political constructions of ‘@reople’ and their relation to ‘the
power bloc’: ‘the people’ refers neither to evergaror to a single group within
society but to a variety of social groups whichhaligh differing from one another in
other respects (their class position or the pdercstruggles in which they are most
immediately engaged), are distinguished from tlmmemically, politically and
culturally powerful groups within society and amnbe potentially capable of being
united — of being organized into ‘the people vets@spower bloc’ — if their separate
struggles are connected (20).

This is of course to make popular culture a protiypolitical concept. Turner
argues that:

Popular culture is a site where the constructioevaryday life may be
examined. The point of doing this is not only acae- that is, as an
attempt to understand a process or practice -alsgspolitical, to
examine the power relations that constitute thisfof everyday life and
thus reveal the configurations of interests itsstauction serves (6).
A sixth definition of popular culture is one infoeah by recent thinking around the
debate on postmodernism. The main point to insidtere is the claim that

postmodern culture is a culture that no longer gaczes the distinction between high
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and popular culture. As we shall see, for someishésreason to celebrate an end to

an elitism constructed on arbitrary distinctionsolture; for others it is a reason to
despair at the final victory of commerce over adtlAn example of the supposed
interpenetration of commerce and culture (the podem blurring of the distinction
between ‘authentic’ and ‘commercial’ culture) canfbund in the relationship
between television commercials and pop music. kample, there is a growing list

of artists who have had hit records as a resul@f songs appearing in television
commercials. One of the questions this relationslges is: ‘what is being sold: song
or product?’ | suppose the obvious answer is ddtireover, it is now possible to buy
CDs that consist of the songs that have becomeessitd, or have become successful
again, as a result of being used in advertisem&htxe is a wonderful circularity to
this: songs are used to sell products and thdHatthey do this successfully is then
used to sell the songs. For those with little syiimp#or either postmodernism or the
celebratory theorizing of some postmodernistsyélaéquestion is: ‘What is such a
relationship doing to culture?’ Those on the paditileft might worry about its effect
on the oppositional possibilities of popular cudturhose on the political right might
worry about what it is doing to the status of raature. This has resulted in a
sustained debate in cultural studies. The sigmfieaof popular culture is central to
this debate.

Finally, what all these definitions have in comnigthe insistence that
whatever else popular culture is, it is definitalgulture that only emerged following
industrialization and urbanization. As Williams aeg in the ‘Foreword’ t€ulture
and Society'The organizing principle of this book is the ebsery that the idea of
culture, and the word itself in its general modeses, came into English thinking in

the period which we commonly describe as that efltldustrial Revolution’ (11). It
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is a popular culture astherdefinition of culture and popular culture that dege on

there being in place a capitalist market econonmgr@ are other ways to define
popular culture, which do not depend on this paladichistory or these particular
circumstances, but they are definitions that fatsale the range of the cultural
theorists and the cultural theory discussed inlibisk. The argument, which
underpins this particular periodization of popudalture, is that the experience of
industrialization and urbanization changed fundaagnthe cultural relations within
the landscape of popular culture. The result wagptduction of a cultural space for
the generation of a popular culture more or ledside the controlling influence of
the dominant classes.

People make them parts of their lives when spehiiiman activities become
popular. Popular culture incorporates actions antys in which people spend much
of their time and energy. Games and sports, fasfoaas and electronic media
become increasingly popular all over the world.ritldances, ethnic culture and
ethnic foods entered the city, hotels and restawftine country. Sound and images
of disco, jazz, hip-hop, and pop-rock have enténedstreets and hotels equally in
cities of the industrial world to developing coues; from New York to Kathmandu.
People spend money and time in concert, disco,rdahd dance bars. Young people
in t-shirts and jeans with images of celebritiest\golleges, public place and fashion
centers. In today’s world media performed the adiels and model motivated by
commercial and popular appeal. Media as well ambkorganization declared
celebrities as the brand ambassador of social aesse

Popular culture refers to common practices thaeymeople with similar belief
systems, lifestyles, and worldviews.Ropular Culture ProfilesRay Browne and Pat

Browne define popular culture as people’s actisia@d engagements, incorporating
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rite and ritual, myth and media, and feast andvaistit is what people do while they

are awake, and what they think about and what dnegm of while they are asleep. It
is the way of life individuals inherit, practicehange, and pass to their descendents
(3). Understanding a people’s culture requiresaer observation of their actions and
leisure activities. Knowing specific patterns ofls and their belief systems allows
observers to understand those people engagedsa Hubivities.

Popular culture is not a product in itself, butragess of representing any
cultural object. It is culturally constructed franteractive processes between humans
and media representations. Studying popular cuttaneotes an in-depth
investigation into food the majority of the peopet dresses, they wear, magazines
they read, and movies they view. In the fashionldvoertain dresses they wear,
magazines they read, and movies they view. IndBkibn world, certain dresses,
such as t-shirts or sports shoes become populartbey are worn by celebrities, and
they become even more popular after the hero anteloine wearing them appear in
the televisions commercials. It unfolds connectibaetveen the hero and culture,
business and aesthetics, and icon and technologyarFexample, blue jeans are,
originally rough dresses designed for American amygb have become fancy wears
for special occasions for people of all age ran§esilarly, fast foods, including
McDonald, Pizza and KFC have become special sfack®ungsters and adults and
ordinary folk and the rich elite across the world.

