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Abstract 

This dissertation explores the changing apprenticeship environment within the Dāphā 

Khalaḥ from Kirtipur Newar communities. The Dāphā music tradition comes from Nepal and is 

one of the oldest music traditions in South Asia.  This tradition has been practiced for centuries by 

the Newars, the indigenous people of Kathmandu. The purpose of this study is to assess how the 

Dāphā music tradition presumably is changing through apprenticeships, which are increasingly 

separated from their traditional contexts in various ways or degrees, a process that I characterize 

as a shift from apprenticeship to performance. In addition, the study explores the relationship 

between traditional apprenticeship and modern styles that incorporate the Newar music tradition. 

Reviewing socio-political influences and motivations behind musical changes, I argue that the 

Dāphā music tradition presumably is changing due to changed apprenticeships. Through the 

statistical analysis, a survey in Kirtipur revealed that Dāphā music was significantly affected by 

modernization and globalization. Furthermore, the study contributes to the ethnographic literature 

on musical tradition and change with a particular focus on modernity, as well as to discourses on 

ethnic and indigenous identity. This study was conducted in TDK (Tahnani Dāphā Khalaḥ, 

Kirtipur), where the Dāphā group adapted to new types of apprenticeship in order to preserve their 

culture, thereby fostering a revival of their once endangered music tradition. Today interested 

member of the community is allowed to participate in Dāphā music apprenticeship regardless of 

caste or gender. 
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1. CHAPTER 1: THE BEGINNING 

Background 

This dissertation presents the findings of my ethnographic research in Kirtipur, 

Kathmandu, Nepal with TDK (Tahnani Dāphā Khalaḥ) during 2018 to 2019. My personal 

experiences with playing and listening to music in traditional Newar music have also influenced 

this research. It focuses on examining Newar Dāphā music and its changes, this study explores 

the apprenticeship process. I intend to explore the traditional Dāphā apprenticeship and the ways 

in which an apprenticeship has evolved through the effect of modernization, globalization, and 

politics today. My experience as a Newar traditional musician includes participating in the 

apprenticeship to learn the Bā̃surī, a Newari flute, in the year 2000. I was 11 years and studied in 

grade 5. During my traditional apprenticeship, I was required to memorize everything; I was not 

permitted to write down any repertoire, as it was a strictly oral transmission. It was very difficult 

to learn, and it took me almost six months just to learn 12 songs. When my school teachers saw 

me playing Bā̃surī for the first time, they didn't believe that a young boy could also play Bā̃surī. 

They thought that I was just pretending to blow Bā̃surī without sound, which made me sad. Later 

that year, when I participated in a talent show and played Bā̃surī, everyone was astonished. My 

music teacher at school told me a traditional Bā̃surī, which is made of wood does not have a 

perfect pitch. The word “pitch” got struck my mind and I went to the school of Eastern classical 

music to further develop my Bā̃surī career. Over time, I realized traditional apprenticeship needs 

to be revised and that I need to teach apprenticeship in a new way with an exact pitch.  

Being one of the local inhabitants of Tahnani Kirtipur, I have been emotionally attached 

to culture and tradition from there since my childhood. As a researcher for the community Dāphā 

program, I am continuously leading a collaborative effort to study the existing and some lost 

traditions of the Dāphā Khalaḥ. It was a different feeling involving to a familiar site as a 

researcher. I observed the activities and participated with Dāphā Khalaḥ differently than earlier. 

As an ethnographer, I maintained my diaspora to perform my work. I had the opportunity to 

fulfil this desire early in 2018 when Pushpa Palanchoke visited our community and told that she 

was interested in developing a program on Dāphā music, which urged me to fulfil my dream to 

conduct research. The team proposed and organized the workshop to conduct a collaborative 
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workshop for traditional musicians in the town to meet music artists performing popular forms 

and collaboratively compose a performance based on a local tradition. Tahnani Dāphā Khalaḥ 

allowed me to play a crucial role within the team. 

In a short period, I have noticed many changes in the traditional Newar Dāphā 

apprenticeship. During this time, I took steps back and reviewed the changes and explored their 

implications. The dissertation is the outcome of this analysis. My research will hopefully inspire 

further research into traditional Newar music, thus ensuring its future. I have had the opportunity 

to study a wide variety of subjects at Uppsala University, including music history, cultural 

theory, music education, anthropology, research and analysis, and ethnographic research 

methodology. Additionally, I had the opportunity to study different historical music cultures of 

the world. This inspired me to analyze the musical traditions of my hometown, now from both an 

insider and an outsider (scholarly) perspective. 

 

Area of the study 

 
Figure 1:1 People doing household works at Tahnani tole, Kirtipur 1960s. Source: Mehrdad and Natalie H. Shokoohy 
(eds), Kirtipur: An Urban Community in Nepal. 
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This research was conducted in Tahnani Kirtipur, Kathmandu, Nepal. Kirtipur is one of 

the oldest settlements in the Kathmandu Valley with an area of 67 kilometers southwest of 

Kathmandu and a population of 67000, which includes mostly Newar. The existence of various 

musical traditions is demonstrated at different celebrations and events. It is a Newar town where 

half of the people are peasant caste known as Maharjans (Jyāpu), who preserve and conduct the 

Dāphā tradition from Kirtipur. The Newars of Kirtipur provide the best example of the 

importance of traditional organization systems based upon the community for maintaining 

culture and tradition. In Kirtipur, Dāphā music is still performed throughout the year. The 

geographic proximity between Dāphā music and this area makes this an ideal place for 

conducting research and examining the apprenticeship of Dāphā conditions closely. The centre is 

similar to an open museum in which you can observe all of Newar tradition. Tahnani tole 

(neighbourhood), the largest section of old Kirtipur, is home to a Buddha stupa that dates back 

355 years. The members of the resident community believe that they have been living there 

forever. In addition, the Tahnani Dāphā Khalaḥ, which is active even today, is likely to be older 

than the stupa. During the entire year, singers, drummers and cymbals gather in the 'Musical rest 

house', or pāti, within the tole (community) in the form of sound-collectives at various times and 

hours throughout the year. There are 35 men aged 40 to 80 who belong to its current group of 

members, the majority of whom are Maharjans with a few from Shakya and Napit groups. Men 

and other mixed caste, meet regularly to sing, play music, and make visits to nearby shrines 

offering music. The group also presents annual public performances of Devī Pyākhã. The Dāphā 

tradition has not previously been studied or researched in depth. Trying to study Dāphā in 

academia was challenging when it came to finding relevant academic texts. The current thesis is 

the result of different ethnographic methods used in the field, including sensory ethnography, 

where I participated, observed, and took part in live recordings with the Dāphā group. 

Additionally, I also collected empirical data through online surveys and virtual panel discussions. 

