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ABSTRACT

Rajasthan is widely considered as the hub of folk art and folk theatre. Puppetry also
known as Kathputli is performed by the Bhat community precisely which renders them
as an inevitable part of oral literature and also as the main contributor in documenting
history of Kings. The artform of Puppetry has always been a genre that never fails to
capture immediate attention and has the power to bind the audience, compelling them to
think as to what the puppet masters of the Bhat community are trying to point out. Our
reasons for choosing Puppetry as the prime focus of our small project has been inspired
by the same argument. Folklore has immense aesthetic and traditional values for every
region. The way it ranges from talking about mythical celestial heroes to kings and their
kingdoms, kathputli tradition has incorporated it all. Our inclination towards the art of
string Puppetry is undeniable. The efficiency with which the Bhats have employed their
skills to demolish the hegemonic constructions, depicts that their methods are nothing
short of perfection. This article attempts to venture into this very discourse, unravelling
the politicised stance of Puppetry in decentring the hegemony of caste/class
construction.
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1. INTRODUCTION

India, the land of diversity, is rich not only in its religious and cultural beliefs
but also in the domain of dramatic performances in the Natyashastra and various
regional folk performances which provide a rich legacy to the idea of Indianness.
The earliest account of drama/theatre is found in the Natyashastra which is the
oldest and the first systematic work on the subject in the history of Indian dramatic
theory. It has the privilege to be the most quoted and most referred by theatre
practitioners and authors alike on the subjects such as recitation (pathya),
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histrionics (abhinaya), music (sangeet), sentiment (rasa), imitation (anukarana),
action (avastha), diction (laksana), gesture (angika), prosody (chandas$astraa) and
so on. Folk theatre, it is believed, originated roughly around 15t and 16t century if
one is to rely solely on evidence catered by the Puranas, epics and myths. But the
insights provided in the Natyashastra are clearly reflected in the corpus of folk
theatre. Every state in India has a distinctive folk culture employed to serve as a
form of entertainment in the Vedic ages but later evolving as a medium of education.
Some of the types of folklore around the country are Jatra in Odisha, Nautanki in
Uttar Pradesh, Tamasha in Maharashtra, Bhavai in Gujarat, Manch in Madhya
Pradaesh, and Kathputli or Puppetry in Rajasthan. Indian folk is so well branched
that on further research it becomes vividly clear that folk performances have been
subdividing themselves into Fine Arts, Literary Writings and Performance Arts.

Rajasthan is widely considered as the hub of folk arts; hence we have designed
this paper to focus on Rajasthan’s performative art forms namely, its folk dance, folk
music or folk theatre. Khayal, Rammat, Bhavai and Kathputli are some of the few
widely performed forms of performative arts that have ruled the Rajasthani stage.
Puppetry also known as Kathputli is performed by the Bhat community precisely
which renders them as an inevitable part of oral literature and also as the main
contributor in documenting history of princes or at times they go on to provide
proof for the existence of an entire kingdom. The art of puppetry has not restricted
itself to the state of Rajasthan; it spans over the four directions of Northern,
Southern, Eastern and Western states like Bihar, Kerala, Tamil Nadu, West Bengal,
Maharashtra and many more. Broadly speaking there are four different types of
Puppetries: Rajasthan’s art form Kathputli refers to String Puppetry; Shadow
Puppetry in Andhra Pradesh; Rod Puppetry of Bihar; and Glove Puppets in Kerala
which are native to their own state and culture.

The beauty of Rajasthani Puppetry of Kathputli ka khel is directly linked with
its depiction of history and how these historical events are represented by
amalgamation of various Rasas; be it the Veer Rasa, Srinagar Rasa or the Raudra Rasa
all of them have made home in the puppet art form too and despite the players being
wooden puppets, the Bhat community through its dialogue delivery and intonation
successfully educate the audience in regards to the prime Bhava of the scene. One of
the most well-known and active clans of this community resides in Nagaur. At least
eight members of this family are still earning their bread through Kathputli art
performances which has been taught to them by five generations of ancestors who
were avid members of this stage art.