Popular culture has become one of the most vilsanjects in the new
humanities ever since the 1960s. A pertinent pragequiring sincere scholarship
and rigorous intellectual debate in the Americastdirse, popular culture opens up

avenues for an in-depth understanding of life aritlce of the mass.
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It is generally recognized as thiernacularor people’sculture that

predominates in a society at a point in time. AsrBmett explains ifRhetorical
Dimensions of Popular Cultuy@op culture involves the aspects of social lifgsin
actively involved in by the public. As the ‘cultuoé the people’, popular culture is
determined by the interactions between peopleair #veryday activities: styles of
dress, the use of slang, greeting rituals anddbdd that people eat are all examples
of popular culture. Popular culture is also infodhiy the mass media.

There are a number of generally agreed elementprtsing popular culture.
For example, popular culture encompasses the mmosediate and contemporary
aspects of our lives. These aspects are oftencubjeapid change, especially in a
highly technological world in which people are bgbticloser and closer by
omnipresent media. Certain standards and commahdiydeliefs are reflected in pop
culture. Because of its commonality, pop culturéhlreflects and influences people’s
everyday life. Furthermore, brands can attain gopic status. However, iconic
brands, as other aspects of popular culture, nsayamd fall.

With these fundamental aspects in mind, populauoeiimay be defined as the
products and forms of expression and identity énatfrequently encountered or
widely accepted, commonly liked or approved, anaratteristic of a particular
society at a given time. Ray Browne in his essaykliere to Popular’ offers a similar
definition: “Popular culture consists of the asgent attitudes, behaviors, beliefs,
customs, and tastes that define the people of aeigty. Popular culture is, in the
historic use of term, theulture of the peoplé
[.IV Integration between folk culture and popular culture

Popular culture allows large heterogeneous madge=ople to identify

collectively. It serves an inclusionary role in gig as it unites the masses on ideals
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of acceptable forms of behavior. Along with forgimgense of identity which binds

individuals to the greater society, consuming polpuce items often enhances an
individual’'s prestige in their peer group. Furth@opular culture, unlike folk or high
culture, provides individuals with a chance to dw®the prevailing sentiments and
norms of behavior, as we shall see. So, populénreuappeals to people because it
provides opportunities for both individual happimesnd communal bonding.

A key characteristic of popular culture is its a=ibility to the masses. Itis,
after all, the culture of the people. High cultuva,the other hand, is not mass
produced, nor meant for mass consumption. It baldodghe social elite; the fine arts,
opera, theatre, and high intellectualism are aasediwith the upper socioeconomic
classes. Items of high culture often require extensxperience, training, or
reflection to be appreciated. Such items seldorascower to the pop culture domain.
Consequently, popular culture is generally looksmirn) upon as being superficial
when compared to the sophistication of high cult(iféis does not mean that social
elites do not participate in popular culture ortttni@mbers of the masses do not
participate in high culture).

Through most of human history, the masses weraanfied by dogmatic forms
of rule and traditions dictated by local folk cutuMost people were spread
throughout small cities and rural areas — condstithrat were not conducive to a
‘popular’ culture. With the beginning of the Induat era (late eighteenth century),
the rural masses began to migrate to cities, Igainhe urbanization of most
Western societies.

Urbanization is a key ingredient in the formatidrpopular culture. People
who once lived in homogeneous small villages amtafound themselves in crowded

cities marked by great cultural diversity. Theseedse people would come to see
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themselves as a ‘collectivity’ as a result of commar popular, forms of expression.

Thus, many scholars trace the beginning of the laopulture phenomenon to the
rise of the middle class brought on by the Indak&ievolution.

Industrialization also brought with it mass prodoct developments in
transportation, such as the steam locomotive amgdtdamship; advancements in
building technology; increased literacy; improvensan education and public health;
and the emergence of efficient forms of commenaialting, representing the first
step in the formation of a mass media (e.g. thepeness, magazines, and
pamphlets). All of these factors contributed to bleessoming of popular culture. By
the start of the twentieth century, the print intdgsnass-produced illustrated
newspapers and periodicals, as well as serialingdls and detective stories.
Newspapers served as the best source of informfranpublic with a growing
interest in social and economic affairs. The id@gwessed in print provided a
starting point for popular discourse on all softsopics. Fueled by further
technological growth, popular culture was greattypacted by the emerging forms of
mass media throughout the twentieth century. Fibnsadcast radio and television all
had a profound influence on culture.

Ultimately, the exact nature of popular cultursasdifficult to pin down
because it is applied in broad terms, to inclutiealj art, literature, and cosmology.
Many popular beliefs, rituals, and customs of thdirary people were also shared by
members of the social elite, clouding the bounddetween the two traditions.
Tentatively, we can summarize popular culture asxgmessive and shared system for
the production, transmission, and consumption bestve yet simple values readily
accessible to and accepted by most members oka gociety at any given time,

simultaneously fulfilling both normative and praeti social interests. In the end,
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however, popular culture continues to elude predemition. Perhaps the very

ambivalence of the term renders it so theoretidélible and at the same time

dangerously seductive.