Research Overview 

It has been a neglected fact until recently that musical apprenticeships have changed in 

the Newar society of Nepal. Early scholars, insiders and outsiders tended to focus on the 

"wellsprings" or “glory of the past” and examined Newar music as a long-lasting tradition. At the 

moment, however, Newar music is changing drastically, both in its content and in its context. 
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This study analyses recent changes in the traditional apprenticeship of Dāphā music in Kirtipur.  

Numerous vocal music traditions have existed for centuries, many of which are considered 

indigenous. There may be other Newar music traditions that originated outside the Newar 

community but have disappeared from their places of origin. Widdess (2004, p. 7) asserts that the 

chachā of the Newars is rooted in charyā music, which originated in India in the eleventh 

century or earlier and is no longer played there. These musical traditions are now rapidly 

changing mainly due to accelerated modernization, political and social changes in recent 

decades. Contemporary musical apprenticeship change is an accentuated form of old processes 

of change. In parallel with the appearance of new musical apprenticeship styles, traditional 

apprenticeships are undergoing a radical transformation. 

In terms of the historical time frame, I reflect on important political events from the 

Licchavi period, the Malla period, the Shah period, as well as recent history. This dissertation 

will focus on the old traditional Dāphā apprenticeship of the Newars during the Licchavi and 

Malla periods. I will examine the phases of change the traditional apprenticeship. Furthermore, I 

analyze how the Dāphā apprenticeship style intersects with the new apprenticeship style of 

traditional music from Kirtipur. Additionally, the study briefly describes the musical instruments 

used in Dāphā music tradition when deemed relevant to the analysis. I discuss the Guṭhī tradition 

of Newar people as well as subtle differences within it.  

The new apprenticeship style sheds new light on modern Newar identities not reflected 

in prior studies. The evolving nature of apprenticeship music provides an ideal context for 

exploring concepts such as innovation, traditional values, modernity, authenticity, hybridity, and 

cultural homogeneity. This study aims to assess the overall health of Newar traditional music and 

the role of TDK in preserving and promoting it by devising innovative ideas in structuring and 

regulating Newar Dāphā groups.  

Studying processes of musical change 

The issue of music studies and change has been a matter of concern since early studies 

in musicology. It draws from many different subjects’ areas including sociology, anthropology, 

political science, and history. Similarly, music studies examine how music cultures are 

constructed and organized, and how they change over time The term musicology became used in 

the 19th century when scholars began studying music through the lens of anthropology. In 



  5 

essence, it is a study of an outline and a paradigm in music history. This encompasses not only 

the study of history, philosophy, literature, or any other sources but also systematic approaches 

to music with general social anthropology. From the very beginning of its introduction, 

musicology has been a study of Western art music's history and literature. Nevertheless, 

ethnomusicology finds its roots in the study of music in its social and cultural aspects. 

Ethnomusicologists assert that music is not just an adjunct to culture, a world of its own, with 

unique rules and procedures, but embodies the very essence and substance of culture itself 

(Hornbostel & Sachs, 1914) (Merriam, 1964) (Blacking, 1986).  

Several ethnomusicologists were worried about the loss of traditional music, stressing 

the need to preserve it. As early as 1905, Hornbostel, and possibly others, proposed the idea of 

recording and studying folk music in order to prevent its disappearance (Hornbostel & Sachs, 

1914). Merriam stresses the importance of conserving music culture as an objective of 

ethnomusicology. Additionally, he argues that changes are a constant factor, regardless of what 

is done to limit or hinder the processes of change; “what is done today may be evaluated rather 

differently tomorrow, and some have argued that lamenting about change...”etc. (Merriam, 

1964). Also, ethnomusicologists have attempted to identify the process by which music changes. 

Blacking argues that musical and cultural changes are not the result of cultural contact, 

population movements, or technological advances and changes in production methods, but 

rather, an individual's decisions about music-making, music, and social and cultural practices are 

influenced by their experiences with music, social life, and attitudes toward them in various 

contexts. (Blacking, 1986, p. 3).  

Newar Music and Change 

Many ethnomusicologists like Levy(1990), Hutt & Onta (2017), Ingmar, 2011), Wegner 

(1986), Henderson (1998), Sharma (1986), (Chittadhar (1957) have done their works in the field 

of music in Nepal. Additionally, the Department of Music of Kathmandu University, Nepal is 

providing research-based education to conduct ethnographic research to preserve Nepalese 

traditional music. In his study of Newar culture, Levy notes that “the culture has lived much as it 

has in the past, like a clockwork mechanism assembled long ago that no one bothered to 

disassemble”(Levy, 1990, p. 13). Newar music, however, is transforming, unlike anything prior 
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scholars have anticipated. Prajapati, (2018), explains Newar musical changes by introducing a 

timeframe of musical tradition and its change. Following the institutionalization, continuity, and 

revival phases common to other genres of music as well, according to Prajapati, all changes in 

the Newar musical tradition can be broadly categorized into three phases. Phase I is the 

development of a Music Tradition/Genre, the actual development of a music tradition may have 

happened in Kathmandu Valley or elsewhere. This stage is mostly about creation and the rise of 

new ideas. Phase II is integration into Newar society, a continuation of the traditions: If the 

traditions were developed by Newars themselves, it would be interlocked with Phase I 

development. It mainly entails adding something to existing traditions. Phase III, according to 

Prajapati, is talks about the Profound Change, Revival/Revitalization: During this phase, there is 

significant "innovation" and "acculturation" within the existing system. Change is also part of 

this phase. With changes in larger sub-systems such as financial, religious, or social, a 

transformation in the system becomes apparent (Prajapati 2018, p. 9). 

 In the following, this study will focus on what Prajapati refers to Phase III, which 

includes the profound changes in musical apprenticeship traditions and revitalizing the Newar 

musical traditions as a result of the new changes. 

 Previous research on Newar Music (Literature review) 

 For a worldwide audience to gain insight into the music of a country, a region, or a 

language region, many researchers have published studies and articles relating to these cultures. 

In 1951 AD, Arnold Bake arrived in Nepal as a musicologist. He introduced and opened up the 

subject of Nepalese music to other scholars interested in researching within Nepal by studying it. 

Numerous ethnographic studies of the Newars have been conducted in the past, but they are 

mostly presented as Newar traditions without taking into account the musical changes. 

Chittadhar (1957), outlines Newar's music and its relation to human civilization in his study in 

1957 of Newar music. Ballinger & Bajracharya (1960), Schneider, Sigrun & Wiehler, (1980), 

Darnal (2007), and Kadel ( 2004), all document the diversity of instruments used by the Newars. 