Figure 1 Tiby Cherian. Dreamstime.com
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Figure 2

Figure 2 Puppet Theatre Setup in Amer Fort, Jaipur. Photo: Prachi Chauhan, August 2017.

2. BHATS

The Bhat community which hails from the soil of Rajasthan, once upon a time,
were a group of genealogists employed generally by the kings. They were given the
task to trace the lineage and hierarchical backbone of the ruler reigning the country.
The Bhats, though harbouring from the lower strata of the hierarchical pyramid,
resulted to be the main contributors who ensured that the royal histories remained
alive.

The Bhat community when substituted in the modern age can be referred as the
public representatives of the king and his regime. They were laden with the
responsibility of travelling to different parts of India performing and staging acts
through local songs, Kathputli Natak and other methods of entertainment to inform
the neighbouring kingdoms about the prosperity and monetary power their patron
kingdom exercised. Their acts often served to bring in alliances for their ruler
building political strength and also served as a communicative link which served to
immortalise kings. History serves as a living witness to place and situate Bhats to be
one of the lowest rankers of the court assembly yet the ultimate power of
establishing or ruining a king remained solely in the hands of the Bhats. They were
skilled in the art of clever manipulation and could easily increase the trade of the
court or completely ruin the goodwill of the ruler. In this paper we endeavour to
deconstruct the hegemonic construct of the varna system imposed on the Bhats
which compared them as the ‘feet’ of the society. The narrations and records that
have been validated as a part of Indian history describe the local identities of the
different regions. In modern era the Bhats of Rajasthan as observed by Snodgrass
no longer identify themselves as a part of the marginalised section of the society
rather, they claim to be at par with the Brahmins who wrote and created
manuscripts in Sanskrit to keep the legacy of the king alive, a work which resembled
the acts and performances executed by the Bhats.

This study therefore will provide evidence as to how the Bhats have consciously
led to the phenomenon of ‘anti-structuring’ the belief that the royals were self-
sufficient and that the lower communities had negligible contribution to the
building of a strong literary canon in their respective states. The direct rejection of
a dictated identity is vanquished by the Bhats as a part of a conscious endeavour
who have gone as far as to employ performative art as a tool that challenges the
caste and cultural notions of the society. Their plays and puppet shows have
incorporated symbols and metaphorical themes that directly question and challenge

ShodhKosh: Journal of Visual and Performing Arts 447


https://www.granthaalayahpublication.org/Arts-Journal/index.php/ShodhKosh

The Politics of Puppetry: Studying the Play Amar Singh Rathore: Kathputli-Ka-Khel as a Challenge to Hegemonic Construction

the possibility of a kingdom without the Bhats educating them of their lineage and
venturing away from their homelands with the prerogative idea of bringing back
home trade and political security. This study aims at highlighting the fact that both
the oral literature and recorded history are indebted to the Bhats for passing it to
generations and often educating young princes of their own roles in the society by
providing examples from the experiences of their forefathers and former rulers.
While talking of a marginalised existence in the society one can also not neglect how
Folk culture and Folk Studies has been compelled to be a part of a recessive genre of
literature. Kathputli becomes a medium of resistance for the Bhat community who
effectively use music and dialogues to problematise the then traditions through
their folk performances.

Figure 3

et

Figure 3 Puppeteer Selling Puppets at Amer Fort, Jaipur. Photo: Prachi Chauhan, August 2017.

3. FOLK AS A MEDIUM

Folk culture has various components of expression and one of these is
performance. One can find performances around various things including customs,
rituals, festivals, tales and legends of specific communities. These performances are
rich in multiple narratives of the communities and serve as creating a tradition
which furthermore develops a cultural identity. These performances therefore
become a cultural space and serve as a cultural activity which henceforth
strengthens the community. The tradition of the community dictates the lifestyle
and connects its people with a sense of belonging to their community. Further, it
develops a cultural identity among the people to recognise themselves collectively
and at the same time individually.

