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If script was the criterion used for distributing a linguistic community between two nations after the Indian Partition of 1947,
  speech becomes an instrument for the recovery of this ethnocultural community in postmodern recoveries of the self.
  These speech communities, performed in liminal real and virtual spaces, interrogate national boundaries to construct new postnational communities based on collective memories.  Ironically, these virtual communities draw on pre-national imaginaries in their self-definition.  Can the redrawing of national boundaries in the global village reinscribe porous prenational boundaries?  Is this new imagining of the self more emancipatory than the imaginary community of the nation, which repressed several voices in the attempt to institute a democratic order?

Bhangra is today the loudest sound in the contemporary popular musical universe in India, Europe, US and Canada.  In the process of its transmutation into global dance music, Bhangra has expanded its traditional Punjabi constituency to embrace a section of the national and global population.  Contemporary Bhangra mutants perform multiple Punjabi and non-Punjabi identity spaces simultaneously.  I have isolated three real and virtual identity spaces in which Bhangra acquires a social centrality, namely vilayeti(global), desi(national) and punjabi(regional).
  These identity spaces cross national, linguistic, regional, sectarian, class, caste, gender and ethnic boundaries to construct new ethnicities.   The contemporary Bhangra map recovers the traces of undivided Punjab in language and culture superscripted by national cartographies in the construction of a Bhangranation whose citizenship is open to new global communities. Bhangra performance, while constructing different, youthful global subjectivities, also recovers an undivided Punjabi cultural memory fractured by sectarian strife.  In contrast to the ethno-linguistic return  in the movement for Khalistan that threatened to splinter the Punjabi memory further, Bhangra’s identity spaces can recover the collective memory of the Punjabi ethnocultural group across the Hindu, Muslim and Sikh chasm.
  

Through an examination of the lyrics used in Bhangra, the Punjabi harvest ritual transmogrified into global dance music, I shall demonstrate how Bhangra includes as well as excludes.  While the dance and the music invite non-Punjabi communities to join the Bhangranation,  the lyrics reconstruct a boundarycrossing post-national Punjabi imaginary that recovers the memory of undivided Punjab.  Nonsense lyrics and formulae conventionally used in Bhangra performance play on a taken for granted knowledge shared by Punjabi speakers, which effectively shuts out the outsider.   I argue that though Bhangra’s generic lyrical marginalization enables its crossover, it locks Punjabi difference in untranslatable nonsense syllables and formulae, which include as well exclude by inviting the non-Punjabi stranger to participate in the global dance music while shutting him out of the Punjabi place constructed in Bhangra’s ritual performance.  I shall also explore if the community constructed by shared knowledge of language and the rules of performance is more liberating in its potential for recovering an undivided Punjabi community fissured by the Partition and the demand for Khalistan.   

Punjabi speakers particularly of the Mastana-Kaur generation, believe that Bhangra’s popularity has silenced Punjabi geet.
   Bhangra’s acquisition of the status of the sole signifier of Punjabi cultural identity might have marginalized Punjabi folksong.  The privileging of dance oriented genres in its conversion to dance music has led to a further marginalization of lyrical content.  Though the lyrical content has been subordinated to the visual and acoustic components of Bhangra performance in new Bhangra hybrids, it must not be forgotten that the verbal content forms only a small part in the construction of meaning in any performance tradition.  Bhangra is, by definition, a complete performance tradition blending song, dance and music in different permutations and combinations in its traditional forms.   Traditional Bhangra, as a beat or rhythm applied across narrative, lyrical and performative Bhangra genres, invariably privileges the visual, acoustic and kinesic features over the verbal in the performative Bhangra genres.    Bhangra is primarily a beat to which strings of nonsense sense syllables and formulae are fitted.  Though the rules about which nonsense formulae might be employed on which occasion are fairly well defined, lyrics are largely subordinated to music and dance, particularly in Bhangra’s performative genres.
 The lyrical marginalization in Bhangra performance may be attributed to Bhangra’s being more dance, naach than song, geet.  For lyrical depth, complexity and originality, one must turn to Punjabi geet and for stronger spiritual content, to shabad because Bhangra is less geet than nritta performed as ritual.  The dominance of bodily signifiers and kinesics and sound leaves very little room for lyrical play.  

Traditional Bhangra employs minimal lyrics in the form of boliyaan.  Contemporary Bhangra music albums, which prominently display the lyricist’s name, inscribe Bhangra into a scriptocentric universe of individual creativity, ownership, royalties and copyrights.  This ejects it from its folk origins, where individual innovativeness and creativity is understood as a translation or variation on a shared folk heritage.  Yet Bhangra does not quite succeed in stepping completely out of its folk community into modernist individualism.    Instead, its primary nonmodern orality gets appropriated in the articulation of a electronically mediated, postmodern  secondary orality.  I shall attempt to locate Bhangra lyrics in the psychodynamics of orality in which Bhangra performance, both traditional and contemporary, is embedded.  

I shall begin by examining Bhangra’s traditional formulaic composition, which is carried forward by contemporary Bhangra hybrids linking them to Bhangra’s call and response poetics.  Walter J Ong’s seminal study of orality and literacy might provide us some useful categories for analyzing Bhangra composition though Bhangra would later be seen to deconstruct several of Ong’s distinctions.  Bhangra’s conventional format consists of boliyaan, a string of nonsense formulae improvised on the spot to respond to an immediate situation, which literally translates as ‘call and response’.  Though the formulae are fixed to particular occasions or celebrations, they yield ample room for creativity and innovation through their absorption of new themes and ideas.  This ability to accommodate change and originality, which it shares with folksong, accounts for Bhangra’s contemporary popularity.  

The marginalization of lyrical to other content might be contextualized against  Bhangra’s ritual setting where the lines between ritual, song and dance are difficult to demarcate.    Bhangra’s boliyaan poetics emerges from the agonistic context of orally oriented cultures Ong speaks of, which embeds its lyrics within a context of struggle.  Bhangra emerges from an ‘agonistically-programmed’, oral culture, in which name callings, tongue lashings and their opposite, praise poems, illustrate the agonistic dynamics of oral thought processes.  The boliyaan format can accommodate several antinomical variations.  It could be a simple call and response between the individual and the group the, between different groups of performers or be expressed in a dialogic verbal content.  How this occurs needs an understanding the dynamics and logistics of traditional Bhangra performance. It begins with  dancers positioning  themselves in a circle or circle-like formation,  and one of them moving to the centre where the dholi, stands with the dhol or the drum. He introduces a boli and the dholi starts the next rhythm. The dancer initiates the moves on that beat and returns to the circle.  Everyone dances on the new rhythm until someone else comes to the centre and changes the boli and the rhythm. The best known boliyaan formula is the one employed to begin a Bhangra performance.

Bareen barsi khatan gaya si 

Ki khat ke lehanda?
I was away for a dozen long years

What did I bring back home?
The group responds with a random object on which the lead singer improvises, and the dialogue between the lead performer and his circle of dancers continues as a simple question and answer sequence.  

But one must remember that Bhangra performance is a culmination of formulaic rituals performed in a set sequence.  Let me illustrate the interweaving of song, music, dance and ritual in traditional Bhangra contexts through the annual lohri celebration.
  The celebration begins with the youngsters demanding lohri or a gift repeating the lohri song.
 Khushwant Singh explains how this is done,

   By the end of the first week of January, small groups of boys ring my door bell and start chanting some kind of doggerel with each line ending in Ho. In my village home, we gave them crystal sugar, seasame seeds (til) or gur. In Delhi, they expect money. Turning them back empty-handed is regarded inauspicious. They curse you as they leave with abuse, describing you as a close-fisted miser with ho, ho appended to the curses for good measure. 