Their focus is on organology, specifically the classification and description of each Newar 

instrument. The studies of Kadel ( 2004) and Darnal (2007) cover all the musical instruments 

from Nepal, not just Newar instruments. Based on the sound-producing mechanisms he divides 

musical instruments into aerophones, chordophones, membranophones, and idiophones.’ In 
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terms of Newar ethnomusicology, Wegner's (1986)  work on Newar drumming is exemplary. In 

his works, he mainly presents the repertoires of the different Newar drums, which include both 

box notation and Western notation for the drum repertoires of different Newar drums. It was 

Wegner who introduced the Time Unit Box System (TUBS) to Newar music. Similarly, Widdess 

(2013), studies Dāphā music from Bhaktapur city. He emphasizes three elements or orders when 

discussing Dāphā i.e, musical, social, and sacred. In his case study, he illustrates how social and 

religious traditions are still intertwined and survive in Newar society into the modern-day. 

Widdess (2004), explores the change and continuity in chachā Newar ritual songs. He argues 

that chachā songs were born out of the living continuation of charyā songs, which originated in 

India in the 11th century, but which are no longer preserved there. Widdess discusses changes in 

the chachā tradition based on three phases of change (the Indian Buddhism phase, the Newar 

Buddhism phase, and the revival phase). In addition, Widdess (2006), and Wegner (1986), have 

studied the relationship between Newar music and physical space. Wegner and Widdess 

discussed fixed routes for processions that examine the musical structures of pieces that are 

played in the neighborhood, courtyard, and typical stage (Dabu). Similarly, Widdess studied the 

change, decline, and renewal of the Dāphā singing tradition. He studied the decline in group 

membership and frequency of performances in those groups that remained active between 1984 

and 2004 (pp.134-139). Many previous studies on Newar music are focused on music history 

based on legends and hearing without proper documentation and references. However, recent 

studies offer insight into how Newar music is changing and how it is adjusting to modern 

circumstances with the various methods with well-written references. In Grandin (2011),  

Henderson (1998), Widdess (2004, 2013) and Toffin (1975), more information is presented 

about the music of Newars and their change through time. Grandin examines the impact of the 

media on Newar music in his book. In contrast to traditional music, his work emphasizes 

medialized genres. He discusses the process of assimilation and accommodation in music 

through medialization. The author discusses the change in singing traditions, women's 

participation, musical perceptions changing away from being associated with low-caste society, 

and the fact that people who otherwise have little involvement in music are now finding music to 

be a valuable asset Grandin (2011, p. 183). He highlights changes in both the bhajan singing 

tradition and its function and context in his 2011 study. Henderson (1998) studies how music and 

change interact in Kathmandu. The author shows that music and social change are inseparable 
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and demonstrates that they are not simply manifestations but also direct results of broader social 

changes. He was more interested in the way the Newar dealt with change in their lives, as well as 

what they did to resist it and work to promote change. In order to do this, he examined recent 

social and musical transformations, as well as his experiences studying singing.  Toffin (1975) 

explains how Guṭhī1 and Newar music is changing. He argues that individuals and families are 

moving away from places where their Guṭhīs were located and that non-Nepali religious 

traditions like Theravada Buddhism, Vaisnava bhakti sects, Sai Baba are attracting 

people(Toffin, 1975, pp. 312–315). Prajapati, (2018) investigates how the Newar communities' 

musical traditions have evolved from the 1920s to the present in his Ph.D. dissertation. 

According to him, historically the Newar, native to Kathmandu, practiced Hindu and Buddhist 

culture, similar to India before the arrival of the Mughals in the sixteenth century. He argued that 

the Newars and their music offer us a glimpse into a South Asian culture that was not invaded by 

the Mughals. Although it is often viewed as a tradition that has lived on for hundreds of years, 

the Newar musical culture today is experiencing a lot of changes mainly because of media, 

migration, and modernization. Over the past few years, women have made significant strides in 

traditional music, the caste system has been loosened, and some traditional musicians have 

sought to commercialize their art. In many communities, traditional and folk music has been 

revived through the formation of “gender and caste inclusive” music groups. However, various 

changes in repertoire, styles of playing, instruments and fusions with another musical instrument, 

genre, and style have recontextualized and repositioned the music. As Prajapati, (2018) explores 

Newar's musical identity, music culture, and modernism, he is also concerned with 

environmental changes and their effects. His study examines the evolution of traditional Newar 

music as well as its current state, its ecological background. Study results show that the formerly 

static Newar music tradition is changing with the separation of musical performances from their 

ritual contexts at various levels and in various ways, a change he describes as a shift from 

performance to practice. Furthermore, pop and world music, as well as "traditional" music, are 

studied concerning "modern" styles.  

So far, only a few researchers have taken into account deep structural changes caused 

by globalization, politics, and modernization in the studies on Newar Dāphā apprenticeship. One 

 
 
1See Guṭhī Chapter 
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aspect that has however not been studied in depth is the matter of changes in context and content. 

Through my research, I intend to analyze these changes and evaluate the present condition of 

traditional Newar Dāphā Apprenticeship from Kirtipur Tahnani tole. 

  

Methodological Reflections 

Sensory ethnography aims at re-thinking of ethnographic methods with attention to 

sensory perceptions, experiences, and categories. According to Sarah Pink, research has found 

that the five senses of our body not only work separately but also have interconnections and 

work together to perform actions. The practice of sensory ethnography, as a method, is informed 

by an understanding from the interconnected senses (Cytowic, 2010). This method incorporates 

innovative methods beyond listening and watching, using multimedia and goes beyond the use of 

writing in the ethnographic representation, looking towards arts practice (Pink, 2009, p. 7). 

Sensory ethnography is a popular method in the study practices often taken for granted and 

therefore also difficult to articulate, such as the study of skilled practice. In such work, sensory 

ethnographers are asked to be attuned to their learning with others (Ingold, 2013). From a 

methodology reserved for the lone social scientist embedding themselves into a specific cultural 

context, ethnography has now increasingly moved to be conducted in team-based settings (Fine 

& Hancock, 2017), with ethnographic collaboration occurring across multiple field sites. For 

conducting and experimenting with sensory methods, Tahnani Dāphā Khalaḥ (where I represent 

TDK) came into partnership with a team of Ethnomusicology students from the music 

department of Kathmandu University. This partnership was supported by the institute, Satori 

Center for the Arts. Despite the COVID-19 pandemic, research activities have continued under 

the program Folk Lok. A multisite team of audiologists, videographers, photographers, 

ethnomusicologists, and sound engineers aimed to undertake the study through sensory methods 

as a collaborative effort. The sensory method integrated well into the ethnographic practices of 

others on the team. The team initiated numerous activities to fully accept and appreciate the 

Dāphā tradition. For the study, the team chose a multi-sited field-like video, photography, and 

short videos which could be accessed using a smartphone. The purpose of this work is to capture 

moments that cannot be adequately captured by simply taking field notes, as in classic 

ethnography. Although sensory ethnography uses a variety of methods, the team focused on the 
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study of sensory skills involved in apprenticeship programs and engaged with Dāphā 

practitioners and teachers, which allowed us to apply sensory methods while observing, actively 

participating, and engaging in workshops. Later, the team shared and discussed all the 

collaborative works where the outcome was very effective.  The results of the study suggest that 

such team-based sensory ethnographic research has greater benefits than individual research.  