Folk performances come down to folk dance, theatre, music, games etc.; each
holds a certain level of significance and leads to cultural production of the
community. Across the country, one finds various forms of folk dance which include
Bihu in Assam, Ghoomar in Rajasthan, Chhau in Jharkhand, Lavani in Maharashtra
etc. Then there are different types of folk music like Baul in Bengal, Thumri in Uttar
Pradesh, etc. and folk theatre like Nautanki in Uttar Pradesh, Kathputli in Rajasthan,
Yakshagana in Karnataka etc. Our small project, as mentioned previously, aims to
focus on one of the folk theatres of Rajasthan; Kathputli or Puppetry practiced by
the Bhat community.

Folk has not just been about a community’s tradition but also about preserving
that tradition and the culture. Therefore, there are various aspects of resistance that
could be found in folk. These elements of resistance are an attempt to protect their
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culture and represent the significance of the same in the society. It challenges the
binary between the classical and the traditional in many ways and in doing so
deconstructs the hegemony of the dominant narrative of the upper class/caste. The
research paper posits the politics of the folk, specifically the puppetry tradition of
Rajasthan. In looking at the puppetry tradition, we choose to analyse and
understand the puppet drama titled Amar Singh Rathore: Kathputli-ka-Khel by a
politicised stance. We argue that hegemony has been decentred by these puppet
dramas through three aspects. First, language becomes a prominent tool used by the
Bhats to ‘re-present’ the glorious actions of the kings. In a way it gives them the
license to deconstruct and reconstruct the hegemonic history creating a space for
themselves which was not given to them as per the varna system. Second, while
watching these performances we witnessed a certain kind of power reversal
between the rigid categorisations of ‘upper’ and ‘lower’ castes. These puppet dramas
equip the Bhats with power with which their narratives create and recreate history.
That is to say the ‘upper’ caste is indebted to the Bhats for passing its genealogy and
legacy to generations and traditionally often educating young princes of their own
roles in the society by providing examples from the experiences of their forefathers
and former rulers. Third, Kathputli becomes a medium of resistance for the Bhat
community who effectively use their music and dialogues to problematise the then
traditions through their folk performances. Simultaneously these performances
while challenging and resisting the prevalent discourse of the varna system and
defying the marginalisation of Bhats contribute immensely in the vibrant culture of
Rajasthan.

4. DISCUSSION

The members of the Bhat community were a clan of low-ranking human beings
who were often considered to be not just lower in social status but also in their
intellectual abilities. The feats of these puppeteers are often neglected, unknown to
many. These people can be substituted by the images of kings’ spies and became the
eyes and ears of the king in his own kingdom. Ojha (2016) argues that the great mind
Chanakya has always been known for his excellence in the field of worldly
knowledge and his shloks have been compiled into a book Chanakya Neeti. Chanakya
has forever laid emphasis on the importance of the espionage system and how
common man or those lower in the societal hierarchy have a pivotal role in the
running of the state (Learning from Chanakya). To hide themselves from the public
eye and remain unidentified the kings would appoint the members of such small
communities to not only warn about a possible rebel but also travel to different
states performing their art, unsuspected yet gathering knowledge about the
weakness and strength of the rival state. People in the form of fruit sellers,
performance artists would enter the rival kingdom and gain access to such crucial
knowledge which even the kings could not have. Their loyalty and valour have often
saved kingdoms from losing wars and also in gaining powerful allies by their songs
where the lyrics would often be composed of appreciation for one’s home state. As
mentioned above the Bhat community of people involved in the art of Kathputli play,
were generally regarded as members of a lower caste community. Yet their
intellectual skills can be considered as rivalling with the likes of the kings.