[1. Changing Paradigms of Folk Culture and Popular Culture

Folk dances are dances developed by groups of @éug reflect the
traditional life of the people of a certain countryregion. The terms "ethnic" and
"traditional" are used when it is required to engba the cultural roots of the dance.
In this sense, nearly all folk dances are ethnison

More controversially, some people define folk dagcas dancing for which
there is no governing body or dancing for whichr¢h&&re no competitive or
professional institutions. There are a number ofieno dances, such as hip hop
dance, that evolve spontaneously, but the ternk ‘tfahce" is generally not applied to
them, and the terms "street dance" or "vernacwlacd' are used instead. The term
"folk dance" is reserved for dances which are s$ayaificant degree bound by
tradition and originated in the times when theidetion existed between the dances
of "common folk" and the dances of the "high societ

Kaudais a very attractive dance and it belongs to tlag&f Community in
the western part of Nepal. The Magar communitynis of the ancient ethnic groups
in Nepal which are settled in the southern and evagtart of the Mahabharata.
Smoothness of dancers and their movements areghtiel any spectatoKauda
dance is performed by tiMagarsandTamangsn groups: men and men, women and
women, men and women can perform this dance ifesirc

Popular amon@urungsandMagarsin the western NepaKaudausually
performed throughout the year, excepting the raumypmer. Youndgsurungand
Magar boys and girls sing and dance at nights in théages on hills in their warm
reception to the other bands from the neighboromgraunities, sharing food and

materials, feasting and rejoicing to develop relahips through conversations.
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Dancers and Dances perfoaudaaround Gandaki zone of Nepal,

primarily after farming season. This dance has lpgaaticing on the rural areas of
Tanahau district. In this dance, more than foumppeparticipate. The boys dance
wearing theDhaka Topi, Kachhadast CoatandPatukaand girls dance wearing
Jharra, Shirful, Dhungree, BulakindPote My purpose of this research is how the
indigenous ethnic dances have been popular amtdrbes the economic interest and
social function. How the changes of the folk darttas been occurred in the
Restaurant, Bar, Disco, Colleges and National daysell as international cultural
program. What are the effects of the participatrooommunity art? How can factors
like entertainment, leisure, socializing or haviag be useful for poverty alleviation
and development?

Amongst the art, dance is the most primeval anskgland scarcely there is
any civilization where the wakefulness of human ement as a vehicle of
expression, ecstasy and grief is not evident. Dapavhich is dependent on human
habits and action is the most impressionable andgdable. Nepal has a very rich
tradition of folk dances. Every region manifestedtent cultural feature.

Tanahu — the land of indigenous community and fialkces vividly depicts
life in its variegated color with joys and sorrayps and downs in melodious tunes
and fascinating ways. But this folk art is dialiiog renaissance sunshade as it has
been replaced by dark and loud clouds named filmayEanglish songs and dances.
The present paper has made an attempt to higtittihdlances of indigenous
community with its changes over the years to ecoaamerest and social function.

The word folk dance comprises two meaningful wofol&’ and ‘dance’
which stands for a comprehensive concept. Evoluifdolk dance is intimately

connected with the growth of cultural life of thegple. The creators of folk dance
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were the people who would not find it possiblehimk in abstraction from the

process of their daily tasks or in isolation frdmeit community life. The folk dances
of Nepal reveal not only the individual talentsooir people, but the collective
tradition of each part of our country side, therelsgeristic of the community, and a
love for rhythms almost as atmosphere have broalgbait a great variety of rhythms,
of musical compositions, of costumes and dancestyl

Dances and dancing style lie at the heart of muabriginal ritual life.
Consequently, changes affecting ritual are felhwyirticular force by those wishing
to preserve the meaning and significance of trawlgti performing arts. A growing
number of people understand the essential roleesfet performances as carriers of
the identities and unwritten histories of Aboridipaoples. A smaller number are
aware of the religious, revelatory and initiatoature of knowledge and power which
characterizes the Aboriginal model of danced events

Contemporary Aboriginal dances include several majeas of activity
which may overlap in some cases. There are traditidances, which are presented in
what may be their original forms or in adaptatiomsy (non-traditional) dances and
songs created by and for Aboriginal people; Aboiadjidance styles incorporated into
European / modern city dance styles; and entirelppgeanized dance forms in which
contemporary Aboriginal performers with appropriigening take their places in
professional presentations.

Traditional dances have been adapted for non-Al@aliqudiences to
broaden understanding and appreciation of Aborigihal and beliefs and provide
some financial independence. As a result, demanthése performances has

continued to grow in nationally and internationally
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Within an essentially conservative framework, adshces have been adapted

and new ones invented to accommodate changingtateunces. Traditional dances
have been used, for instance, as a means of stib8tanclaims to land, and have
acquired entirely new religious contents, as inrtee Territory. New dances have
emerged by the fusion of modern city life of peaghel the indigenous ethnic dances
people. The style and degree of this kind of intiovavaries widely between groups.

Around Kathmandu, the capital city of Nepal, thsra number of schools
which teach dancing and draw their inspiration frioaditional Aboriginal
performance. The major centre is the National Adinal and Modern dance concept
which now has an academic program and a perforaritsgporogram.

Every year, students of Arts (film, theatre anévedion) mount a production
around an Aboriginal theme. Art’'s students leaadlitronal dances and perform them
as separate items or include them in their entingttyin major dance works. They
also use ideas from the themes (mythology andfeglmderlying traditional
performances. Aboriginal movement styles are usexhoreography in combination
with other modern dance.

The Aboriginal and Modern city dance is associatét National
performing arts program and is a full-time professil dance company in its own
right. Its members responded to the growing denf@andboriginal performers and
travelled widely in Nepal and overseas. Aborigidahces and danced movements
have inspired and been incorporated into works logd&in dance choreographers.
The creative activity that occurs within Aborigirddnce communities is a crucial
element in the emergence of distinctively Nepafiaaidioms.

Indigenous ethnic dances are now held in the We&egion of Nepal.

