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ABSTRACT: Literature and culture are inseparable categories and one cannot be understood properly without the help of the other. 
And all the cultural forms such as song cultures, dance and other performing traditions, appear at this interface between culture and 
literature. The song cultures of India have always influenced the social and cultural changes of the society. Purulia, a district of Bengal 
is home to multifarious song cultures such as Jhumur, Bhadu, Tusu. These song cultures are lifeline to the inhabitants of Purulia. This 
paper attempts to analyse one such song culture—Bhadu songs of Purulia and aims to explore how these folk songs become the voice 
of subaltern femininity and how these song cultures become the voice of dissent through which the marginalized people of Purulia voice 
their agony, affliction, desolation and despair. Bhadu songs of Purulia are mostly performed by the rural women of Purulia who do not 
get chance to take recourse to literacy. Thus, in this situation, they voice their agony and subjugation through these songs and these 
songs become the voice of the voiceless.  
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I. INTRODUCTION 

Purulia, a district of Bengal is home to multifarious song cultures and most of these cultural forms are associated with a 
particular festival locally known as parab. Bengali month Bhadro is one of the most important months for the rural people of Bengal 
who live in an agrarian society.  This month is crucial for them as it is the harvest season of Aush dhaan1, a particular type of paddy. 
After the process of harvesting is over, the rural people want to keep themselves busy by celebrating some festivals, as they are busy 
throughout the year for the process of cultivation. This is the only month when they are comparatively less occupied with the agricultural 
work and that is one of the reasons for which this month is full of Bengali parab or festivals. And one of the important festivals of the 
agrarian society of rural Bengal is Bhadu Parab which is mainly celebrated in Eastern Region of Manbhum— Western Bankura, Western 
Burdwan, Birbhum and Purulia. Bhadu songs are an integral part of this festival.  

 
 Most of the rural festivals have different versions of anecdotes regarding their origin and Bhadu is no exception. According to 
the people of Purulia, Bhadu was the daughter of Nilmani Singhadeo who was the king of Panchakot of Kashipur region who was 
respected and loved by everyone. After her untimely demise, the people of Panchakot decided that they will keep her alive through their 
songs and started worshipping Bhadu as a goddess to commemorate her and bhadu songs become an inseparable part of this celebration. 
Bhadu no longer remains a princess. She becomes Bhadurani or Bhadumoni – the beloved daughter of every household. There are many 
controversies regarding the death of Bhadu. One of the popular versions is that on her marriage day, her would-be-husband was killed 
by some dacoits and after this incident the princess killed herself. Another version is that Bhadu died on her way to the in-laws’ place 
after her marriage due to some illness. According to some people, the princess used to play with a doll and she named her ‘Bhadu’. After 
her death, the king dreamt of his daughter, who asked him to take care of her doll ‘Bhadu’. The next morning the king ordered his 
subjects to worship the doll which marked the beginning of Bhadu Parab. 
 
  The rituals related to Bhadu puja are quite simple which is devoid of any mantra or any priest. Bhadu is mostly worshipped 
by a group of young women. Chatterji writes down the rituals in Writing identities: Folklore and Performative Arts of Purulia, Bengal: 

The festival continues all night and groups of women sit with Bhadu, singing songs to her, eating sweets and performing 
the ritual. The ritual is itself is not very elaborate – it involves an arati for Bhadu, performed by one woman in the group. 
(Bhadu is worshipped with incense. A lamp filled with clarified butter and incense sticks circled before her.) Her feet 
anointed with oil and turmeric and sometimes with sindur. No sindur is put in the parting of her hair, as Bhadu was 

 
1There are three types of paddy cultivation i.e., Aush, Amon and Boro. Aman is cultivated during Mid-June to Mid-November. Aush is cultivated 
before Amon during Mid-June to Mid- August. In the month of Bhadro/ second half of August, the crop gets ready to be collected. Aush takes two 
months or 60 days (shait din) to ripe that is why this type of paddy is also known as Shait dhan 
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unmarried…after arati cucumber is sacrificed before her icon (murti). Bhadu is worshipped three times in this way, in the 
course of the night. The first time when her murti is installed, then at around 11 p.m. and finally at daybreak before the 
murti is immersed in the village pond.  