Often folklore and age-old stories have treated upon a similar path though
shrouded in the garb of either Children Folklore or fantasy-fictional writings.
Panchatantra by Sharma (2011), the ancient Indian writing woven intricately by
numerous animal fables each of which has a moral to convey. As a child one may
tend to overlook the garbed meaning that comes forth as a sharp criticism to the
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hierarchy of the community. The adept use of animal imagery serves to become a
point of similarity depicting the innate social order followed by both species. The
well-known fable of the lion and the rabbit is one fine example that can be used to
understand the clever and street-smart attitude of the Bhats through the image of
the rabbit and the lion serves as the representation of the royalty, literally and
figuratively. The story titled the story of the lion and the hare is an iconic
representation depicting both forms of passive resistance and active resistance (p,
33).

The herd mentality and the submissive attitude which one adopts when
subjected to societal norms also finds voice in the story through animal figurines.
The lion who is addressed as the king of the jungle, blinded by greed and gluttony
forgets about the devastating ripple his actions have on the members under his
domain. His greed for more and the unquenchable thirst for massacre makes him
murder multiple animals daily leaving the forest susceptible to extinguished talents
and hindering the ecological food chain in the environment. The superiority and the
authority he exercise arouses an immediate feeling of submission and the animals
readily decide to betray one of their own, sentencing him to death rather than posing
any form of resistance to the dominant ruler. One such day a puny yet clever hare
lowest in the food chain is allotted to be the designated prey of the king and leaves
for his death. Yet the calm and composed behaviour of the rabbit does appear to be
out of the ordinary. The clever rabbit who supposedly is to occupy the lowest rank
in the social ladder, after meeting with the furious lion he not only lies to him but
also successfully manipulates him into believing that his authority and position is
being challenged by another. The ultimate blow on the societal beliefs comes in the
form of the death of the lion that jumped blindly to his death proving that the king
who is supposed to be the owner of the said kingdom is ultimately unaware of his
own territory and is defeated by the ‘puny rabbit.’

Apparently, this story can easily be studied and used to understand the Bhat
community. The lowest in the hegemonic order has the power to uproot an entire
kingdom. The active resistance of the rabbit is similar to the likes of the Bhats. The
clever manipulation and the art of deliverance in performance are both filled in by
these people. The calculated plan of the rabbit can be compared to puppeteers and
Kathputli These performers have the ability to invoke rebels, lead to wars, extract
enemy secrets and also gorge out the possibilities of future alliances for their home.
The rejection of this community, to be subdued by their superiors as seen in their
performance, the themes of their plays and the dialogues can be taken as instances
of garbed resistance. The lion though unfalteringly projects the picture of several
normative patriarchal kings who use their strength and power to subjugate the ones
beneath them.

Another such old-time fable is the story of The Emperor’s New Clothes written
originally by the Danish author Andersen (1837). His work has been translated into
more than 100 languages. The vanity of the king is exposed to his kingdom by a
person who by profession is a tailor. His use of language and the tactful manipulation
has brought him bags of gold coins and also the credit of exposing the vain king who
is greedy enough to spend the state's money on things as simple as clothes. The
tailor belonging to the lower caste again serves to bring forth the idea that despite
being lower in the hierarchical order the intellectual skills of these men remained
unparalleled. He convinces the king that he knows the art of creating such a fine
piece of cloth that it is only suited for the king to adorn it. Apart from the beauty the
cloth is also magical and hence can be seen only by someone who is wise and
intellectually capable of understanding the beauty of the cloth. In the end not only is
the king robbed of his money but the vast difference in the thinking and
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manipulating capabilities of both the king and the common tailor deserve to be
largely highlighted. He disrobes him in front of his entire nation proving that vanity
cannot be covered by the status of the person.