Initially these were events at which dances, staaied songs were shared and social
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networks established. Each group had its own dgraend, performed in turn, and

also assisted other groups. More recently a cotneeglement has been introduced
and some performances have been adapted to meegtheements of the tourist and
entertainment industries.

I1.I Changing Form of Folk Dance

. In the past, folk performers on hills used toaaat nights after their daylong works;
these days, professional dancers perform at clutbdatels to entertain guests and
visitors for their daily earnings. Nepal has a vech tradition of folk dances. Every
region manifests different cultural feature. In gaest, the dancer of indigenous ethnic
community used to dance by wearing the originahee costumes but now the
dancers do not care on cultural costume. The pdopleevery society can have
dance and feel entertain instead of caring on oostand dance group. There is no
marginal line between ethnic community and others.

Folk dance involves many issues arising from tiece$ of Modern city
settlement on Aboriginal performance, including ewahip of dances and songs; the
acceptability of preserving or recording changaidicance of ritual life; and the
consequences of exploitation for commercial purpoBances lie at the heart of
much ritual life. This means that the difficult ne¢ of changes affecting that ritual
life is felt with particular force by those wishimg preserve its meaning and
significance. Some financial assistance for thesats comes from the Aboriginal
Cultural Foundation. The Institution of indigenarsanges regular festivals in the
region at which Aboriginal dance groups have begelrated performers.

Many people have made efforts to revive and pvesgances in a form as
close as possible to the original. These activiiekide visits by dancers and

musicians from distant parts of Nepal to urban sthand dance companies, and
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programs to teach dances to Aboriginal childreth@r own communities. These

dances have also been adapted for non-Aborigirthéaces, to broaden
understanding and appreciation of ritual and belfd to provide financial

independence. As a result demand for these perfar@saehas continued to grow in

Nepal and internationally.

Figure 1: Dancer performinigaudaat Night in the village (photo from Prakash

Neupane).
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Figure 2: Dancer performing the dance in the opaces even in the rainy time

(Photo from Field study).

Indigenous dance mirrors traditional indigenougurel Culture diffuses
from the lowest levels of simplicity to the strafacomplexity. The ritualistic
tradition of worship through dance and music hampated Nepali life providing a
picturesque perspective on their culture. Init@hces that were folk traditions, mere
ritualistic performances performed in villages, mually attained the stature of
theatre. Even today, folk dances are performedlages during the festive season.

Those dances have been performed in city arearesaas of having money.
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Figure 3: Indigenous community men and women pariiog Kaudadance (Photo

from Shyam Tamang)

Figure 4:Kaudadance performing in the Dance Bar in Kathmandw{®fom field
study).

In the paskaudadance used to performed under open sky. There avaght.
They had to perform and practice even they aremetested to perform due to the
daylong work. They have to manage their costumdsshould compose song in the
time of kitchen and working hour. But now dances @erformed in the Restaurent ,

Bar, Colleges, cultural program. People from esagiety perform the dance. It
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becomes the source of earning. People do not caceltural dress. They perform it

whatever they feel comfort. It is a subject of etsi@ment. People can understand its
language and sense of the song.

Traditional dances are still performed but withréasing frequency. Often
referred to by modern city life performers in restmt, Bar, College, theatre and
national dayshese dances can occur in traditional settinga targe scale Dance
Festivals where many local groups from a wide aexéorm their own dances. Some
adaptation and innovation occurs within traditioregdertoires: dances can change
their status from secret or restricted to openulnlip status; new dances and songs
are received from spirit ancestors and old damesonger performed) are re-
invented. As clan groups have settled in largerroamities, collective performances
have drawn people from a much wider area, alth@tgimdance has always been

governed to some extent by kinship, language tidsr@lationships to country.

Figure 5: People danciri¢audain Deusi Vailo(Photo from field study)
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Figure 6:Kauda dance performed by various community men and wo(Roto
from field study)

Culture is a means to express and communicate i&/lgaing on in people’s
lives using spiritual, intellectual or emotionahtares. Whatever happens inside or
around a community will affect their culture. Thartsformation of culture can occur
alongside changes in the social-economic situatf@society, such as the growing
urban drift and the subsequent urbanization of &rraral societies. The following
example from indigenous society illustrates howhsexternal changes of social,
economic and political realities influence the s@nmation of dance culture.

Dance, the most delicate expression of human @ylisisupposed to be an
undiluted enjoyment for the art lover. As Lord Bradocommunicated to Sage
Bharata who wrote it as tidatya Shastrgthe art of the play), the significance of
dance "is not to flatter any party but to repredbattrue and essential character of the
world". Ideally, the symbolism of its postures agestures, the stories the symbols
tell, and the myths behind these stories, givesititkence the opportunity to study

the world of experience and learn the interpretatioffers.
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Figure 7: Indigenous females performikgudadances (Photo from field study)

Culture is not a static set of traditions and artrfs but rather as a media to
express actual and contemporary joys, sorrowsaaab| using existing forms
enriched with the thoughts and ideas that will ¢évalty develop into some of the
future’s cultural affluence. This interconnectigimough culture, of the past, the
present and the future accentuates the continuaasformation that any vivid culture
is constantly undergoing.