             (31) 
  One of the important components of Bhadu parab is the Bhadu idol. The most common murti or idol is that of a young girl 
sitting on a lotus or peacock. One can also come across an idol of a girl with Lord Krishna in her lap which is mostly popular in the area 
of Kashipur. This idol unravels the patriarchal structure of our society. It reveals the sad truth of rural India where a mother is considered 
worthless until she gives birth to a male child. Most of the rural women want a male child even today. This desire has resulted in making 
an idol of Bhadu carrying Lord Krishna in her lap, which signifies that rural woman are still expected to give birth to a male child even 
today. In some places of Bankura and Birbhum, people worship a particular type of paddy i.e., Bhadoi dhaan instead of using the idol. 
According to them, worshipping bhadoi dhan is the oldest form of Bhadu parab. Though Bhadu was a virgin, in reality, the rural people 
treat them as a married daughter. She is welcomed to every household just like a newly married daughter who visits her paternal home 
after marriage. On the last day of Bhadra Sankarnti, Bhadu idol is immersed in the local waterbodies and this incident is also known as 
jolshoyon.  The songs sung on the last day of the festival are melancholic, which reminds us of the sorrows of parents when they bid 
goodbye to their married daughters. In addition to that, Bhadu idol is taken outside the house by keeping its face towards the household. 
The particular reason behind this is that Bhadu is also considered to be another form of Goddess Lakshmi. And according to the popular 
belief, Goddess Lakshmi should not be bidden goodbye. Therefore, while doing such, the face is always turned towards the household 
even when the idol is taken for immersion 
 

The themes of traditional Bhadu songs are generally centered around Bhadu bandana and through these songs, the women of 
rural Bengal welcome Bhadu in their household. Dilip Kumar Goswami has discussed one such song in his Simanta Rarher 
Lokosanskriti: 

Sam dilam solita dilam 
 Sworge dilam bati go 
Sob Thakur ra sondhya lawoma 
Lakshmi Saraswati go 
Sob songoti poran goti 
 Sondhya dao Bhadur kachhe 
Shonko bajao ghonta bajao 
 Ghore Bhadu dhon ache       (27) 

 
(This song narrates the action of women lighting oil lamps as a gesture to pay tribute to all the gods. They hope for the blessings of 
Goddess Lakshmi and Saraswati. They plan to welcome Goddess Bhadu as well by blowing a conch shell and ringing the metal bell 
locally known as ghonta.) 
 
II. ANALYSIS OF BHADU SONG TEXTS 

Bhadu songs also become the voice of subaltern femininity and the medium of protest through which the marginalized people 
of the region express their dissidence and attempt to reclaim their autonomy. They voice their protest against their subjugation and 
exploitation by the upper class of the society through these songs. These songs become a medium through which they express their pain 
and pleasure, anger and anguish, agony and affliction. 
 
While describe the patriarchal structure of the society, Allan G Johnson writes: 

What is patriarchy? A society is patriarchal to the degree that it promotes male privilege by being male dominated, male 
identified and male centered… And patriarchy is male dominated in that the positions of authority- political, economic, legal, religious, 
educated, military, domestic- are generally reserved for men. Heads of state, corporate CEO’s and board members, religious leaders, 
school principals, members of legislatures at all levels of government, senior law partners, tenured professors, generals and admirals 
and even those identified as “head of household” all tend to be male under patriarchy. When a woman finds her way into such positions, 
people tend to be struck by the exception to the rule and wonder how she’ll measure up against a man in the same position. It’s a test 
rarely applied to men (“I wonder if he’ll be as good as a president as a woman would be”) except perhaps on those rare occasions when 
men venture into the devalued domestic and other “caring” work typically done by women. Even then, men’s failure to measure up can 
be interpreted as a sign of superiority, a trained incapacity that actually protects their privileged status (“You change the diaper. I’m no 
good at that sort of thing.”).  (The Gender Knot, 20)  
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 Another aspect of male identification is the cultural description of masculinity. Qualities such as toughness, strength, control 
over emotion are generally associated with the man. Qualities like vulnerability, compassion, emotions, caring are associated with 
women. As a result, when a woman wants to reclaim autonomy by striking back against patriarchy, she is expected to shed off these 
feminine qualities. But the rural women of Purulia, who do not take recourse to literacy, who are not consciously aware of patriarchy, 
silently challenge the patriarchal system within which they live. These women, embracing all the feminine qualities, subvert patriarchy, 
by expressing their anguish and dissidence through Bhadu songs. These songs act as agencies and through these agencies, the 
marginalised women try to reclaim their autonomy. A few Bhadu songs are analysed below: 

1. Ponprotha uchhed holo/ Uthlo doradori 
Pon nile dondo hobe go/ Na hole koyedgiri 
Borkortar fyashad bhari/ Bhabchhe ki kelengkari                 (Mudi, 96) 

 
Translation 
Dowry system has been eradicated/Bargaining the price of women has been abolished 
If one takes dowry, he would be punished/or will be punishable with imprisonment 
The groom is now in trouble/He is worried about the ignominy.  
 
 One of the social evils that still prevails in our country is the dowry system. Many women have become the victim of dowry 
system that is still functional in the society. In India, marriage is a business- a business which only brings profit to the members of the 
groom’s family. Because the girl’s family has to fulfill the demand of dowry in order to get their daughter married off.  The song 
composer extolls the Dowry Prohibition Act of 1961 which prescribes: “if any person, after the commencement of this Act, gives or 
takes or abets the giving or taking of dowry, he shall be punishable with imprisonment for a term which shall not be less than five years, 
and with the fine which shall not be less than fifteen thousand rupees or the amount of the value of such dowry, whichever is more.” 
The song clearly attacks the dowry system in India; prevalent even in this 21st Century. And this social evil still prevails in cities as well 
as villages. The difference is that in city, the so called highly educated city dwellers do not utter the word ‘dowry’. Dowry is demanded 
indirectly in the form of goods like fridge, car, bed, wardrobe citing the reason that these will be used by the bride when she goes to her 
in-laws’ place. Whereas in rural areas people demand dowry directly in the form of liquid cash as well as other electrical goods and 
furnitures. 
 