Saalee paireen juttee
Jeevey Sahib dee kuttee
Kuttee no nikalya phoraa
Jeevey Sahib da ghora
Ghorey uttay kaathee
Jeevey Sahib da haathee
Hathee maarya padd
Dey maaee daanya da chajj
Sister-in-law has slippers on her feet 

Long may live the Sahib’s bitch. 

The bitch developed a sore 

Long live the Sahib’s horse. 

The horse has a saddle 

Long live the Sahib’s elephant. 

The elephant let out a loud fart 

It gave the old woman a start

The offering of cereals and nuts is first tossed into the lohri, or the ceremonial fire, with the repetition of a formulaic prayer and passed around in the circle seated around the fire before the singing begins.   Khushwant Singh traces back the origin of the lohri tale to Dulla Bhatti. 

  Apparently the central character of most Lohri songs is Dulla Bhatti, a Muslim highway robber who lived in Punjab during the reign of Emperor Akbar. Besides robbing the rich, he rescued Hindu girls being forcibly taken to be sold in the slave market of the Middle East. He arranged their marriages to Hindu boys with Hindu rituals and provided them with dowry. Understandably, though a bandit, he became a hero of all Punjabis. So every other Lohri song has words to express gratitude to Dulla Bhatti.

This translation of the lohri song by Vani that I found on the MIT Bhangra website presents it as a boliyaan match between girls and boys:

The Girls song:
Hulle nee maiyee hulle
do beri patte jhulle
do jhul payeaan kahjurran
khajurran suttya meva
es munde de ghar mangeva
es munde di voti nikdi
oh! khandi choori, kutdi
Kut! Kut! Bharaya thaal woti bave nananaa nal
Ninaan te wadi parjaee 
So kudma de ghar aayee!
My bebe doesn’t remember the lines after this so she tells me..
Chant 
mein lohri lain aayee!

two berry leaves are hanging
two date leaves are also hanging

The tree shed the fruit
there’s an engagement in this boy’s house
this boy’s wife is short
she eats and grinds choori(a punjabi dish) 

she grinds and grinds and fills the plate….the wife sits with her sisters in law

Sister in law and the elder son’s wife
Are in their inlaws house
My bebe doesn’t remember the lines after this so she tells me..
Chant 
I have come to take my lohri

The Boys song:


Te 'ho's are in chorus 

Sunder mundriye ho!

Tera kaun vicaharaa ho!

Dullah bhatti walla ho!

Dullhe di dhee vyayae ho!
Ser shakkar payee ho!
Kudi da laal pathaka ho!
Kudi da saalu paatta ho!
Salu kaun samete!
Chache choori kutti! zamidara lutti!
Zamindaar sudhaye!
bade bhole aaye!
Ek bhola reh gaya!
Sipahee pakad ke lai gaya!
Sipahee ne mari eet! 
Sanoo de de lohri te teri jeeve jodi! (Cry or howl!)
Paheenve ro te phannve pit!

The Boys song:
The 'ho's are in chorus 
 Who do you have
The groom with the tandoor
The groom’s daughter got married
He gave 1 kg sugar!
The girl is wearing a red suit!
But her shawl is torn! 
Who will stitch her shawl?! 
The uncle made choori!
The landlords ate it!
 He made the landlords eat a lot!
 Lots of innocent guys came
 One innocent boy got left behind
 The police arrested him!
 The policeman hit him with a brick! 
 Cry or howl!
 Give us lohri ..long live your jodi!

The lyrical marginalization of contemporary Bhangra texts might be understood with reference to these traditional contexts where Bhangra performance is integrated in a ritual combining song, dance and music.  The lightness, play, and even bawdiness, of the lyrics falls in place when viewed against their folk origins.  Notwithstanding its retention of Punjabi lyrics and formulae,  Bhangra crosses over to non-Punjabi consumers and transforms into global dance music  due to its generic lyrical minimalism. The linguistic barrier hardly seems to affect Bhangra’s consumption as dance music because non-Punjabis, using Bhangra as dance beats, isolate sound and movement from the total performance text.  Lyrical marginalization in new Bhangra hybrids, intentional or unintentional, enables non-Punjabi speakers to enter the Bhangra space through the music and dance. Punjabi lyrics inscribe a foreignness here, which is paradoxically the source of its appeal.  Nonsense sounds function wonderfully as repeatable loops in drawing in strangers but simultaneously shutting them out of the formulaic and verbal play contingent upon Punjabi linguistic and cultural competence.  

The first Bhangra success story overseas was the Br-Asian Apache Indian, who created a new linguistic potpourri of Punjabi with Jamaican patois.   Though one could argue that Apache Indian’s use of the familiar patois might have played a role in Bhangra’s acceptance by non-Punjabi communities,   the Punjabi folk singer Malkit Singh’s cult status disproves the thesis that foreign Punjabi can be a barrier to international visibility.  The artist who intuitively recognized that the route to national fame lay in linguistic simplicity was Daler Mehndi. His album, the first regional album to break into the national circuit by selling a mind-boggling million copies in Kerala, illustrated his uncanny ability to feel the pulse of the nation.   A trained Hindustani vocalist, Daler Mehndi plays on basic Indian musical notes stringing them into a lyrical composition.    Daler Mehndi may also be cited as a virtuoso practitioner of nonsense verse:

Bolo ta ra ra ra ra

Dardi rab rab kardi

Na na na na na re na re na

The reason why the nation began to dance to Daler’s tunes is because nonsense lyrics and hummable loops enabled non-Punjabi participation in Bhangra’s call-and-response poetics.   I have classified Daler Mehndi’s brand of music as desibhangra, that is, a Bhangra hybrid aimed primarily at a trans Indian market.    The privileging of sound and visuals over lyrics is also a feature of vilayetibhangra,  Bhangra produced for a global market.  Unlike Daler Mehndi, the second and third generation Br-Asian Bhangra practitioners in UK and the US prefer simple lyrics that would enable them to crossover into the British popular mainstream.  But Punjabi lyrics in Bhangra texts, even the complex lyrics of  folk remixes, write Punjabi difference on the non-Punjabi cultural scene.  Paradoxically, Punjabi foreignness appears to be the source of Bhangra’s appeal, which is exploited in its marketing that proceeds by way of racialization.  Though Apache Indian borrows the familiar Jamaican patois, he peppers it with foreign Punjabi to create an exotic appeal.  

Apache Indian’s  Arranged Marriage

Me wan gal fe me Don Rani

Me wan gal dress up in a sari

Me wan gal say soorni logthi

Me wan gal sweet like jelebee

Me wan gal from Jullunder City

Me wan gal say a soorni curi

Me wan gal mon to look after me

Me wan gal to mek me roti

Bhangra’s appeal in or outside India, appears to lie in its ethnic difference, its punjabiyat. Whenever artists have attempted to dilute the Punjabi difference, say by using Hindi lyrics, their albums have bombed in the market.  