Dāphā Khalaḥ is adapting to new modes of learning at the field site to preserve the 

tradition from extinction. In the past, taking notes or transcribing the knowledge learned inside 

Akhā chhe (learning house) was strictly prohibited, but since I am an insider from the same 

community, I was allowed to shoot videos. Since then, apprentices have been proactive about 

recording and learning through transcription, pictorials, and audio-visual tools that would 

otherwise have been lost. Similar to that, the strict dichotomy between insiders and outsiders is 

slowly eroding as we see more and more outsiders engaging with the tradition. The team learned 

about the importance of self-practice ethnography from the field site. As it is an emergent field 

of methodological interest only a few authors have used sensory methods in the existing 

literature.  

 
Figure 1:2 Fieldwork with TDK members to record ethnographic data. Photograph by Author, 2018 
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In addition to sensory ethnography this dissertation is also based upon semi-structured 

interviews2 (C. A. Davies, 2008). The Dāphā Khalaḥ was able to co-organize an international 

online panel discussion series. The four-part online discussion series, titled ‘Dāphā Calling: 

Revitalizing our music heritage’, highlighted traditional modes of Dāphā apprenticeship and 

possible approaches to consider optimal learning in a new social structure and explored the 

challenges faced by Dāphā at the present-day situation. The participants also dwelled on the 

different aspects to consider while taking the sacred tradition onto commercial stages. 

Possibilities for partnerships with state and non-state agencies were also discussed. Among the 

panelists were Richard Widdess, who is a musicologist and ethnomusicologist with an interest in 

the culture and music of South Asia. Tri Ratna Manandhar is an independent researcher, a Dāphā 

practitioner, and a Guru (trainer). Subhash Ram Prajapati is an ethnomusicologist as well as a 

practitioner and educator of Newar music. His work focuses on the continuity and change of 

Newar music and its transmission processes. Indira Lachchimasyu who is a Newar music 

practitioner, performer, and educator with over 25 years of experience.  

Several exchange programs were also organized that brought the practitioners of Tahnani 

Dāphā Khalaḥ (TDK) in contact with the outsiders: artists, school students, Dāphā practitioners 

from other Dāphā Khalaḥ and multidisciplinary researchers. To get a deeper understanding of the 

objects of study, interviews were conducted personally with Dāphā practitioners, teachers, and 

students, along with former music students at Kathmandu University. 

In this way, the study was able to find and comprehend the social and cultural 

dimensions of music from both an emic and an etic perspective through analysis and critical 

reasoning. Aside from numerous formal and informal interviews with Khalaḥ (i.e., group) 

members, online surveys were also conducted with participants between the age group of 14 to 

32 years old in Kirtipur. The survey was conducted using Jotform, a free online application. The 

following questions were added to the survey, and I have used the results from the survey 

questions below for statistical analysis. 

 
 
2 These interviews are like structured ones, but also include an informal list, memorized and new topics can be raised when 
awaken by the topic. This type of interview has become very popular in qualitative research conducted in social science research. 
It requires focusing on interview context and the relationship between participants other than simply what is being said, that is 
why sometimes it is considered an ethnographic interview. According to Davies, it would be better if we use recording devices 
when we are doing advanced interviews (C. A. Davies, 2008). 
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“Is the creation of new technologies like mobile phones, laptops etc affecting you to 

learn Dāphā music?” (नया ँटेक्नोलोजी जस्त ैमोबाइल फोन, ल्यापटप ईत्यािद को कारण ले तपाइँ लाई दाफा 

संगीत िसक्न को लागी प्रभािवत गरकेो छ?)  

 “In your opinion is globalization and modernization leading people to be busy and not 

have time to participate in any cultural programs?” (के तपाइँ लाई भूमण्डलीकरण र आधुिनकीकरण ले 

गदार् मािनसहरु व्यस्त भएसंग ैकुन ैसांसृ्कितक कायर्क्रम मा भाग िलन को लागी समय नभाको जस्तो लाग्छ?) 

  

 In total, 64 people have contributed to the survey but for these specific questions, 2 of 

them did not answer. In the study, the Chi-square test was used to get P-value, where the P-value 

will indicate the significance of the results. In order to perform a Chi-square test and get the P-

value the study requires two pieces of information: 1. Degree of freedom. That is the number of 

categories in the statistic that are free to vary without influencing the result of the statistic.  

 2. The alpha level (α). This is chosen by the researcher. The usual alpha level is 0.05 (5%) but 

could also be other levels like 0.01 or 0.10 (Wasserstein & Lazar, 2016).  Also, I use a P-value to 

first state the null hypothesis and the alternative hypothesis, then generate a Chi-square for my 

results along with a P-value. Small P-values (under 5%) usually indicate that a difference is 

significant (or “small enough”) (Wasserstein & Lazar, 2016). In Chapter 6, results and data 

obtained from the survey were presented and analyzed. The analysis of the data obtained from 

the survey was done using statistical analysis.  

Furthermore, an in-depth interview was conducted with Muktinath Maharjan, who has 

been teaching Khiṅ barrel drums to new Dāphā practitioners since 1990. Similarly, I interviewed 

Pushpa Palanchoke, who is an ethnomusicologist and a Dāphā researcher. In 2019, she conceived 

of the community-based program, Folk Lok, and was actively involved in the arts program at 

Satori Center for the Arts as a coordinator. As TDK's apprentice, she has established an intimate, 

trust-based relationship with the elders and apprentices, as well as worked closely with the 

youths and women. I moreover interviewed Siddhi Narayan Maharjan who is a Dāphā guru in 

Tahnani Dāphā Khalah. His goals revolve around preserving, promoting, and enhancing 

traditional Newar music. There are fortunes and opportunities in doing research in a familiar site 

since I have been granted permission to publish the names of all interviewees. 
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Theoretical framework and concepts 

My study has integrated various socio-cultural and anthropological theories and 

concepts. It will be based on examining the socio-cultural, economic factors, and reception of 

Dāphā music within the context of globalization, modernization, and politics in Nepal. I will 

explore the implications of all three aspects along with their interconnected aspects. It is 

generally my practice to integrate the framework and the relevant material throughout the 

dissertation rather than separating literature and analysis. Data will first be presented and then 

analyzed. Here, I outline separately the thematic areas, key concepts, and terms that contribute to 

them. 