 The song composer through the song texts bashes this evil system and reiterates that, “Pon nile dondo hobe go/ Na hole 
koyedgiri” which means the person involved in the act of taking dowry will be punished with imprisonment. The song also takes a dig 
at the groom and his family who are now worried about the disgrace that will be faced by them if they demand dowry.  
 

 2. Jhanta haate khunti haate bhadu daak de sob meyare 
Noyto bangla bhasha bhule giye thakte hobe Bihar e 
Bangla mayer meye hoye soibona ei lanchhona 
Jot Jodi bandhi mora, thakbe na ei bonchona.   (Bandopadhyay, 128) 

 
Translation 
Bhadu, please ask all the girls to join with their broomsticks and spatula 
Otherwise, we have to forget Bengali language while staying in Bihar. 
We are the daughters of Bengal /Thus we will not tolerate this injustice 
If we fight together/no one can deprive us. 
 
 This Bhadu song had been composed during the period of language movement in Purulia. Purulia was a part of Bihar before 
1956. At that time, Hindi was forcefully imposed on the inhabitants of Purulia and they were not allowed to use Bengali for official 
purposes. The song composer urges all the women of Purulia to voice their protest against this forceful imposition of Hindi language. 
The composer rebels against this injustice and requests every woman of the region to join the protest with broomsticks (jhanta) and steel 
spatula (khunti). The song composer also emphasizes the undaunted spirit of the women of rural Bengal and says, “Bangla mayer meye 
hoye soibona ei lanchhona” which means -we are the daughters of Bengal /Thus we will not tolerate this injustice. The song expresses 
the indomitable spirit of the women of rural Bengal, who are otherwise stereotyped to be meek and docile. Thus, this Bhadu song 
becomes the voice of subaltern femininity and the women of Purulia express their dissent and insubordination through the song texts or 
the song lyrics. These song lyrics act as agencies through which the marginalized women of Purulia try to reclaim autonomy.  
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3. Mukhe marbo jhanta/Porer ghore dekhash na buker pata 
Dur hoye ja samne theke re hyangla kukur pa chata 
Noile ghar dhore ber korar bujhbi tokhm mojata 
Kader ghorer chhele tora jante baki nai sedhe 
Toder kirtir kotha shunle pore 
Raage jole jay gaa ta/mukhe marbo jhanta.     (Bandopadhyay, 223) 

 
Translation 
You will be beaten with broomstick/Don’t dare to do anything here 
Get lost from my sight/You are nothing but bootlicking dogs 
Otherwise, you will be thrown out forcefully 
I know which family you belong to 
Whenever I hear about your infamous deed 
I lose my temper/ you will be beaten with broomstick 
 
 The song exhibits the unflinching nature of the rural women of Purulia. The singer here, through these song lyrics, bashes a 
group of young boys, who dare to taunt the woman. The song narrator says that she knows everything about these boys and she is aware 
of their infamous deeds. She warns them to get lost, otherwise they will be forcefully thrown out (Dur hoye ja samne theke re hyangla 
kukur pa chata/Noile ghar dhore ber korar bujhbi tokhm mojata). She threatens them that they will be beaten with broomstick (mukhe 
marbo jhanta), if they do not leave her place. This fierce image of the woman portrayed here clearly proves that rural women can voice 
their protest through these song lyrics.  
 
III. CONCLUSION 
In his After Amnesia, G.N. Devy opines: 

The capital driven and the faceless globalization devoted to a ruthless adherence to the market calls for  creation and 
recognition of the voices that comes from the informal, non-institutional, unorganized, marginal and therefore, 
vibrant….However since all such forms of creativity are likely to come from outside the academia and formal institutions, 
literary criticism in contemporary times will have to nothing short of activism for espousing the diversity of the marginal 
and the local as an antidote to the dominant and the global.         
      (Devy, 152) 

The women of rural India have been always sidelined in the feminist discourse. Feminist discourse has generally been 
dominated by urban middle-class woman and there is a crying need to replace this lost territory, the voice of the voiceless. Through 
these song lyrics we see that these subaltern women do have a voice and these song lyrics lend them the voice to speak, the voice to 
protest, the voice to revolt. Bhadu songs become part and parcel of their rebellion against patriarchy, subjugation and exploitation by 
the upper class of the society. Therefore, these songs become voice of agony, voice of injustice, voice of subjugation and voice of 
subaltern femininity.  
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