Punjabi lyrics drum home their foreignness in non-Punjabi contexts. This may be illustrated by the international Bhangra hit whose lyrics are being globally shared on multiple websites.  Non-Punjabi receive and decode Punjabi lyrics as a nonsensical combination of sounds.   But their repetition of the Punjabi sounds sans meaning, writes them out of the song’s semantic sphere.  Recognizing this intuitively, Jay Z raps on Punjabi MC’s mundian ton bach ke raheen but steers free of transliteration:

(

Punjabi MC)   

Mimian to but the tiri bachin akilar

Baleri ke muki ale bachin akilaaaaar

(Jay-Z)

Yes, live from the United States

Brooklyn New York its ya boy, Young

(Panjabi MC)

Mimian to but the tiri bachin akilar

Baleri ke muki ale bachin akilaaaaar

(Jay-Z)

The Neptunes is in the house

(Panjabi MC)

I'll retari nakesiri ona tar

The Mundian to bach ke Rahi

(Jay-Z)

As soon as the beat drop

We got the streets locked

Over sees at Pudjabi MC and the Roc

I came to see the mamis in the spot

On the count of three drop your body like it's hot

One, young, Two, you, want, to, Three, young hovs a snake charmer

Move your body like a snake mama

Make me wanna put the snake on you

I'm on my 8th summer still hot young's the 8th wonder

All I do is get bread, yeah I take wonder

I take one of your chics straight from under your arm pit

The black Brad Pitt I mack 'til six in the AM

All day I'm P-I-M-P I am simply attached to the track like a symphony

It's simply good young hov infinitely

It's the Roc in the building

Calib, Ramel, Tarrell in the house

It’s simply good young hov infinitely

(PunjabiMC)

keep your face down and hide it with a scarf (x2)

don't just give your love to anyone 

chorus:

be careful of the boys

you've only just grown up

be careful of the boys

you've only just grown up

(it's not your fault that you've got beautiful eyes

once you've realised this you will become shy)  x2

look after your youth x2

this time won't come again

(chorus)

(as you are growing up people are becoming aware of your good looks

everyone is looking at your thin waist)x2

theres no one like youx2

(chorus)

(the boys are talking about you everyday

the streets are full of stories about your looks)x2

don't let the attention drown you 

(chorus)

Joe Caps’ transcription of  mundiyaan ton bach ke raheen, which appears to be a speech to text translation, foregrounds Punjabi as a foreignness eluding the Anglo-american speech text’s memory.
  While the speech text is a fairly accurate phonetic transcription of the song’s sounds, they sound like pure gibberish.   

Joe Caps

I'll retari nakesiri ona tar

The Mundian to bach ke Rahi

With the Hurle, hurle, hurle murd Bilar

The Mundian to bach ke Rahi

With the Hurle, Hurle, Hurle murd Bilar

Panjabi MC)

I'll retari nakesiri ona tar

The Mundian to bach ke Rahi

With the Hurle, hurle, hurle murd Bilar

The Mundian to bach ke Rahi

With the Hurle, Hurle, Hurle murd Bilar

The Mundian to bach keee Rahiiiiiiiiii-ahhh

Eraki kisure gemme silli etha Hoker-e

Siki eth adama sillin millin etha hoker-eee

Eraki kisure gemme silli etha Hoker-e

Siki eth adama sillin millin etha hoker-eeeee

Tami ke Rakimi itoml-mi putai

Tami ke Rakimi itoml-mi putai

Ull the muri gemmi onli albahar

The Mundian to bach ke Rahi

With the Hurle, hurle, hurle murd Bilar

The Mundian to bach ke Rahi

With the Hurle, Hurle, Hurle murd Bilar

The Mundian to bach keee Rahiiiiiiiiii-ahhh!

Garib beat to wan mi pea urub da tha marda

Pot della alla ina Hurlara miss tha hardaaa

Garib beat to wan mi pea urub da tha marda

Pot della alla ina Hurlara miss tha hardaaa

On Ai go the Hindi you konimi kanithor

On Ai go the Hindi you konimi kanithor

Ill gerent the ersoni koinar

The Mundian to bach ke Rahi

With the Hurle, hurle, hurle murd Bilar

The Mundian to bach ke Rahi

With the Hurle, Hurle, Hurle murd Bilar

The Mundian to bach keee Rahiiiiiiiiii-ahhh

Mundian To Bullop eneri ab tha Harria

Tell mi if Ai Canabi eneri abi sharia

Mundian To Bullop eneri ab tha Harria

Tell mi if Ai Canabi eneri abi sharia

Then you up tha heuabe erubi ab di wanna

Then you up tha heuabe erubi ab di wanna

In tha Sackin and tha Hussin ant tha wa

The Mundian to bach ke Rahi

With the Hurle, hurle, hurle murd Bilar

The Mundian to bach ke Rahi

With the Hurle, Hurle, Hurle murd Bilar

The Mundian to bach keee Rahiiiiiiiiii-ahhh

Anonymous

Nimya tu kuch der pa ke rakh le (2)
Pale vitch mukhra luiska ke rai
Aave kari na kise de naal pyar (1)
Mundiya to bach ke rahi 

Nahi tu hun hun hui mutiyar (2)
Mundiya to bach ke rahi (1)
Tera ki kasoor je nashili nain ho gaye
Sikh ke adava sharmile nain ho gaye (2)
Saanb ke rakh ni eh jovan butari (2)
Hun mur ke na aauni bahaar (1)
Mundiya to bach ke rahi...
Chardi jawani tera roop tatha marda
Patla jaha lak na hulara vi saharda (2)
Gora gora rang ute mirgani tor (1)
Hai tera jaye soni koi naal (1)
Mundiya to bach ke rahi....
Mundiya de bula ute teriya kahaniya 
Channi ni ta khanne diyan galiyan pachaniya(1)
Jovana de bula ute teriya kahaniya (1)
Channi ni ta khanne diyan galiyan pachaniya (1)
Janjua te hoya tera roop da diwana (2)
Chal sakiya na husan da ba (1)

Mundiya to bach ke rahi....

Tufan

keep your face down and hide it with a scarf (x2)

don't just give your love to anyone 

chorus:

be careful of the boys

you've only just grown up

be careful of the boys

you've only just grown up

(it's not your fault that you've got beautiful eyes

once you've realised this you will become shy)  x2

look after your youth x2

this time won't come again

(chorus)

(as you are growing up people are becoming aware of your good looks

everyone is looking at your thin waist)x2

theres no one like youx2

(chorus)

(the boys are talking about you everyday

the streets are full of stories about your looks)x2

don't let the attention drown you 

Joe Caps’ meaningless transcription of presumably Punjabi sounds accentuates their foreignness, a foreigness that is claimed as speech in the anonymous transcription.  One only needs to recall the song’s high-decibel, dancing beat to see how inadequate the English translation is. Jay Z’s rap on Punjabi MC’s hit places the two in a differend foregrounding Punjabi’s untranslatablity.  “Originally this track was about something [different]. The track has become more of symbolic vibe of how it's crossed over to the East and West markets." Punjabi MC explains.
  
(Punjabi MC)

mundian ton bach ke raheen 

 "Be careful of the boys

You've only just grown up.

It's not your fault that you've got beautiful eyes

Once you've realized this, you will become shy

Look after your youth

(Jay Z)

This time won't come again. 

"We rebellious, we back home

 Screamin' 'Leave Iraq alone

' " Young Hova rhymes over a sample of the theme from the "Knight Rider" TV show.

"For all my soldiers in the field

 I will wish you safe return

But only love kills war

 When will they learn?"