The various definitions of culture show that itrifrinsically a variable
concept. It is not always an agreeable, positivegftut since it is inseparable from
humanity it might reveal destructive energies ahlan nature as well. It can become
a source of division and therefore plays an impantale in conflicts around the
world. It is certain though that culture is a fundatal element in the life of every
individual and community; it is what we share witlose who live around us, it is
what makes our social being, what joins us to aigrd hus the concern with culture

provides insights into social life.
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People attracted by the prospect of wage labotutHeir villages and moved

to the cities. Prior to this, dances in the citiese either European dances performed
in rather fashionable colonial dance clubs andsée$n European ‘elegance’ which
expressed predominately affiliation to a speciftfcné group trying to renegotiate
new identities in an urban environment. Since ladaus women in Nepali society
were excluded from wage labour they depended or owhpany in order to have
access to money. Money and male-female relatioasiepame strongly
interconnected. Under these conditions music andelaecame the ideal vehicle to
show off, seduce and subsequently negotiate ing@idconomic matters.

Unlike men, once women got married they did nagdient dance at bars any
more. For men, however, they became a locationevitey could confront their
maleness amongst each other and test their masqdimer of seduction on women
through dance. These dances, which developed dbeafew habit to going out to
bars in order to impress and seduce, were exploemgmethod of extension.

This is just one of countless examples of how @eleiactors influence
people’s lifestyle, knowledge, resources and beli@hd the evolution of their culture.
Such factors include the transformation of the emment as well as social,
economic or political changes, improvement of etlonaand development of new
technologies. Urban drift and migration influencdture and art considerably as
different groups and cultures mix and hybrid formhgxpression evolve. New
experiences and living situations might enlarge esoof expression and improve the
creativity of groups and individuals. At the sanmee they might let people forget or
neglect techniques and activities that used to jaeat importance in their culture

before.
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The dynamic of culture and its ability to adaph&w situations are crucial

tools for people to makes sense of their liveg] finidance and control modes of
expression. Especially as globalization accelenatesesses of economic and
technological change culture has to be given ttem@éon, the freedom and the means
to develop alongside (10). Petrella argues thasoaieties need direction and that
this fundamentally concerns cultural developmeris trucial though that cultural
development does to not only concentrate on olsjdtire (buildings, infrastructure,
goods and capital) but much more on subject cyltungch is committed to make
sense of things, to develop links and social skiéisveen people and create new
forms of coexistence.

[1.11 Culture and Development

By underlining the transformative character of grétits connection to
development becomes obvious. Although developmasinimany different notions it
intrinsically contains an element of progress aogd change’ (1) — a (positive)
transformation of the present situation. Developinoan also generally be associated
with the reduction of poverty and the stimulatidreconomic growth. The question
remains as to which efforts have the potentiaktueve change for the better and
reach those people who most need it.

The frequent failure of large-scale investment dedelopment projects
shows that the concentration on economic and téagival progress alone is likely
to leave out the human side of development. Thegsb@nd most disempowered
people’s needs and problems tend not to be comsiderd risk gaining nothing out of
large-scale projects. Amartya Sen proposes tharppshould not only be seen as a
situation without financial and material means d&lsb as a vulnerable position of

people without choices and capabilities (14). Tottheye is growing recognition that
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development cannot just be done to people but @cdhtrary people have to become

its agents and set their own priorities.

Parallel to the recognition of participation of p&min development over the
past twenty years, the understanding of culturenmaged slowly from some kind of
‘beautification factor’ to an aspect to be consadkin development alongside gender
equality, environment and sustainability. Cultunewd develop parallel to economic,
political or social changes. Therefore Verhelst @gddale claim polemically that
‘any development process must be embedded in ¢odaire, or development will
simply not take place’ (11). Culture has velocityits own speed to cover the area in
the community. It makes the people to sustain eir tag.

The introduction of a cultural dimension into theemll development effort
shows evidence in the launching of new culturaigied as has been done by a
number of development agencies and NGOs. Theggpoarckintentions and a number
of sound and useful cultural projects are carrigtdas a consequence of the
increasing awareness of the importance of cultrelévelopment. The research of
cultural approaches to development within sevegahaies, demonstrates that the
success and sustainability of such projects depemndise effort that is made to
analyse and understand local culture.

Culture as ‘context’ is concerned with the undéndyvalues, beliefs, and
traditions of a community. The understanding ofhsconcepts opens possibilities to
integrate people’s potential and power in the mtogesign. The ‘content’ of culture
is related to the local cultural resources or treceete translation of the cultural
context in life with its symbols and practices asys/of working, social organization
and traditional heritage. The tangible expressiotutiure is its ‘method’ and refers

to the use of any cultural form including song,ndaa dance, music etc (15).
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The specific section ‘culture and development’ hivi@ look at the

participation in community art (culture clubs ars$aciations or informal cultural
activities) and more specifically the impact ofitional) dance groups and their
activities on the communities. According to my alaéions in indigenous dance
(Kaudg), participation in culture clubs and associatimgery common. A single
village can have up to ten dance groups. Peophgjagement and activities in those
groups are an essential part of the recreatiopaitusal and hospitable life of
communities in rural as well as urban environmeD#sice groups can be very stable
and reliable organizations, which continue to edestpite of major political changes
or armed conflicts.

[1.111 Dance and community dance

Dance is a very old art form and is an elemenhefderforming arts in every
culture around the world. It is a language in iaight, not in the way that speech
is, it is rather like thought without discursivegio — thought beyond language. It
demands that one give oneself over to sensatibfudldws a path, a channel of
thought — and of meaning. It is about learning tive) to act and react with one’s
body, to channel emotions and to understand howtiensotravel through the body. It
is a way to learn to free oneself and to think. €ateaches how to see what is
hidden, secret, concealed beneath the layers.