Globalization and modernization affect culture and tradition 

 Globalization refers to a new generation of human communication and inter-

connectedness that has emerged due to the various factors resulting from new economic and 

cultural regimes. These include the expansion of international trade and the rise of digital media 

(Beaster-Jones, J, 2021). There are various definitions of globalization depending on the 

perspective with which the topic is approached. One of the key distinctions that literature has 

made on global culture is that between local and global cultural forms. According to the World 

Health Organization, globalization can be defined as “the increased interconnectedness and 

interdependence of peoples and countries. It is generally understood to include two interrelated 

elements: the opening of international borders to increasingly fast flows of goods, services, 

finance, people and ideas; and the changes in institutions and policies at national and 

international levels that facilitate or promote such flows”(Woodward et al., 2001, p. 876). 

Similarly, cultural globalization refers to the interpenetration of cultures which, as a 

consequence, means nations and regions adopt the principles, beliefs of other nations, losing 

their unique culture to a unique, globalized supra-culture. One of the things that make research 

on globalization important in globalization is that it focuses on the impact of these global 

processes on individuals and cultures (Haslam et al., 2007). From an anthropological lens, 

globalization is a depth of global intercourse, suggesting a world filled with movement and 

mixing, contact and linkage, and continuous cultural interaction and exchange (Inda, Jonathan X. 

and Renato Rosaldo, 2002, p. 2). Individuals are not bound by their geographical origin and have 

a wealth of information that was previously only available in certain global cities. In this sense, 
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globalization enables the flow of information and the ability of individual social groups to 

transcend local or cultural boundaries. As a result, globalization encourages new types of 

personal and cultural performances, social movements, and new traditions. Internet technologies 

depict and transfer various expressions around the world and facilitate new modes of interaction 

from which we can assume that globalization is not only matter of removing local barriers for 

mobility but also operating in real-time without a delay in the transmission of new economic 

opportunities along with the global workforce (Beaster-Jones, J, 2021) . 

Globalization directly affects culture as people are changing these traditional, religion 

and beliefs, adopting new forms of cultural style and tradition. “Culture” refers to a process or a 

code of practice rooted in a shared understanding of the world.  It can be an artefact or a 

performance that simultaneously creates and conveys meaning through symbolic representations 

(Nirmal & Rocheleau, 2019).  

 In South Asia, ethnomusicologists are gaining an understanding of staff notation by 

spending time studying staff notation style and implementing this notation style to transcribe all 

the traditional music. In ancient times, music was taught orally, known as “Guru Shishya 

parampara,” in South Asian countries like Nepal, India, and Bangladesh. Based on such 

tradition, notating musical notes are strictly prohibited and because of that, it took a long time to 

learn a lesson and complete it. The traditional modes of learning did however create a more 

deeply memorized skill and knowledge. Globalization changes this tradition in Western 

countries. Western music teachers teach aural techniques and ear training with different means 

like university studies, music institutions, and virtually from YouTube and Skype classes from 

which Eastern students have been learning this technique for a better understanding of music. In 

spite of this, the oral tradition has declined over time, so that Western society has influenced 

teachers and students of Eastern tradition to adopt a new way of apprenticeship in music. 

Globalization has made it easier to access and learn this music system, which is a positive aspect 

of it. Western artists who embraced world culture used different musical instruments influenced 

by Eastern culture. Irv Teibel, Paul Horn, Deuter Steven, Halpern, Deva Premal, Samaj das, 

Santam Kaur, Karunesh, etc. created music by combining nature sounds like rain, waterfalls, 

ocean wave sounds also spiritual music, and Sanskrit words. As a matter of fact, understanding 

how culture works also involves seeing from which culture the artists draw inspiration. A person 

without fundamental understanding of the culture from which a type of music has emanated will 
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not give a truthful representation when performing that music, what has often been termed as 

“authenticity”(Philips, 2017).  

Politics in Indigenous Groups 

Indigenous societies typically experience despise and harassment in relation to 

governments and political majorities all over the world. There have been many conflicts in 

multiracial and multilingual countries like Nepal, India, Myanmar, and South Africa where the 

government tries to promote a single ethnic group.  It somehow directly or indirectly affects the 

political, economic, and cultural rights of the indigenous people. Most of the indigenous people 

are rich in intellectual and cultural properties. Despite this, indigenous people remain the most 

marginalized and are disenfranchised in the world, and their plight is only getting worse. 

Globalization has accelerated the exploitation of indigenous territories and resources to an extent 

that threatens their very existence since they have been stripped of their rights to self-governance 

and control over their assets. 

In Nepal only, there are 59 indigenous communities. People of different races live, 

speak different languages, have coexistence of different cultures and they follow even mixed 

religions like Buddhism and Hinduism. Among them, Newars are the indigenous people of 

Kathmandu Valley, which is the capital city of Nepal. The valley occupies only the small land of 

the country and the population of Newars is also small. Despite this, Newars are rich with a 

unique culture, art and series of festivals that are still celebrated in the country today. The 

following are some of the problems faced by the indigenous people according to First Peoples 

Worldwide (an international organization that represents indigenous voices). According to them, 

problems can be divided into two sectors: Active threats and Passive threats.3 

 

 
 
3 First People Worldwide, n.d., “The Challenges We Face”, < http://firstpeoples.org/the-challenges-we-face.htm > [accessed 
September 5, 2017]. (The First Peoples Worldwide network is an association of talented and passionate Indigenous practitioners 
dedicated to amplifying the voices of Indigenous Peoples through funding and advocacy, as well as connecting communities to 
the resources they need to thrive.) 
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Active threats: 

- Discrimination by the state by denying citizenship and rights, intimidation and control 

using violence through the law, and legislation that declares indigenous rights and activities as 

illegal and punishable by imprisonment. 

-  Governments expel indigenous people from their native land so that they can exploit assets 

for financial gain. 

- The physical removal of agricultural lands for business purposes. As a result of this 

process, indigenous people lose access to the land that they depend on for sustenance, but also 

destroy sacred sites and disrupt the ecological balance that sustain cultures. 

- In the name of conservation, indigenous people are being evicted from their native lands. 

Although lands remain intact and healthy due to continued stewardship, outside conservation 

efforts have resulted in the evictions of millions of indigenous people for the sake of creating 

"pristine", human-free protected areas. 

- Indigenous people are unable to access patents or other legal frameworks that would protect 

intellectual property, like folk stories, traditional ways, and artwork. 

 

 Passive threats: 

- Indigenous peoples are not recognized by many countries as legitimate groups, resulting in 

a lack of representation in political forums 

- The denial of legal avenues for securing and defending indigenous rights. Some 

governments have laws to protect indigenous people, but they are not enforced. 

- Lack of support from philanthropists, government, and charities. There is only a tiny 

fraction of development funding that goes directly to indigenous communities. Outsiders are often 

placed in charge of the funds intended to benefit indigenous people, but they either do not act in 

their interests or do not understand what they need. 