Jay Z places Punjabi in a difference, which is exoticized and eroticized.  His rapping take him in a direction opposite to the meaning in the Punjabi text. The sexual innuendo in ‘putting the snake’, contradicts the puritan Punjabi message warning the young girl precisely against such a risk.  Punjabiness services the US’s orientalist myth of snakecharmers and seven wonders.  Jay Z’s Brooklyn braggadocio co-opts Punjabi MC’s beat for the assertion of Afro-American vitality and sexuality as well as the American ‘Make love, not war’ slogan .  He writes over the original theme of a father warning his daughter on the threshold of womanhood to be careful of the boys US anti-war sentiment, appropriating Punjabi difference to articulate US needs.  Though the British born Rajinder Rai,  Punjabi MC, might easily have found English equivalents of the original Punjabi, the difference between controlled Punjabi sexuality and explicit black sexuality cannot be bridged so easily.  Jay Z, instead of attempting to bridge the divide, lets Punjabi difference be which, refusing to be contained in American slang, breaks forth like an incomprehensible noise teasing the limits of the self.  Despite the American attempt to naturalize Punjabi difference, Punjabi MC’s booming vocals articulated in foreign Punjabi wrest a place for Punjabi.  The foreignness of Punjabi, disengaged of meaning, places Punjabi difference on the fringes of the self,  loud, undecipherable but difficult to ignore.  Punjabi MC does not yield an inch of space allotted to him, continuing to do his own thing in Punjabi, and speaking to those who can follow the lyric’s semantic content. 

Poet artists like Gurdas Mann have attempted to defend Bhangra lyrics against the allegations of frivolity and vulgarity by packing in deep meaning in his highly original compositions.  Others take pride in lyrical originality.   I maintain that Bhangra lyrics are fluffy, nonsense formulae by convention, albeit tinged with verbal irony, play and an earthy humour typical of folk compositions.  Their impact comes from the recognition of stock formulae and the twist given them by individual performers by their delivery and employment in particular contexts.  The dominance of nonsense words and stock phrases is due to the traditional privileging of dance as well as contingencies of oral composition.  Contemporary Bhangra mutants, inspite of their valorization of lyrical originality, continue to be governed by the rules of oral, formulaic composition by retaining stock Punjabi formulae and nonsense words  as well as coining of new ones.  This intuitive knowledge of the rules of composition and reception as well as fluency in Punjabi enables Punjabi speakers to perform a collective Punjabi memory through Bhangra performance, from which the non-Punjabi stranger, brown, black, or white is effectively shut out.  

All contemporary Bhangra artists might not employ boliyaan but they retain the formulaic character of Bhangra lyrics and continue the call-and-response tactics by including repeatable loops.  Traditional Punjabi nonsense syllables have an international recall now thanks to their familiarization through global Bhangra hits.   Nonsense syllables like shava shava, balle balle, chak lai patthe, oye hoye, more sounds than meaning, enable participation in Bhangra without having to know a word of Punjabi.  They are routinely as well as intentionally included by Bhangra artists to activate Bhangra’s call and response poetics. The use of nonsense verse enables Bhangra to retain these poetics even in a non-Punjabi context.
 Radhika Nagpal’s glossary of Bhangra lyrics, suggesting that acquisition of a basic Bhangra vocabulary would help Bhangralovers to get a gist of their favourite Punjabi songs, appears to corroborate Bhangra’s lyrical minimalism:

Though contemporary Bhangra mutants might appear to be repeating and improvising on this functional lexicon,  the issues of plagiarism and originality in relation to Bhangra compositions need to be read  against the conventions of folk oral composition.  An examination of some of the well known Bhangra texts would suffice to illustrate how contemporary Bhangra mutants carry the folk tradition forward.  Both pure and hybrid Bhangra texts deal with traditional Bhangra themes like love, friendship, separation, the beauty of the beloved or an object representing  her, patriotism and so on.  Love is traditionally the most favoured theme in the harvest ritual, which has shades of courtship and mating:

Gud naal ishq mitha(love is sweeter than jaggery) Malkit Singh

Ishq tera tarapaye ho( My love for you tortures me ) Sukhbir 

Ishq da rog hai wallah/jindri noon laa naa baitheen( Don’t ever get struck by lovesickness) Harbhajan and Gursevak Mann

Kareen naal kisi naal pyar/ mundiaan ton bach ke raheen( Don’t fall in love, beware of the boys!) Punjabi MC

Romantic love is invariably expressed in hyperbolic sentiments:

Dil chori sada ho gaya/ki kariye ki kariye( My heart has been stolen, what shall I do?) Hans Raj Hans

Don’t break my heart  Stereo Nation

Asi mar gaye (I will die) Jassi

The object of adoration is usually showered with praise reserved for the deity underlining Bhangra’s intersection with the Sufi tradition:

Kinna sohna tanu rab ne banaya(How beautiful the Lord has made you!) Nusrat Futeh Ali Khan

Balle balle te tor punjaaban di(Oh, the Punjabi belle’s walk!) Sukhbir

Naag saambh le zulfan de( Gather your snake like tresses together)Jazzy B

Ni sohniye, manmohniye(Oh beautiful one! Oh enchantress!) Malkit Singh

Tu mannne ya na mannen asaan te tanu rab manya( Whether you agree or not I look upon you as God) Sabri brothers
Alternatively, devotion is metonymically transferred to an object adorned by the beloved:

Kaali teri gut te paranda tera laal ni( Your raven braid and red paranda) Asa Singh Mastana

Tera laal gharara(Your red gharara) Hans Raj Hans

Koka koka koka(Your nose pin)

Invitation to join the dance is another common theme:

Aaja nach le(Come and dance with me) Hans Raj Hans

Munde bhangra pande te kudiyaan giddha pawan(The boys dance the Bhangra and the girls the giddha) Sukhbir

Tannu nachdi wekh te kare ne mera ji(Watching you dance I also feel like joining in)Kamal Heer

Female Bhangra artists show a weakness for the separation theme though the latest Bhangra albums of Daler Mehndi and Hans Raj Hans have them turning to virah:

Dil naiyyon lagda mera(I am lost without you) Gunjan 

Mahiaan re

Gurdas Mann’s rich lyrics avoid the beaten love track to celebrate the homeland:

Apna Punjaab hove(I wish I were in Punjab)

Pind diyaan gali wich( In the lanes of the village)

Bhangra’s formulaic openings and loops situate them in the oral participatory context blurring the performer audience divide and articulate its group dynamics.   They construct a text where individual creativity is enabled and contained within communal expressivity.  The formulaic opening is repeated by the entire group leaving gaps for individuals to fill in the collective composition.  While constrained by sound and rhythm, the individual might exercise freedom and creativity in the interpretation of the theme.    The non- Punjabi is excluded from the space of this participation, which begins with the recognition of formulae and a shared knowledge of the rules governing composition and participation native to Punjabi speakers.  What may be said, where, when, how and to whom is dictated by written rule of performance internalized by Punjabi speakers.  

Even if a verbatim translation of the nonsense verse were possible, it would foreclose the verbal play based on improvisation, punning, innuendo, and ambiguity that contributes to the enjoyment of Bhangra lyrics.   As pointed out before, formulaic dependence, repetition and redundancy, plagiarism are governed by the contingencies of oral composition.    The condition of composing lyrics on the spot, at the performative moment does not permit lyrical complexity or originality.  Bhangra lyrics, by nature, proceed through a repetitive play on the same phrase or boli, substituting a single item in each line. Yet Bhangra lyrics, stock phrases or nonsense formulae strung together to fit a particular rhythm or beat, offer ample room for individual creativity and originality in several ways.  The pleasure of Bhangra lyrics issues not from using different words to say different things but to say the same word to say the same thing differently.  The composer of Bhangra lyrics takes delight, not in verbal originality, but in the play on nonsense syllables and phrases.  The most common play occurs by introducing new variations on stock formulae.  Let us look at some well known samples of the formula mar gaye
Hai ni main mar javaan gud kha ke Malkit Singh

Asi mar gaye  Jassi

Tera roop vekh ke asi mar gaye Jazzy B

While non-Punjabis might view this formula dependence as lyrical poverty, the Punjabi listener is alert to individual improvisations on stock formulae.  The borrowing and play on stock formulae sets off an intertextual chain where each individual artist might be seen participating in a community dialogue.  For instance, the Punjabi listener would recognize in mundian ton bach ke raheen, a twist on the traditional praise formula where a father, instead of a lover, is celebrating the daughter’s beauty with a characteristic tinge of anxiety.