There are a lot of possible and sometimes comigastiigins of dance that are
mentioned in the literature. Wherever it might cdneen, dancing satisfies a variety
of essentially human needs and fulfils functionthim spiritual and recreational life of
a community. It offers opportunities to explore sm@vn or a group’s creativity and

capacities without needing anything else other tharhuman body as an instrument.
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Someone can list plenty of reasons for people teelavhich give an

overview of uses and opportunities of dance. Pedaihee for leisure and
entertainment, to relax and have fun. Through démeg communicate with other
people and express emotions. Expression througtedzan be a symbolic activity
divorced from real life and thus can become aztdiartistic language. Moving in
general is an emotional and physical outlet orrgiamic or instinctive need in order
to release tension.

Traditional and contemporary art tend to be sepdriiom each other. In
non-Western cultures contemporary art is often@ated with Western art only.
Contemporary art is looked at as foreign, a thi@&bcal tradition; links between
contemporary and traditional artistic expressiadanied. | do not share this view at
all. On the contrary, | am convinced that conterappart is possible everywhere in
the world. It is intrinsically art of the presemhe. Therefore contemporary dance is
nothing other than dance which reflects presergginbuch reflections might for

example question conventions of the past and wamséxisting tradition.

Figure 8: Boys and girls performin¢audadance on Japan in College Cultural

Program (Photo from www.google.com)



Sharma | 41
| would argue that contemporary dance is art-damckthe result of the

resistance of an artist with the time he/she limedased on his/her experience and
culture; while traditional or popular dance is afart-dance and evolves out of a
collective rather (un)conscious creative process gfoup reflecting its cultural and

social identity.

VECCOME 10 wai FETE UK

Figure 9: Indigenous community organizes kaeidadance performance (Photos
from Nepali life UK)

Consequently, the indigenous dance groups, liketies | visited in Tanahu,
truly belong to the category ‘non-art-dances’. Timection and motivation of the
dances and dance groups are closely linked todtiem‘community dance’, which is
a term used in the western world to describe vardance practices of communities.
It is defined to increase access to dance for émetit of all kind of people, emphasis
participation, and the ‘main’ product of communignce is the process in which

participants are involved.



Figure 10: Indigenous people performikgudaon the occasion of Yvorld
indigenous day (Photo from Keshab Chhetri)

Community dance is non-professional although psifegl dance has an
important role for the development of community ckaactivities. Professional artists
are likely to have completed a formal arts educadiod tend to make a living from it.
In developing countries though, studies in the dot®ften not exist. This applies well
to the situation irKauda Although income generation is an issue for mesbér
many of local, non-professional dance groups, taarfocus of their activity is not
the performance itself but the fun of the danciagach. Dance is their emotional and
physical outlet. They dance to relax and enjoyresp emotions and communicate
with others. They appreciate the company of a gradnch shares the same passion
and interests and like the contentment of beingqfea social network. At the same
time offers them the contact with members of ‘pssfenal’, more skilled groups,
interesting links with the world outside their commmity by providing them with

important input and inspiration for their practeed the development of their dances.
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[1.1V. Dance and development

In what ways can dance contribute to developmep&trom the impacts
of community arts in general as described it seemsrtant to me to give some
examples and ideas of how dance can be usefulvelaEment and what possible
problems have to be considered. In many non-Westdtares dance has a
particularly important role in people’s lives. Shyd'amang, a choreographer from
Katmandu, states that dance in Nepal accompaniasaniewomen, children and old
people through their lives every day. It is thegdium to express joys and pains,
their tool to link the spiritual to the physical vah

It is argued by Prem Thapa, director of Nationala#acenter that iKauda
the art form of dance is practiced by more pedmpd® tany other art form. But dance is
easy to understand and decode especially for pgofileut much knowledge and
experience in this field. In order to illustratetiee what dance might be able to stand
for | recount the experiences of two practitioners:

The modern dance therapist Tilak Chhetri observethd his workshops in
Tanahu how the people of Brahmin and Chhetri oveectheir attachment and love
for members of the other ethnic

Many felt they had communicated with each othexr déeper level then
they have ever done before. We hardly used anyswshile the movement
experiences were happening. This is what they ldest and felt that it was
a happy experience in which they got in touch whgmselves, their
emotions and that of the others. The bonding tappans when we work
together physically is strongest, because we fiedsy to communicate

through words as well as with our bodies.
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This example gives an idea the use of dance indh&xt of reconciliation work after

or during an armed conflict. But most of the featumentioned can be detected in
peaceful circumstances as well: The choreograplpen Bhhetri reviews his
experience of dance work with communities, esplciala development context:
In dance we take away words. Often we use wordayavhat we don't
mean, as a protection from revealing who we ard.[[l'he body] always
responds to our state of mind. [...] Changes in m@mmake people
change the way they think and behave. [...] It becohader to be violent
to other bodies, hard to maintain prejudice whem g involved in the
intimate, physical, emotional process of probleiwiag with another
human being.
Marginalized or traumatized people tend to onlynsleninimal space, thus make
thems as invisible as possible. As Krishna Khadkatp out, the changes in the
movement of people reflects the way they think pateive themselves in the world.
Therefore dance can help them to take up more spatenake themselves seen and
heard.

To finish | want to add one concrete example ireotd illustrate the value of
community dance interventions especially amongst peor and disadvantaged
communities: as a part of the Magar Community Dalrfeeatre’s Program in
Kathmandu young dancersMfagar were assigned to teach a weekly dance class for
older people in one of the slums of Tanahu. Eldedgr people normally have no
opportunities to escape grinding poverty at alleyrmight just be tolerated in the
households of relatives and try to take up a®lgace as possible in a small corner
of a shack. The weekly dance class brings sommatten and enjoyment into their

deserted existence. It provides entertainmengdgrand companionship. One dance
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class a week might improve the quality of thoseeplgkople’s lives because it

increases their physical and mental wellbeing, tregyp the opportunity to
communicate with other people, reinforce their abeetwork and obtain a feeling of
still being able to do something at last.