These fables serve as an example to highlight that the commoner clans of the
people were largely the reason in some kingdoms for the smooth functioning of the
kingdom. The dependency of the king on the Bhats is an inevitable part of Indian
princely history though much has not been done to preserve the same. Such aspects
are further discussed in this section, bringing forth the politics involved in the
performances of puppetry; before analysing the three aspects mentioned in the
previous section, let us first understand the performance of the play Amar Singh
Rathore: Kathputli- Ka- Khel

5. THE PLAY: AMAR SINGH RATHORE: KATHPUTLI- KA- KHEL

As discussed previously the art of puppetry has delved into various art forms
like String puppetry, Glove puppetry and many more. Rajasthan primarily has
focused itself in performing purely the Marionette art form commonly known as
String puppetry. In the court of Emperors and Rajput kings two forms of puppetry
had taken the frontline, namely the paper matche form of puppetry and the wooden
puppets. The Persian puppeteers and the Rajasthani performers clashed amongst
themselves in regards to the survival of only one superior puppet performance. As
per their traditional ideals the Rajasthani Bhat community proclaimed that their
puppets were full of Rasa and had their own living identity. After a battle of the
puppets being submerged in the well, the paper matche Persian puppets succumbed
to their death while the Rajasthani wooden puppets were glowing more than ever.
Bharucha and Kothari (2003) notes that this led to the entrance of Kathputli
nautanki in both the Rajputana as well as Mughal court. One of the most well
recognised and frequently performed plays of the Bhat community is the play titled
Amar Singh Rathore: Kathputli- Ka- Khel which tends to have a lasting impression on
the reader’s minds. The beauty with which the puppeteers have projected different
strains of resistance, power anarchy and the constant hierarchical manipulation is
duly highlighted (p. 201).

The puppetry is set in the early seventeenth century around the life of Amar
Singh Rathore the eldest son of Gaj Singh Rathore, the king of Mewar. Amar Singh, a
valorous and just prince, accompanied his father in all state battles bringing back
home alliances and eliminating enemies that proved to be a threat to his kingdom.
Despite being recognised for his victorious attempts as a companion to the king, his
father declared his second son Jaswant Singh to be the king of Mewar and
disinherited Amar Singh, robbing him of his rightful title as the King of Mewar. This
deception drove Amar Singh away from home yet he was appointed as the Subedar
of Nagaur, a district directly under the rule of Mughal king Shah Jahan. His skills and
talents won him the title of Rao in the Mughal court. Amar Singh soon became in
charge of a Mansab in the Mughal army. His increasing status and closeness to the
emperor angered the other courtiers as to why a Hindu-Rajput being rendered with
titles in a Mughal Muslim court. Provocations and manipulations were nothing new
when one talks about the inner battle of raising one’s status in court. Salabat Khan
was one such courtier in the Mughal realm who was also the brother-in-law of the
emperor. He played a major role in the downfall of Amar Singh. The marionette was
designed after the exile of Amar Singh and post his entry into the Mughal court (p,
203).

The play begins with a beldar levelling the stage for performance followed by a
jamadar cleaning the court and a bhisti watering the stage before all the rulers and
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courtiers enter. We also see a local artist playing his drum on the stage. The play
begins with Salabat Khan informing Emperor Shah Jahan that despite being trusted
with the responsibility of the Subedar of Nagaur, Amar Singh wishes to go on leave
and get married. Salabat emphasizes how Amar Singh is taking advantage of the
trust that the emperor has shown to him. Despite the tactful manipulation by
Salabat, Shah Jahan allows Amar Singh to go on a leave for seven days and return
back on the eighth day without fail. Having agreed to the conditions of the emperor
Amar Singh leaves for his marriage festivities but does not return back to court till
the fourteenth day. The blatant disrespect towards the orders of the emperor serves
to create a ridge in the bond of the emperor and his trusted Subedar. For his
uninformed absence it is demanded that Amar Singh must pay the fine that is due
for his extended unauthorised leave. Being a Rajput with a strain of pride Amar
Singh rejects the demand of paying the fine. He exclaims that he is not answerable
to anyone, not even the emperor himself.

His declaration was met with extreme shock and fury on the part of the king
who instructed Salabat Khan to forcefully extract the revenue from Amar Singh.