Bhangra’s dialogicity is evident even in the release and airplay of different albums.  The electronic sphere reconstructs an agonistic context of live Bhangra performance, where an individual Bhangra artist might offer his or her version of a chosen theme.  This may be illustrated through the simultaneous launch of albums playing on the same theme, or even the same formula.  When a particular ‘flavor of the month’ hits the airwaves, every artist rushes in to add his or her bit. This sets off a sparring match between different players, who seem to challenge contenders to respond to their boli.  

The introduction of ‘modern’ items or language which the artists take unmistakable relish in cocks a snook at linguist purity.  Remember Hans Raj Hans’ Madam teri lovely lovely chaal in dil chori sada ho gaya?.  However, update and contemporization must occur without violating the felicity condition of aural play  as in this improvisation on traditional jugni:

Jugnee ja varee school, 

Pichae pae gaye Desi Fools, 

Oh kandee (says) "only Gaurav is cool,

Oh karda mere heart nu rule" Veer mereha oh jugneee.

But the verbal play in Bhangra lyrics is largely sound dependent mainly through punning on the last sound.  The random selection of nonsense worlds works when a nonsense syllable finds an equally nonsensical fit.  The humour in the punning comes from stock associations of objects and places. Let us look at the play on a well known boli. 

Ambarsare diyan --- ve maen khaani haan 
Tu -- -- te maen sehni haan 

Ambarsare diyan vardiyan ve maen khaani haan 
Tu karenda ardiyan te maen sehni han 

Ambarsare diyan chole ve maen khaani haan 
Tu tarda-tar bole te maen sehni han 

Ambarsare diyan papard ve maen khaani haan 
Tu karenda aakard te maen sehni han

I eat (khaani) the -- of Amritsar, 
You do -- and I put up with it (sehni haan) vardiyan = special amritsar dish: ball of spices 
karenda ardiyan = get stubborn chole = chickpeas 
tara-tar bole = yell loudly, speak (bole) sharply (taratar) papard = thin fried wafer 
aakard = arrogant 

Bhangra lyrics also capitalize on Punjabi tonality.  Punjabi language allows tonal play even on a single syllable, which may be imbued with a wealth of attitudes, moods and emotions.  The exclamation hai, for example, might be uttered in different ways.  The same word might be altered through varying the tone or delivers.  Qualifiers like sohniye, heeriye, makhna, offer infinite tonal variation through which the individual might mark his stamp on a stock phrase.  The delivery of nonsense syllables is equally crucial.  As Nagpal, shows, what would be the impact of tana tanak without the sudden abrupt delivery and the strong, heavy, consonants? 
 

Chorus

Tana tanak, 
Teri bodi mere hath, 
Meri gutt tere hath, 
Maeno rakhna e rakh, 
Maeno kadna e kad! 

Maeyon tere naal vasiyan, 
te hor koi vase vi na 
Maeyon tere naal kattiyan, 
te hor koi kate ve na 

Tana Tanak (suddenly) 
I've got you by the hair (bodi) (hath=hand) 
You've got me by the braid (gutt) 
If you want to keep (rakhna) me, then keep me 
If you want to throw me out (kadna) then do it 
(.....but let me tell you) 
I'm the only one who would live with you 
(vasna=live) , no one else (hor koi) would 
I'm the only one who can endure you, 
(kattiyan=put up with, endure) 
nobody else (hor koi) would
Finally, even the simplest Punjabi words and epithets would have a deep resonance for Punjabi listeners. Jatt and jatti have a particular connotation in the Punjabi caste hierarchy and work culture just like baniya and jugni do.  Therefore, when Mehndi sings his ode to kudiyaan sheher diyan, the Punjabi listener would immediately recognize in her shades of jugni.  

Nonsense verse by nature poses a problem in translation because its play is based of a particular arrangement of sounds.  Anyone who has attempted to translate nonsense verse is confronted with the rather daunting task of capturing the humour, world play and with of the original in a foreign language. Even if one were to succeed in capturing the verbal essence of the verse in another language, its cultural content would be impossible to transfer.  Nonsense verse, which might connote a meaningless combination of words to outsides, strikes a chord in insiders.  One needs to distinguish between nonsense which does not make any sense and nonsense that makes sense.  

Nonsense syllables and verse inscribing the community’s cultural history, geography and priorities have a recall value for members whose repetition of the formulae pleases through the enactment of a shared memory.    As Rukmini Bhaya Nair shows in her example of several translations of a popular Bengali doggerel about the bombing and victory of the Japanese,  significant moments of cultural history might be captured through trivia.  The recurrent Bhangra theme of the male warrior leaving and returning home documents the large-scale recruitment of Punjabi, mainly Sikh, soldiers by the imperial British army.  Jazzy B’s new lament mitran vich khadak payi sardara painfully repeats the Sikh fracture of Punjabi identity renewing the memory of the Partition fratricidal war.  If one song locates Multan as the centre of cheent(print) production, another claims Amritsar as the centre of vadiyaan, and yet another writes the textile history of Punjab. 

Bhangra lyrics, similarly, renew  Punjab’s cultural geography erasing the borderlines of national cartography.   Bhangra boliyaans alluding to their originary sites reinforce the violence in the overwriting of Punjab’s bioregional memory built on the rapids of its five rivers and their doaba, delta.   Sialkot, Gurdaspur, Gujranwalla, Gujrat, Malwa are some of Bhangra’s originary sites.  Traditional centres and peripheries in undivided Punjab along with stock place traits are also invoked - Lahore and Amritsar as cultural capitals, Patiala for its legendary beauties, Multan for its textile dyeing preeminence and so on.  

They also inscribe traditional kinship structures offering ways of sublimating interpersonal conflict.  They serve as a shared cultural grammar for Punjabi speakers, repeated at ritual moments to which the community might return for prescribing right behavior. For example, this song makes the cowife the target of tongue lashing:

hulle hulare

asi ganga chale                     shava or hulle

sas sora chale

jeth jathani chale

dyor darani chale

pairi shaunkan chali

hulle hulare

asi ganga pohnche                 shava or hulle 

sas sora pohnche

jeth jathani pohnche

dyor darani pohnche

pairi shaunkan pohnchi

hulle hulare

asi ganga nahte shava or hulle

jeth jathani nahte

dyor darani nahte

pairi shaunkan nahtii

hulle hulare

shaunkan paili pauri                 shava or hulle

shaunkan duji pauri

shaunkan tiji pauri

maiti dhakka ditta

shaukan vichhe rud gayi

hulle hulare

sas sora ron                              shava or hulle

jeth jathani ron

dyor darani ron

paira oh wi rove

main kya tusi kyon ronde

tvade jogi main batheri

mainu dyo badhaiyaan ji

Hulle Hullare

We set off to have a holy bath in the Ganges 

Mother and father in law tagged along

Elder brother and sister in law tagged along

Younger brother and sister in law tagged along

But that bitch my cowife too latched on

We reached the bank of the Ganges

Mother and father in law landed up

Elder brother and sister in law landed up

Younger brother and sister in law landed up

But that bitch my cowife too landed up  there

We bathed in the Ganges

Mother and father in law had a bath

Elder brother and sister in law had a bath

Younger brother and sister in law had a bath

But that bitch my cowife too had a bath

Cowife climbed the first step

Cowife climbed  the second step

Cowife reached  the third step

I gave her a shove

Cowife drowned in the stream

Mother and father in law wail

Elder brother and sister in lawwail

Younger brother and sister in law wail

But that bastard also wailed

I said why do you wail

I am good enough for you

Congratulate me

I have returned after drowning my cowife

shaukan rod aayi ni

Unlike other Indian cultural texts, where a stereotyped Punjabiness is an object of ridicule, these texts valorize the robust energy, industry, vitality, virility and transparency associated with Punjabi culture.  The self congratulatory tones in the glorification of the Punjabi ethic of ‘work hard, play harder’ are unmistakable in Bhangra lyrics along with the objectification of women, caste hierarchies, peasant values etc.  

Nonsense in Bhangra texts becomes an instrument for teasing the outsider into a sense of participation while coding meaning in nonsense syllables known only to insiders.  Nonsense words are obviously untranslatable.  But they function as calls in Bhangra performance inviting audience participation through  responses.  Bhangra hybrids contain Bhangra calls as loops which might be repeated with ease by non-Punjabis as pure sound.  However, nonsense sounds’ function is altered when employed in Punjabi contexts. Bhangra lyrics here comprise of  celebratory calls accompanying a high-powered Bhangra performance.   What strikes outsiders as Punjabi or Asian noise are celebratory whoops to insiders.  The nonsense calls at Punjabi gatherings are a thunderous affirmation of punjabiyat to which the audience boom their assent  through even louder responses. The nonsensical calls and responses resounding through Bhangra performance are a near deafening affirmation of Punjabi  collectivity and proclamation of Punjabi solidarity.  An intuitive knowledge of the appropriate response to a particular call separates Punjabi from non Punjabi Bhangra audience.  

The marginalization of Bhangra lyrics in contemporary albums could also be attributed to the switch from the aural to visual transmission model with the advent of satellite and video technologies.  If the radio, that McLuhan called the tribal drum, drummed the folksong across Punjab, television has beamed the folkdance to the world.  Old Bhangra legends like Asa Singh Mastana were created by the All India Radio Jallandar riding on folksong.  Gurdas Mann, on the other hand, is packaged as a complete telegenic phenomenon.   Bhangra hybrids subordinate the lyrical component to the visual, musical and kinesics aspects.  In contrast, Bhangra texts targeted at Punjabi speakers use more complex lyrics.  But what one cannot afford to forget is that Bhangra is primarily a beat to which the lyrics are fitted.  This is the aspect, the sound, and the beat, which has made it accessible to non-Punjabi listeners. 

The point to be made here is that as the non-Punjabi viewers are unable to respond to Bhangra’s lyrical content, the reduction of Bhangra lyrics to nonsense syllables and hummable loops should not be a cause for concern, particularly as they are generically light.  However, Bhangra texts aimed at the Punjabi market, whether in India or in the diaspora, display greater lyrical complexity and play than those intended for the non-Punjabi market.  The richer lyrical content of music targeted at Punjabis presumes a linguistic competence in Punjabi.   The innuendos and word play in the songs of the Punjabi legend Amar Singh Chamkila would be entirely lost on the non-Punjabi viewer.  Bhangra’s multidirectional flows appear to be unaffected by foreignness of Punjabi lyrics because texts with dense lyrics prove to be as big hits as the lighter ones.  The pleasure predicated on word play in Bhangra’s nonsense lyrics is not available to the outsider.   The Punjabi viewer, on the other hand, not only responds to the verbal play within a particular text but also individual improvisations on stock formulae and well known themes.  The non-Punjabi viewer receives Bhangra as dance and music but is effectively shut out from the Punjabi space cordoned off by language and knowledge of the conventions governing performance.  Non-Punjabi ethnicities’ consumption of Bhangra texts is altogether different from the Punjabi participation in the reconstruction of a shared tradition that reaffirms a collective Punjabi memory.  

� Hindu Punjabis listing Hindi as the mother tongue was a setback to the demand for a Sikh nation before the Partition.  


� The formation of linguistic or sacral diasporas, such as the Tamil or Punjabi,  cutting across national boundaries reinforces this trend.


� “’Different, Youthful, Subjectivities’: Resisting Bhangra”, Cluster Essays on World Youth Cultures, ARIEL: A Review of International English Literature, 32, 4, October 2001, pp 211-228


� This 1905 map of  India given below provides us an idea about the area included in undivided Punjab.





� INCLUDEPICTURE "http://dsal.uchicago.edu/maps/gazetteer/images/gazetteer_V20_pg394.jpg" \* MERGEFORMATINET ���








The village of  Kartarpur, the first ever Sikh shrine situated on the right bank of river Ravi just 2 Kms. from the Indo-Pak border, defied the nation’s boundarymaking impulse and serves as a metaphor for the undivided Punjabi memory.  The last abode of Guru Nanak, where his Islamic tomb and Hindu smadhi exist side by side,  it  is revered by all the three communities. Interestingly one smadh (third)exist in the Indian side as well. Sir Cecil Radcliffe attempt to divide Kartarpur did not succeed. Despite the June 3, 1947 declaration, by which  Gurdaspur distt. was given to Pakistan, including Kartarpur,  the division had to be revised. Radcliffe bisected Gurdaspur in such a way that Kartarpur was exactly on the borderline. The Pakistan Govt has agreed to grant a free passage to the Indian Sikhs to pay their obeisance. That means no passport or visa is required. But the Govt of India has not so far favourably reacted to the Pak proposal. 


�Punjabi legends like Asa Singh Mastan and Surinder Kaur, who are erroneously classified as old Bhangra legends on Bhangra websites, are the best known practitioners of the Punjabi lokageet, which they rasied to great lyrical heights.  But they also altered the psychodynamics of Punjabi orality by introducing the literacy parameters of originality, individuality and novelty. Their folklorization through their individual compositions in the folk repertoire testifies to the resilience of Punjabi folk.  


� The twelve Bhangra traditional genres are split among performative, narrative and lyrical.  For example, Sami, a genre performed by females, is narrative.  Dankara consists of sword play using minimal lyrics. Bhangra, Jhummer, Luddi, Julli, Dankara, Malwai Gidda and Dhumal are male folk dances of Punjab. On the other hand, Sammi, Giddha, Jaago and kikli are among the main female folk dances of Punjab.