Dance and development might seem an odd combinatifrst. The look at
the opportunities that dance has to offer in empmgegpeople by developing their
creativity and self-esteem, their abilities to conmicate and interact beyond
language and to take up some space at last, shatvdance has a lot to offer though
it has been changing its form in performance.

The dance groups fall into two categories: Thellgoaups in villages and
cities which practice one dance only. Their memibbersnally have the same
ethnicity and cultural background even though tluises not seem to be compulsory.
Comparable to the definition of community danceytimainly focus on ‘the process
in which participants are involved’ and provide e to dance for all kinds of
people. These groups are the main actors in fogtamd transforming traditional
dance. They are true amateurs who own the freedareate and perform the dances
as they please.

The groups of the second category have a veryrdifteole. They have
modern concept which refers to the variety of dartbat they have in their repertory.
In some cases as for example the dancésagfar represent the music and dance
culture of their region. Ideally this would meamtihey have frequent contact with
many local groups and do fieldwork on a regulaiasorder to document and
collect dances and update their repertory. Basdtismroad knowledge of dance
and music they adapt traditional dances for thgestand also create theatre-dance

pieces.
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Many of those groups produced programs for civileadion (often about

HIV/AIDS and Democratization). In fact their regedimole resembles the role of
awareness nationally. They function as leadersn€d culture in their region and are
an important link between modern dance group acal lgroups — the link between
local, traditional, communities based non-art dasno@ national, professional, art-
dance. They recruit dancers and musicians fronl groaips by inviting talented
young dancers to join and teach them an extengetogy of dances, songs and
music.

Local groups as well as modern dance group performrivate parties,
national holidays, religious holidays, official s initiation rites and other events.
Normally they are paid for performances. In towagrpent tends to be in cash
whereas in rural areas it can also be food andslion other payment in kind. The
prices depend on the reputation and popularitygroap. The fact that members of
dance groups have opportunities to earn some nfom@ytime to time is very
important. Especially in female only groups incogemeration is an important
argument for women to negotiate their absence frthidren and household duties

for rehearsals.

Figure 11:Gurungboy and girl performingaudadance on occasion bhosar

(Photo from field study)
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Figure 12: Girls performingaudadance on the occasionldfiosarprogramme

(Photo from field study)

Figure 13: Indigenous people performikgudadance on the occasion of Magar day
(Photo from Khadak Thapa Magar)

Many dance groups are constituted as associati@hsegistered in their
Indigenous community. Although setting up the #&mf association poses
difficulties at times and registration of an asation costs some money, most groups
seemed to be eager to get officially recognizecgbee their registration makes them
known locally and might provide opportunities tafpem at regional or national
festivals. In remote rural areas groups are léssasted in registration and formal
status.

The financial resources of all dance groups arg Marited. Local groups

sometimes ask an entrance fee from new memberadrsitof the income results
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from performances at various events. If the paymsewery low group members are

paid first, if the income is better, it is splitcha part of the money goes towards the
group to be invested into mending or purchase sifuments. Costumes generally
have to be provided by the dancers themselves.&xgiomed before, some modern
dance group managed to receive funding for spegrfifects from international
NGOs. Some modern dance groups have already beégdito perform in other
regions, neighbouring countries and even in Eur@amerally though opportunities
to perform are rare and often groups do not hagerteans to replace broken drums
or help poor members to buy fabric for their costum

Fortunately national and regional institutions ¢atture are well structured
and linked. The Bigul Thapa in Kathmandu appoirgednstructor for dance who is
at the same time director of creative dance Cultukathmandu. He has to observe
and support the groups in Kathmandu and advise Hrastically whenever they are
asked to perform for official events. The municifyabf Tanahu employs two women
who organize the dance groups on the Byass, angnigeir repertory and preparing
them for performances.

In Myagdi the situation is less ordered. Therewamgaid dance experts in
every village. | visited who have regular contadgtvocal dance groups and keep
local registers. Due to very limited access to camication technologies and
transport there is no updated summary of thosetergiat the central administration
of the region and the activities of local dancecgglests are rarely monitored or
controlled.

All interviewees mentioned that contacts betweercdaroups were too
irregular in order to establish relationships aefirce common interests or activities.

The isolation obstructs effective networking in@rtb set up regional meetings and
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festivals of traditional dance. Structures for ¢cinganization of such events partly

exist but their financial and management capac#regoo limited.

An important focus of this research lies in theatinee processes of the dance
groups in order to understand the transformati@hcaeation of traditional dance. |
therefore tried to ask the groups to explain me hawdifications of the repertory
were done or how new songs or even dances weredraad which individuals of a
group took responsibility in this process. In tbastext ‘song’ means not just text and
melody, but one ‘number’ of the repertory includniythm and steps, as opposed to

‘dance’, this stands for a dance style.