- Civil society neglects its responsibilities. In the face of the world public's willful ignorance, 

there is a little political will to deal with indigenous people urgent problems. 

 

 In Nepal, many indigenous castes are politically oppressed, economically exploited, culturally 

and socially discriminated against by different ruling and political authorities, including Gurung, 
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Magar, Tamang, Sherpa, Rai, Limbu, Tharu, Newars.  The government is removing agricultural 

land from Kathmandu valley for establishing city malls, parking lots and other commercial uses. 

Roads are being expanded, and a university is being established. In this process, Newars lose 

access to their lands. Sacred sites are destroyed such as ponds, and their tangible heritages such 

as rest houses, temples, and Dhunge dharas (old water distribution systems) and disturb the 

environment. 

Moreover, First People Worldwide, 4 says that discrimination by the government has led 

to many cultural losses. Communities suffer when their assets are taken away from them, 

indigenous people are expelled from their homeland, and they are forbidden entrance to their 

sacred sites. When indigenous people assimilate into dominant cultures, their identities are 

affected since they lose traditional practices and values (Carson & Koster, 2012). In the wake of 

evictions, environmental degradation, and assimilation firstly, there will be a loss of languages 

(Devy, & Geoffrey V. Davis, 2016). Indigenous societies are severely affected, as oral 

communication in all aspects of life is heavily reliant on them (Ibid.). All of these aspects of a 

community's social structure, culture, and shared knowledge are connected to the unique 

language of that community (Plessis & Raza, 2004). In its absence, society falls apart. Secondly, 

factors such as clan separation, diaspora, and cultural extinction break family ties (Carson & 

Koster, 2012). As a result, native people lose their identity and sense of belonging. Finally, the 

loss of traditional knowledge causes difficulties in the advancement of science and technology, 

as well as in the sustainability of societies (Plessis & Raza, 2004). 

Consequently, the concepts, terms, and theories accounted for above provide a 

theoretical framework and concepts pertaining to the effects of globalization, modernization, and 

political change in the apprenticeship of Dāphā music in Kirtipur, Nepal. In analyzing the 

descriptive and analytical results of this dissertation, theorized concepts like globalization, 

modernization, and politics will serve as the guideline for further discussion and results. 

 
 
4 First People Worldwide, n.d., “The Challenges We Face”, < http://firstpeoples.org/the-challenges-we-face.htm > [accessed 
September 5, 2017]. 
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Roadmap: The disposition of this dissertation 

The dissertation begins with an overview and methodology of the research. (See above) 

Following that, I present my arguments in six further chapters. Each chapter analyses a different 

aspect of traditional Newar Dāphā music. The second chapter elaborates on the historical 

background of the Newars and the Newar Dāphā vocal tradition is described with its connection 

to the vocal tradition in South Asia. In this chapter a brief survey of the history of Dāphā music 

is necessary.  Also, I examine the people's history and social status during this process. The third 

chapter gives an overview of Guṭhī tradition in Newar culture. The typical Guṭhī traditions have 

been discussed, along with its declination and changes. In the traditional apprenticeship of Dāphā 

music, Guṭhī is one of the integral components. Later with the decline of Guṭhī, the 

apprenticeship style was changed to adopt a new apprenticeship style. Chapter four describes the 

various instruments which are used in the Dāphā tradition briefly described with photographs 

and illustrations. Chapter five explores the flourishing of Dāphā music during Lichhavi and 

Malla periods. In chapter six, an ethnographic study of traditional Newar apprenticeship music is 

presented. This chapter focuses on the various pujas done by the traditional apprentices and 

discusses how apprenticeships in musical performances have changed. I examine changes 

through the lens of globalization, modernization, and politics. I classify musical apprenticeship 

changes in accordance with my ethnographic research into eight factors. Ethnographic research 

enabled me to gain a better understanding of the Newar music tradition's flexibility and 

resilience. I discussed the changes within the apprenticeship style in the TDK, Kirtipur, and how 

the new apprenticeship relates to those changes. The study examines the cultural, social, 

historical, and political contexts in which TDK has impacted. I investigated how Dāphā music 

apprenticeships are being reimagined in a new way. I concluded the dissertation in chapter seven 

by showing how Dāphā tradition will continue to strengthen in the global context by reflecting 

on the issue of Newar Dāphā identity in the modern period. 
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2. CHAPTER 2: DEVOTIONAL SINGING IN THE KATHMANDU 

VALLEY AND SOUTH ASIA 

 
Figure 2:1 TDK musicians singing Dāphā bhajan with Dāphā khiṅ in Phalchā (rest house). Photograph by Biplap 
Maharjan, 2021 

 

370 million individuals are belonging to a population classified as indigenous peoples 

around the world. It represents about 5% of the world population and around 70% of all 

indigenous groups live in Asia. In Nepal alone, there are 59 indigenous communities. Because of 

this, the country is claimed to be rich in terms of culture, language, religion, and socio-cultural 

diversity. The Newars were the native dwellers of Kathmandu valley, and they continue to live in 

different parts of Kathmandu as well as Nepal. According to the census of Nepal 2011, Newars 

constitute 5% of population  Newars are considered the source of origin of unique culture and 

historic civilization, especially in Kathmandu valley. Gellner (1986), writes that Newars have 

developed a sophisticated urban civilization not seen elsewhere in the Himalayan foothills. They 

formed a linguistic and cultural community from both Indo-Aryan and Tibeto-Burman 

ethnicities. Newars follow both Hinduism and Buddhism religion (Christoph, v. F.-H., 1956) . 



  20 

Overall, Newars are known for their contribution towards culture, art, music, architecture, 

sculpture, literature, trade, agriculture, industry, and cuisine. I will be focusing particularly on 

Dāphā music which is a part of the broader Newar community’s traditional music. 

According to Widdess (2013), the earliest evidence of Dāphā singing in Nepal dates 

from the seventeenth century. Dāphā seems to be related to genres in other parts of South Asia 

with the same root, as some form of group devotional singing would have existed earlier. Tri 

Ratna Manandhar has however pointed there are records that predate this time.5 According to 

him, Dāphā probably was conceived in the times of Amshuverma (595-621 CE), the Lichchavi 

King. As per his hypothesis, the traditional social institution Guṭhī, which later became Gosṭhī, 

performed some musical functions, which were later assigned to other groups called Dāphā. 