“Dekhkar Shahjahan Badshah bharta hankare,

Kaha Salabat Khan nun: "Karo kam hamare.

Age auna na do, Rajput rakho atkare.”

Salabat Khan un Bakhshi dida tare,

"Adab manke khara raho, Rajput bichare!

Teri bat digi Darbar men, main khara sidhare."

"Meri tu kya bat sanwarda, Kartar sanware!"

Amar Singh digaia, no dige, jaisa parbat bhari.

"Hatke khara ganwariar! Kya kare ganwari?”

Jabbal kadhi misri nikali do dhari:
Mare Salabat Khan di ja khili pari:
Lagi mard de hath di na rahi wo dhari.
"Eh le apne sat lakh, Salabat piare!

Kante dharke janch le, hor ghat hamare!” (Amar Singh Rathore: Kathputli-ka-
Khel by Sangeet Natak Akademi)

Translated as, after being engaged in a long battle of swords, Amar Singh not
only defeats Salabat Khan but also ends up killing him. His defiance and recent
killings force him to flee from the Mughal court. He jumps off the fort wall on his
horse leaving all the Mughal soldiers defeated. His skills save his life and he safely
escapes the Mughal court. Despite successfully escaping the court, Amar Singh loses
his life. His nephew Arjun Gaur shakes hands with Shah Jahan and tricks his uncle
into entering the court of Shah Jahan. Amar Singh is attacked by multiple weapon
clad soldiers along with his nephew Arjun who ultimately delivers the final blow
leading to his death. Having been unjustly and deceptively murdered Amar Singh,
the hero of Nagaur, is avenged by his friend Ram Singh who challenges Arjun for a
fair duel and defeats him. Ram Singh then retrieves the body of Amar Singh and
returns to Nagaur where he is given the burial of a Rajputana hero.

This recapitulation serves to be a skeletal framework of the play which has been
employed to understand and highlight the idea of resistance and power politics that
the Bhat community brings out through its performances. Though there still lies a
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lot of ambiguity in the exact ending of the play yet the majority of the Bhat
community has adopted this storyline in their stage acts. At this venture, let us
examine the three aspects about the play namely, language, power reversal and
resistance.

6. LANGUAGE AS A CULTURAL TOOL

Language is a product of culture and it also becomes a medium to transmit the
culture as the cultural knowledge is communicated and transmitted through the
language of the narratives of the community. The truth about the community is
created through language and thereby contributing in the formation of one’s
cultural identity. It is through matra bhasha (mother language) one connects with
tradition, cultural thought and history. According to the People’s Linguistic Survey
of India, there are 780 languages in India at present but over decades there are
hundreds of indigenous languages which are dead now. With numerous indigenous
languages in danger of extinction, it seems we are proceeding towards a
monolinguistic cultural scenario and thereby damaging the rich multilingual
heritage of the country. As noted by Bhushan (2020) “Language in its mundane
sense is a medium of communication; but more importantly language is a cultural
product, repository of heritage and indigenous knowledge and most importantly an
instrument of thought” (p, 2). Hence, the protection of the indigenous language
becomes integral to protect the ‘indigenous knowledge’. Traditionally, in India we
find a binary between marga and desi, the great and the little tradition of language,
respectively. The former is the language of the elite like Sanskrit which is the
language of the ‘canon’; on the other hand, the latter is the language of the local, it is
mostly present and circulated through the oral tradition and hence is not included
in the literary canon of India. Noted Indian poet and folklorist Ramanujan (1990)
talks about this distinction between marga and desi:

The “Great Tradition,” with capitals andi n the singular, said to be carried by
Sanskrit, is pan-Indian, prestigious, ancient, authorized by texts, cultivated and
carried by what Redfield calls “the reflective few.” The “Little Tradition,” or
traditions in the plural, are local, mostly oral, and carried by the illiterate (the
liberal would call them nonliterate) and the anonymous “unreflective many””

(p, 4).