Figure 14:Kaudadance and song performing in the UK by indigenoasamunity
(Photo from magarusa.org)

The groups continuously enlarge their repertorys RHormally starts with the
creation of a new song (text and music) and thetirmoes with the arrangement of
movement and steps. All the groups have a ‘credtias’ of two to four motivated
and engaged group members, who have the necessaxiekige, experience and

special talents to create music and choreographg wiomen of indigenous
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communityreported that the inspiration for text and melofipy@~ songs come

during household work and develop slowly until sbmgere ready to be introduced to
the whole group (interview). Other groups improwisgether and progressively
create a new song. The melodies are based onyttieie patterns and structure of
the dance in a call-and response model, whichpisdy of singing all over Nepal.

The research was too short and superficial toduichow fast dances
develop. Dances with a long tradition and histdeg community dance tend to vary
less than new dances as western dances, whichlkirea state of innovatiorA
majority of groups had very little contact to otlggoups and had rarely ever seen
other groups dancing the dance they practiced tbles Although outside
influences are few they play a very important rfolethe development of the group.
The indigenougroup in Tanahu was chosen to represent Indigecutse during
the Festival of NationalOn this occasion members of modern dance groagheal
them. As a result they had changed the structutieeaf choreographies with a new
awareness for spatial setup and audience intera@titerview).

To my surprise, in some districts, mainly in urlze@a and especially
amongst the Restaurant and Bar, new dances areigced@very year. Groups or
individuals create not only new texts, melodies stggs but entire dances. It is the
pure enjoyment to play, improvise and move thativates the creation of these
dances. They express the physical and mental sidéas and thoughts reflecting

collective and personal realities.



[11. Folkloreand Popular Culture: Continuity and Transformation

The research in indigenous dances shows an astupigriety and number of
dance groups and dances. These dance groups gustiaieserving tradition but are
inventing and transforming dance day by day, shathe tradition of the future. They
have great creative potential to do so and theyprred and self-confident practicing
dance and music in their communities. Those darmgpg strengthen the identity of
communities and link them to other communitiesesitcountries and people and
provide at the same time a frame for creative esgpo@ and innovation of their
members. Dancing seems central for a healthy amndeammmunity life and is the
imperative leisure activity for a large part of fh@pulation. Dance group prove to be
the basis of the affluence of indigenous dam@uflg culture and its variety, vitality
creativity and needs and deserves care and attentio

Looking at the difficulties and needs that the groexpressed it seems first
and foremost important to give them opportunitesieet and define their own
priorities and visions. Considering the large nunddegroups and active dancers,
support in form of a project can only involve aestion of groups. The existing
leadership oKaudadance provides a useful basis therefore and Hae taken into
account. The isolation of indigenous people in eeahknowledge around artistic
work and technical skills in dance and music shd@ahallenged.

The most efficient and practicable way to suppod encourage dance groups
seems to be by transmitting skills and know-how ainithe same time giving groups
possibilities to meet and network. Such workshdpaikl contain a wide range of
information around dance involving training in @éifént dance styles, body
conditioning, composition and improvisation, teaghskills and basic knowledge of

fieldwork.
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Like everywhere in the world, the arts in the ireligus community needs

continuous financial and structural support in otdebuild and maintain high artistic
guality, encourage young creators and preservexisting affluence of culture. A
poor country like Nepal’'s indigenous community rdikely to have the means to do
S0, in particular outside economic and politicaltees. Nevertheless | am convinced
that dance groups in the provinces can gain atoesdditional opportunities and
support if they manage to improve artistic and orgtional skills and enforce a
network and practice communication between them.

Which opportunities does traditional dance offerdevelopment?

This simple question led to a broad reflection dhbe links between culture
and development. Changes in the ways of living pibléical, social or economic
environment, can affect existing culture and vieesa. Development might stimulate
the transformation of traditional modes of expressbeliefs and customs but at the
same time it needs to be embedded in local cultdherwise it risks to fail. Thus it is
important that culture is considered in developm&uaiod culture and development
work has the capacity to let people become thesadfodevelopment and set their
own priorities. Community arts activities have fiential to increase people’s
ability of self organization, their self-esteem autial networks. Good social
organization and the competence of people to orgaamd create independently have
positive impact on poverty alleviation and devel@mt) and even seem to have
positive effects on economic growth as well.

A very common arts activity, especially in Nepanemunities, is dance.
Dance is a language in its own right, it offers m®tb think and express thoughts and
emotions beyond spoken language. It thereforeffisult to understand for outsiders

and its social and individual value is difficultdassess. The examples cited of the
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integration of dance in development processes teragius effects from

empowering people by developing creativity, settem and physical and mental
strength, to the ability to communicate and inteleyond language show that dance
has a lot to propose.

The research in Western Nepal’s indigenous ethamces proves that dance
groups have an important cultural role and argusitpreserving tradition but
creating and transforming dance. They are a frameréative expression and
innovation and strengthen the identity of commesitnd link them to other
communities and people. Dance groups and dancesdhe very numerous and of

diverse size and quality.
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Appendix:

Questionnaire for interviewswith dance groups:

1. General information about the group:

- Name of group

- Name of dance

- Reason for foundation

- Number of members (active / passive, men / wordancers / musicians)
- Organisation and leadership (association, regjistm)

- Membership fee / entrance fee / other conditions

- Number of performances a month (estimation)

- Event of performances / payment / transport dfoo

- Who can become member of this group?

2. Creativework:

- How did you originally learn the dance?

- Responsible persons for music / songs / movement
- Where does the inspiration for a new song corme #
- Did the dance change over the years?

- Do old songs stay in the repertory or do theypdyot?
3. Information and networking:

- Do you know other dance groups? Who are they?
4. Needs and problems:

- What kind of support would your group need?

5. Personal views:

- What does it mean to you personally to be memb#ris group? Why are you

member of this group?