 (Manandhar, 2020). The name Dāphā by itself provides little information about this history. For 

the first time in literature, the term appears to be used in 1672 to refer to a musical group (Malla, 

K. P., 2000, p. 219). Before the modern period, devotional songs were called bhajan, or sacred 

songs of praise, which is the term used for any kind of song of praise in South Asia. Similarly, 

the historical dictionary notes that this term first appears in Newari-language sources during the 

second half of the seventeenth century (Malla, K. P., 2000, p. 350) . Despite this, most claims 

about Dāphā's origin point to after the 11th century. Based on the presence of poems by Jayadev 

and Vidyapati within the Dāphā text, it could date back to the 11th to 13th century. As there are 

written records found in Kathmandu, Bigyesh, (2019) claims that it was mandatory for royal 

members to play Rāg Deepak before the three kingdoms of Kathmandu Valley were divided up. 

The term Dāphā bhajan aquired its present meaning Rās bhajan, started being imported in the 

mid-20th century. 

It is not clear why Dāphā should mean a musical band of the type represented by Dāphā 

bhajan groups. It is possible that the name Dāphā was inspired by the Middle Eastern instrument-

name daff, which refers to frame drums, which is prevalent in parts of North India when naming 

instruments and ensembles; however, Dāphā is strongly associated with khiṅ and has never been 

associated with a frame drum (Widdess, 2013).  Triratna (Dāphā practitioner and writer) 

describes in one of his interviews, the term Dāphā assimilation of the word Dāphā (दाफा), an 

Urdu term for rows, a position that Dāphā singers occupy. The term has an Urdu association with 

 
 
5 Tri Ratna Manandhar, interview, 19th November 2020 



  21 

a frame drum duff, a type of drum with roots in East Asia. According to the current Dāphā 

practitioners, duff subverted all other percussions when it came into play. 

In the 12th century Nepal, Khas Mallas from the Jumla Valley, East Nepal, adopted 

Muslim Turk's royal habits from North India. While the Mallas from Eastern Nepal were 

separate from those living in the Kathmandu Valley, they occasionally sent expeditions into the 

Kathmandu Valley to assert their overlordship. Ripu Malla, king of the Khas, visited several 

shrines within the valley in 1312. This may be because these visits were accompanied by music 

bands of some sort, or perhaps these visits laid the foundation for Urdu terms like duff or Dāphā 

later becoming Dāphā (Bigyesh, 2019). Widdess (2013) asserts that there are other devotional 

singing practices that recite 

religious poetry in the Kathmandu 

valley that may predate Dāphā. The 

oldest of these traditions is Caçā, a 

Buddhist tantric rite of song and 

dance believed to have reached 

Nepal from India within the twelfth 

century. However, Dāphā is usually 

performed outside while Caçā (In 

khas language: Caryā) is carried out 

indoors, secretly, by high-caste 

priests who sing or dance as part of 

tantric rituals that are not visible to everyone. Moreover, it has similarities to Caçā and Dāphā 

songs (Widdess, 2013, p. 35). 

 

There is another religious text from the twelfth century, the Gitagovinda, a sequence of 

24 Sanskrit poems celebrating the love of Krishna and Drona, intended for singing and dancing. 

There are manuscripts of the Gītagovinda songs in Nepal that date back to the fourteenth 

century.  Gītagovinda (locally called Giri Govinda) has become an essential part of many Dāphā 

groups repertoire and is sometimes sung in one long session (Widdess, 2013, p. 35). 

 

Figure 2:2  Musicians singing Rās bhajans in Bagh Bhairab Temple 
using Harmonium (imported instruments). Photograph by Biplap 
Maharjan, 2020 
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Furthermore, another type of Newar religious song is known as Gvārā. This genre is 

performed mostly by Buddhist religious groups on sacred pilgrimages to Lalitpur and Bhaktapur 

shrines in the month of Günlā. The term is also used for certain songs among the Dāphā 

repertoire, especially (but not exclusively) heterometric songs, that is, songs in which the meter 

(tāl) changes in a fixed metrical pattern. Gvārā is a genre of religious song similar to Dāphā and 

may even be older; studying its texts and performance practice may help us understand the 

evolution of Newar devotional songs. Dāphā has absorbed parts of the repertoire of several 

genres and from Gvārā compositions (Widdess, 2013, p. 36).  

 

A devotional music genre is defined as 

much by its style of performance and 

instrumentation as by the structures of the 

songs it offers. A defining characteristic of 

Dāphā music consists of hymn singing by a 

group of male singers in unison. Dāphā’s 

apparent characteristic is a group of male 

singers divided into two choruses of equal 

numbers that sing in alternation antiphonally. 

Dāphā is sung in different tunes, rhythms, and 

Rāg. The Songs describe and praise different 

goddesses, historical events and pilgrimage. 

The practice of group devotional singing 

throughout South Asia dates back a long time 

ago. Early records of group singing in South 

Asia show that it was carried out by women 

rather than by men.  As early as 3000 BC, 

Indian iconography shows small groups of 

female dancers accompanied by drums, flutes, 

and strings, often in all-female performance 

groups (Locke, John K., 1980).  I-tsing, a 

Chinese pilgrim millennium later, reported that the musical accompaniment to Buddhist rituals at 

Figure 2:4 Ritual Dāphā Textbook with Aārati Lamp, 
Photograph by Author, 2018 

Figure 2:3 Dāphā singing looking at the textbook, for 
complex tāl musicians using clap for counting the beat. 
Photograph by Biplap,2020. 
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Nālanda was provided by a girlsband (Locke, John K., 1980). Still today, most of the sacred 

music for weddings and childbirth is performed by women in a chorus divided into two 

antiphonal groups (Henry, 1988). Also in the same society are large groups of men singing 

'participatory' genres, sometimes in antiphonal harmony (Henry, 1988). In many ways, Dāphā 

resembles other devotional singing traditions in South Asia. A better understanding of these 

traditions throughout South Asia is necessary so that Dāphā's affiliations can be traced more 

precisely. Throughout Dāphā's history, its social and religious culture has been shaped locally. 

The Kathmandu Valley's traditions may not perfectly match those found elsewhere. 

The Dāphā tradition is most popular in the Jyāpu (peasant caste) community, especially 

within the Newari community. Dāphā is the art of singing in itself. It is sung in different 

rhythms, timing and rāg mainly along with the sounds of Khiṅ, Tāḥ, Babucā (Khwalimali), 

Konchakhiṅ, Poṅgā etc. Within Newars, it is especially performed by farmer caste Maharjans 

known as “Jyāpu.” Dāphā is directed to sacred ends and is performed in the premises of the 

temples or within the tvah’s (community/neighbourhood) pāti or Akhā chhe, the community 

musical rest-houses, throughout the year with varying degrees of regularity.  

The singing genre in the traditional Newar communities is based on a complex rāg and 

tāl system. The singing groups are also responsible for conducting or accompanying various 

other secular as well as sacred activities in different times of the Newar ritual year cycle with 

both Hindu and Buddhist influences. 