Oral tradition in India has been an ancient one, narrating tales, legends and
epics still holds relevance. Every household has the tradition of narrating stories of
Panchatantra, Jataka Kathas and even tales from epics like the Ramayana and the
Mahabharata to their children. There are ritualistic songs sung during the festivities
narrating tales about local deities and even there are kathas held with the fasting
ritual wherein right before the worship, the matriarch of the family will tell tales
about the importance of that puja and the association of fasting for it. Along with it,
the tradition of narrating the Ramayana in the temples for the people still continues
to exist. These narratives are not only found in these cultural narratives but also in
various other forms of cultural performances like cultural dances, dramas and other
cultural practices. The oral traditions not only narrate legends or tales but also give
us a counter narrative for Sanskrit mythology. They offer alternative conceptions
about religious practices and tales about deities. Unlike the Sanskrit mythology, folk
culture portrays gods as more human whose bodies function as humanly as their
devotees’. In doing so what makes the folk culture stand apart is the language of
these narratives, it is the language which brings down these stories from a
prestigious place to our everyday lives and connects them to our social realities. For
instance, in one of our households, there is a festival wherein the women of the
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family wake up the supposedly sleeping deities of respective clans by singing songs
about them and how it is time for them to wake up from a long sleep and bless them
right before the wedding season. There will be an offering prepared for the deities
who are considered to be hungry after months long sleep and the food prepared is
as basic as consumed in every household; seasonal vegetables and fruits along with
a sweet dish. This cultural practice can be seen placing the deities in a very ‘humanly’
setting wherein they sleep and eat like their devotees.

Language is considered to harbour a metaphorical system which foregrounds
fundamental concepts we live by; these are the concepts which govern our everyday
realities and the metaphors through which these concepts are manifested become
an integral part of our reality. These concepts can be arguments contributing
constructively or creating a larger part of everyday reality. In a culture, such
arguments are fundamentally the cultural values which are manifested through art
forms or cultural performances like songs, dance, drama, narrations etc. Arguments,
hereby are assertion of a cultural reality which may not be a part of the ‘larger’ social
reality of the privileged. The cultural performances carry the fundamental values in
a metaphorical structure of the language used in the cultural narratives. In
understanding the relation between metaphor and cultural coherence, George
Johnson and Lakoff (2003) write, “The most fundamental values in a culture will be
coherent with the metaphorical structure of the most fundamental concepts of the
culture” (p, 29). Here let us examine the concept of fundamental values being
foregrounded through a metaphorical system in language with the help of a folklore
told by one of our grandmothers. The tale is about a nat and a natni who out of
ardent need for money decide to visit a kingdom of a king known to be miser. Hence,
the couple’s request to put up a show for the king is rejected as the king does not
want to pay for the show. The needy couple decides to put up the show free of cost
to which the king immediately agrees and thus an evening show is scheduled for the
entire kingdom. The couple starts the show wherein they sing, dance, play various
instruments, perform stunts on the rope and bamboo sticks for which they are well
known. As the night gets darker, tired of performing for free, the natni in a singsong
way expresses her dejection to her husband. In response, the nat sings “bahut gayi
thodi baaki, thodi beeti jaye; par natni taal mein bhang na aaye” (a lot of time has
passed, the little left will pass too; but natni the rhythm should not be disturbed). On
listening to nat’s song, the prince comes forth and gives his gold chain as a prize for
their performance, so does the princess with a gold ring followed, a blanket by an
old vagabond, his only possession. Later in the morning the king summons the three
of them and asks why they have offered their precious things to the couple. As
answer to the king’s question, they all confess what misdeeds they would have
committed in impatience had they not listened to the nat’s song about keeping the
show going patiently and how difficult times will eventually pass. The king too
learns his lesson as how valuable the performance has been for his kingdom and
decides to pay the couple abundantly for their performance. The tale, therefore,
brings out how the cultural values of the nat community about keeping the show
going, which is their cultural heritage, is manifested in the language used of their
songs. This story also brings forth the reality of the nat communit