7“Lohri marks the end of winter on the last day of Paush, and beginning of Magha (around 12th and 13th January), when the sun changes its course. It is associated with the worship of the sun and fire and is observed by all communities: Muslims, Hindus, Sikhs and Christians. To the best of my knowledge, it is an exclusively Punjabi festival. Ceremonies that go with it usually comprise making a small image of the Lohri goddess with gobar (cattle dung), decorating it, kindling a fire beneath it and chanting its praises. The final ceremony is to light a large bonfire at sunset, toss seasame seeds, gur, sugar-candy and rewaries in it, sit round it, and sing and dance till the fire dies out. People take dying embers of the fire to their homes. In Punjabi village homes, fire is kept going round the clock by use of cow-dung cakes.” Khushwant Singh, “This Above All: Pakistanis are like us only”. The Tribune Chandigarh, January 24 2004. � HYPERLINK "http://www.zatang.com/categories/music/hindimusic/pratim/lohri.htm" ��http://www.zatang.com/categories/music/hindimusic/pratim/lohri.htm�, 18th February 2004


�Khushwant Singh, “This Above All: Pakistanis are like us only”. The Tribune Chandigarh January 24 2004. “Apparently the central character of most Lohri songs is Dulla Bhatti, a Muslim highway robber who lived in Punjab during the reign of Emperor Akbar. Besides robbing the rich, he rescued Hindu girls being forcibly taken to be sold in the slave market of the Middle East. He arranged their marriages to Hindu boys with Hindu rituals and provided them with dowry. Understandably, though a bandit, he became a hero of all Punjabis. So every other Lohri song has words to express gratitude to Dulla Bhatti:” Khushwant Singh, “This Above All: Pakistanis are like us only”. The Tribune, Chandigarh, January 24, 2004. Vani, Lohri Folk Songs, � HYPERLINK "http://www.zatang.com/categories/music/hindimusic/pratim/lohri.htm" ��http://www.zatang.com/categories/music/hindimusic/pratim/lohri.htm�, 18th February 2004


� Beware of the Boys by Punjabi MC submitted by Joe Caps and corrected by KhanobyeA � HYPERLINK "http://www.letssingit.com/?http://www.letssingit.com/punjabi-mc-beware-of-the-boys-wcrjz9n.html" ��http://www.letssingit.com/?http://www.letssingit.com/punjabi-mc-beware-of-the-boys-wcrjz9n.html�, 10th Feb 2004.  Mundian To Bach Ke by Punjabi Mc :submitted by � HYPERLINK "mailto:tufanberkan@hotmail.com" �Tufan� and corrected by Jui Yang. Mundiya To Bach Ke Raih by Punjabi Mc,  http://www.azlyrics.us/202562, 18th February 2004


�Jay Z Drops War Rhymes on Remix of International  Hit.


 � HYPERLINK "http://www.mtv.com/news/articles/1470907/20030401/jay_z.jhtml?headlines=true" ��http://www.mtv.com/news/articles/1470907/20030401/jay_z.jhtml?headlines=true�, 10th February 2004 


� Malkit Singh confesses that he always includes a participatory loop in all his songs.  Hey jamalo in tootak tootak tootiyaan, oye hoye in gud naal ishq mitha and chal hun in his latest album chal hun bhangra payiye ni fall easily from non-Punjabi lips.  


� Nagpal, Radhika, Glossary, MIT Bhangra 2001, � HYPERLINK "http://web.mit.edu/bhangra/www/glossary.html" ��http://web.mit.edu/bhangra/www/glossary.html�, 18th February 2004


�Jugni,  now confused with a girl, originally referred to a taveez(talisman) given by a pir or mendicant. Nagpal, Radhika. Jugni, Translated by Radhika Nagpal, © Copyright 2001 MIT Bhangra, � HYPERLINK "http://web.mit.edu/bhangra/www/glossary.html" ��http://web.mit.edu/bhangra/www/glossary.html�, 18th February 2004


� Nagpal, Radhika. � HYPERLINK "http://web.mit.edu/bhangra/www/lyrics/ambarsar.html" �Ambarsare diyan Vardiyan� (traditional), � HYPERLINK "http://web.mit.edu/bhangra/www/glossary.html" ��http://web.mit.edu/bhangra/www/glossary.html�, 18th February 2004
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Appendix


Glossary


Loki: �Kurdiyan �Munde �Muttiyaar �Gabroo 


Jatt �Jattiyan �Baniya �Pehlwaan �Sapera �Charda �Jind Mahi �Jugni 


Veer �Bhabhi �Putt �Mapiyan �Yaar, Mittar �
= people �= girls (kurdi=girl) usually single and young �= boys (munda=boy) �= woman. Emphasizes the difference between a woman and a girl �= man. (gabroo javan=young man) 


= punjabi farmers �= punjabi women (jatti) �= moneylender, landlord (the quintessential bad guy) �= wrestler (atheltic forms a big part of punjabi culture) �= snake-charmer (sup/sap = snake) �= bachelor �= love of my life (jind=life) �= the quintessential woman. The object of envy and the butt of jokes, �the embodiment of the modern punjabi woman. 


= brother (veer mera = my brother) �= sister-in-law (pronounced Pbabi) �= son �= parents �= friend (yaar could also mean boyfriend or girlfriend)�
�
Pind: �Dhol �Mela �Vaisakhi �Lohrdi �Gidda �Vihya 


Phasal �Kanak �Bajara �Belgardi 


Akharda �Gharda �Manja 


Lassi �Murga �Sharab 


Cities in Punjab: �
= village �= two-sided bhangra drum (dholki= smaller drum played with both hands) �= Fair (outdoor festival) �= Harvest Festival �= start of the planting season �= women's dance �= wedding 


= crop �= grain �= barley �= ox cart (bel=ox, gardi=car) 


= wrestling ring �= clay round pot (often carried on the head) �= bed 


= buttermilk drink �= chicken (tittar = quail) �= liquor, most likely scotch 


= Patiala, Jullundhar, Karnal, Amritsar (ambarsar), Chandigarh�
�
Kaparde: �Kurdiyan �Salwaar �Kameez �Dupatta �Lehnga �Ghaghra �Guutt �Paranda �Gehne 


Munde �Pag �Kurta �Lungi �Jutti �Kirpan �
= clothes 


= pant �= shirt �= scarf �= shirt + skirt �= skirt (gharara in hindi) �= braid �= tassle for braid �= jewelery 


= turban �= shirt �= cloth tie around waist (similar idea to dhoti) �= shoe �= dagger�
�
Verbs and Actions: �Nach �Gana �Vekh 


Vich �Naal �Uuppr �Thale �Edher �Odher�
�= dance (nachde = dancing, nachiye = let's dance, nachna = to dance) �= sing (gaunde = singing) �= see (vekh ke ..= upon seeing..) 


= in �= with (mere naal = with me) �= up �= down �= here �= there �
�
Some Phrases: �Balle! �Chak de Phate �Haripa! �Shavaa! 


Oye Sohniyon �Oye Heeriye �Oye Makhna 


Kiddan? �Aao Nachiye�
�= hurrah! (Balle Shera = balle tiger) �= Kick butt! (chuke gaye phate = got butt kicked, chuk=pick up, phata=2x4) �= hurrah! (comes from hariyan paliyan or green fields) �= hurrah (often said by girls, as part of gidda) 


= hey beautiful (somewhat unisex statement, sohniye=girl sohniya=guy) �= hey gorgeous (heera = diamond) �= hey my buttermilk (makhan=butter, usually a comment on skin quality) 


= what's up? �= let's dance (nach = dance)�
�















Jugni


Translated by Radhika Nagpal��© Copyright 2001 MIT Bhangra 


(Jugnu = firefly) 


The quintessential punjabi woman, and the subject of many boli (couplets). �She is the object of envy, the butt of jokes, the traditional mixed with the modern, the dream woman of every gabroo (young man) 


Jugni jadon shehr noo jave �Nak vich koke nu matkave �Surma pooncha vala pave �Chutney naal samose khave 


Oh Veer, meriya ho jugni �Verr meriya o jugni gaoundi hai �Oh sab da dil paraondi hai 


Jugni fashion di matvali �Thappe powder, laave laali �Tindon pukhi, jebon khali 


Oh Veer, meriya ho jugni �Veer Jugni bardi shetaan hai, �Oh sab gabroo di jaan hai. 


Jugni jandoon gayee Karnal �Ankhee ainak, hath rumaal �Tennis khede mundiyan naal 


Meri Jugni school-e pardi hai �Te do-do guttan kardi hai �Rati Ja cineme vich vardi hai �Te Fiat car te chardi hai �Aake mummy-daddy naal lardi hai 


Jugni jaa vardi chuuare �Baba hethon vaja maare �"Nee thale uttar ja mutiyare!" �"Uthe rahende munde kuware" �
When jugni goes to the city (shehr) �On her nose (nak) her nose-ring (koke) moves �She wears her eyeliner (surma) with long tails (poonch) �And eats her samosa with chutney 


CHORUS: Brother (veer), that's my jugni �Veer, when my jugni sings (gaoundi) �She captures everyones (sab) heart 


Jugni is the heart of fashion �Slaps on some powder and red on her lips �But her stomach (tidon) is hungry and �her pocket (jebon) is empty 


CHORUS: my jugni is very mischevious (shetaan) �She is the life (jaan) of every gabroo (man) 


When jugni goes to Karnal �Glasses (ainak) on her eyes, a handkerchief in hand �Play tennis with the boys, (that's my jugni...) 


Jugni goes to school �And has two (do-do) braids (guttan) �At night (rati) she goes to the cinema �And rides in a fiat car �And after all that, still fights with her mom and dad 


Jugni when up to the rooftop �From downstair (hethon) her Baba calls her �"Oh woman (mutiyare) come down" �"Bachelor boys live up there" �
�
The best part about Jugni is that you can create your own (courtesy of Gaurav) 


Jugnee ja varee school, �Pichae pae gaye Desi Fools, �Oh kandee (says) "only Gaurav is cool, �Oh karda mere heart nu rule" �Veer mereha oh jugneee.. 






































Jatt Ho Gaya Sharabi


by Kuldip Manak 


Translated by Moninder Jheeta, editted by Radhika Nagpal 


© Copyright 2001 MIT Bhangra 


Some bhangra songs, instead of being a set of loosely related boliyans, tell a complete story. This song tells the story of a Jatt who comes drunk and ranting into the village, and kicks up a big ruckus. He shouts, promises his life to his friends and death to his enemies, swings his machete at anyone who even tries to calm him down. Ultimately though he reveals the source of his sorrow - the memory of a woman who he can not forget, no matter how much he drinks. �  


Jat hogaya sharabi,  �peeke poori vodka  �Mode te gardaasa,  �oh muchaan nu chardaa 


Oh bakare bulaundaa,  �Bruuaaaaah!  


Bakare bulaundaa,  �pind wich aageyaa  �Poore pind wich,  �parthoo oh paageyaa (X 3) 


Vailiyaan cho vaili,  �put sardar da  �Rakhda eh robe,  �jinaa thaanedaar da �Yaaraa ohte kehendaa,  �waar du main jind vi  �Maare na ja koi  �na banaavaan bind vi (X 2) 


Oh sadak de bechaare,  �aake paave boliyaan �Mundiyaan nu kehendaa, �challo wand galiyaan �Mele wich aake , �bakare bulaawaange  �Vairiyaan nu tare, �din wich dekhavange (X 3) 


Oh marjoongaa aj,  �ja kise nu mardoo(n)  �Ak ke kise da,  �ve main sir phardoon  �Uppala ki janu, �kar nain jat nu �Pateyaa navar, �kaantaa fe jat nu (X 3)  


Thaave, thaave, thaave,  �Haripaa!  �Thaave, thaave, thaave, 


Giddian 'ich thaanke,  �aj kerdi morni pave? �Banto tured kar gayi,  �teri yaad bari hi aave  �Kad ke ramaal de gayi,  �yaar chum ke seene naal laave  �Teri yaad pulardi nahin,  �jad daru de peg laave,  �Teri yaad phulardi nahin (X 3) �
The jat got drunk (sharabi) �after drinking a full (poori) bottle of vodka �He had a machete (gandassa) on his shoulder (mode), �and was curling (charda) his moustache (muchaan) up  


He was calling out challenges (bakare) � "Bruuaaaah!" 


Calling out challenges, �He came into the village (pind) �In the entire (poore) village, �he made a huge ruckus (parthoo) 


He has more vices than anybody else (vaili = useless, awara),  �but he is the son of a sardar (respected person) �He packs more anger (robe)  �as much as (jinaa) than the head of the police force (thanedaar) �On his friends (yaaran), he says (kehndaa),  �he'll lay down (waar = sacrifice, from waara-phera) his life (jind) �he will tie the knot of death �on his enemies  


Standing on the road (sadak), the poor guy (bechara) �was singing boliyan (couplets) �he said to the boys (mundiyan), let's share the streets (galiyaan = alleys) �(meaning, you take that street, i'll go on that one)  �we'll go to the fair (mela) �and call out challenges (go looking for a fight) �we'll show (dekhavange) our enemies (vairiyaan) stars (tare) �during the day (din) (we'll beat our enemies up)  


Either I will die (marjoonga) today (aj),  �or kill (mardoo) somebody (kise) �When I get fed up (ak ke)  �I might break open (phardoon) someone's (kise) head (sir) �That guy uppal,  �if he even looks at me the wrong way  �it will be a mistake  �because it will really annoy me  


(Suddenly the music slows down as the  �drunk jat starts to reveal the true story) �  


In the gidda today (aj) �which (kerdi) peacock (morni, good looking girls) is creating a stir? �Banto (the girl's name), you left me  �i miss you a lot (bari=alot) (yaad=memory),  �She took out (kad ke) a handkerchief (rumaal) and gave it to me (de gayi) �I, your lover (tyaar), kissed it (chum) keep it close (naal) to my heart (seene) �I'm not going to forget (pulardi) your memory (teri yaad) �No matter how many pegs of whiskey I drink,  �I can't get you out of my mind  �
�
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Dear Ms Gera,





 I was away in Delhi from March 26 till yesterday and I write this to 


tell you that your article has reached me in the meanwhile and I have 


saved it for closer reading.


Your theme interests me and I have already read your article once. 


However, before deciding whether to publish it in NEW QUEST, I must tell 


you frankly that to non-Panjabi readers it has to make sense and we have 


to assume that your article may be the first thing they may be reading 


on orality in the Panjabi tradition.


As editor of NEW QUEST (since I took over two years ago), I have been 


trying to 'deacdemicise' the journal. Of course, I have published a 


series of three rather technical articles during this period by Guy 


Poitevin, a French scholar working on what he calls 'orature' ( to distinguish 


it from 'literature') on Marathi sources; and your contribution is most 


welcome. But Poitevin's articles also needed considerable copy-editing 


as his mother-tongue is French and it shows in the kind of English he 


tends to write. I have just made a few superficial corrections in your 


text and I am sending it back to you because my impression is that it 


needs to be thoroughly revised before publication. I write this not to 


discourage you but to motivate you to work some more and remove the 


glitches that will be obvious to you. You may then send it back to me. The 


attachment is your article after my primary editorial processing.


I would need your 2-line C.V. to publish along with the article and you 


may type it beneath the text, separated by a bold line.


With best wishes


Dilip Chitre


P.S. Also include your complete postal address in your next 


communication, please.


D.C.