3. CHAPTER 3: DĀPHĀ MUSIC UNDER THE LICHHAVI AND MALLA 

PERIOD 

Kathmandu valley was ruled by the Lichhavi Dynasty (5th -9th century) and the Malla 

Period (1200-1768). The Lichhavi and Malla periods are regarded as the golden age of Newar 

artistic development (Prajapati, 2018, p. 40). Various inscriptions in the Lichhavi period refer to 

the era's musical life. An inscription in Suryaghat from 505 refers to the musical instrument 

Veenā (Vajracharya, 1973). King Jayadeva II's inscriptions (713-733), for example, mention 

terms such as pondi mandapikā and prekshan mandapi referring to the performance stage and 

highlighting musical performances (Prajapati, 2018, p. 40).  
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During the Malla era, temples, shrines, art, and culture strongly flourished (the 

Kathmandu Valley contains seven UNESCO World Heritage Sites within ten miles).6 Royal 

support led to the flourishing of Newar music during this period. Agriculture and trade were the 

mainstays of the economy (Prajapati, 2018, p. 40). The language of the state was Nepalbhasa.7 

According to historical evidence, an increasing number of Newar musical traditions were 

institutionalized during the Malla period, often through land donations from Malla kings. Rice 

crops grown on this land provided all expenses for musical instruments and performance 

maintenance. A number of historical records show that, in addition to patronage, members of the 

royal family performed dances and musicals themselves (Prajapati, 2018; Toffin, 1975; Wegner, 

1986; Widdess, 2013). On a stone inscription in Kathmandu, King Pratap Malla (1624-1674) 

danced a Narsimha dance, Nasal Devatasthan, near Kasthamandap (Rajbanshi, 1970, p. 7).  

Widdess (2013), mentions that most of the Dāphā songs were written by Malla, king of 

the seventeenth and eighteenth centuries. The name of the king may have been inserted later or 

replaced by that of a less august poet or rival king (ibid.). There are even songs attributed to the 

Mallas that are not written by them. It's easy to identify songs written by the royal kings based on 

the languages of the songs. However, because of errors in the transcribing process, it is difficult 

to identify who wrote the song. We can assume that the original Dāphā was royal music that later 

reached the public and the common people started performing Dāphā. Widdess (2013, p. 45), 

also notes that dance-drama was a courtly art form in the Malla kingdoms of Nepal from the 

early seventeenth century. Dances were accompanied by musical accompaniments in different 

tāls and rāgs, drawn from Indian epics and purans. Various musical treatises written and 

collected by the Malla royals laid the foundation for such compositions. According to Widdess, 

musicians and dancers from Indian courts had to have been imported in order to convey such a 

complex music and dance system. He also mentions that every Dāphā group has a songbook - a 

manuscript containing the words to the songs that the group has memorized. The songbooks take 

the form of folding books (thyāsaphu). The songbook wears out periodically and is recopied. As 

a result, previously catalogued items may become part of the main collection, rather than being 

 
 
6UNESCO World Heritage, n.d., “Kathmandu Valley”. World Heritage List < https://whc.unesco.org/en/list/121> [accessed 7 
December 2021] (The United Nations Educational, Scientific and Cultural Organization (UNESCO) seeks to encourage the 
identification, protection, and preservation of cultural and traditional heritage.) 
7 The language of the Newar people 
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stored separately. In this process, the repertoire grows, but the songbooks now contain many 

more songs than the singers ever knew. As a result, they capture the historical depth of the 

repertoire (Widdess, 2013, p. 40).  

4. CHAPTER 4: GUṬHĪ IN NEWAR SOCIETY 

Guṭhī are top-level religious and social organizations that play an important role in 

maintaining and building Newar customs and social order. The formation of these organizations, 

their rules, and regulations can be found on inscriptions dating back to the 15th century inscribed 

as “Gosṭhi'' in those documents (Prajapati, 2018, p. 37). According to Robin (2017 p. 3), every 

Newar person is associated with at least one of the Guṭhī institutions, and these institutions 

govern almost all of the way they spend their time and live their lives. When a Newar child is 

born, they become associated with the Guṭhī. Guṭhī enrollment is inherited. Female members can 

also attain membership through marriage. She is admitted to the appropriate Guṭhī, such as Digu 

Pujā Guṭhī, of her husband's community (Robin, 2017, p. 7). A Guṭhī's financial status is usually 

determined by the endowment of a piece of land. Regmi (2014), notes that Guṭhī in this sense is 

almost synonymous with the debutter tenure of government land in India, the waqf system of the 

Muslim community and Europe's medieval church lands. Guṭhī is also the legal entity that 

manages traditional music groups both financially and structurally. The Newars are tied into 

complex systems of the Guṭhī system. They have specific Guṭhīs for specific purposes. 

Muktinath Maharjan who has been teaching Khiṅ barrel drums to new Dāphā practitioners since 

1990 in TDK (Tahnani Dāphā Khalaḥ) explains,8  Guṭhīs in Kirtipur are classified as follows: 

  

1.  Sanā Guṭhī / Sīḥ Guṭhī: it is a type of Guṭhī associated with death rituals. 

2.  Digu Pujā Guṭhī: A Guṭhī responsible for the annual worship of their ancestral  

 tutelary deity. 

3. Pujā Guṭhī: The Guṭhī who is responsible for overseeing particular rituals in a  

 temple or shrine. 

4. Mīsā Pucaḥ/Mā Pucaḥ: A new type of Guṭhī where an organization of elderly  

 women participate in community works and collect funds for future projects.  

 
 
8 Muktinath Maharjan, interview, February 27, 2020 
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5. Bola Khalaḥ/ Mamkā Khalaḥ: This Guṭhī is associated with the sharing of work  

 in agricultural chores and festivities. 

6.  Sanl'hū Guṭhī: The Guṭhī inputs monthly puja for “Avalokiteśvara,9   

 Karunamaya,” especially in Kirtipur. 

These Guṭhī are similar to social organizations in the sense that they seek to achieve a 

common goal and shared community responsibility. A necessity for establishing such social 

associations led the Newars to begin making and preserving traditional music together. This led 

to the establishment of musical Guṭhīs, which maintained and regulated the musical practices of 

the community. Following Punhī Guṭhī and Dāphā Guṭhī is the example of such musical Guṭhī. 

Punhī Guṭhī / Dāphā Guṭhī 

Punhī Guṭhī is a group dedicated to communal devotional goals and is also related to 

music-making and responsible for managing all of its musical activities.  Punhī Guṭhī (also 

called Dāphā Guṭhī or Dāphā Khalaḥ in Kirtipur) is one such group which is mainly responsible 

for participating in the annual rituals playing Dāphā in different ritual festivals like Saspuja, 

GunhuPunhī, KartikPunhī, Amashi Punhī. Punhī means full moon day in Nepal Bhasa, in which 

the Guṭhī works accordingly and plays Dāphā music to worship gods and participates in 

festivals. According to the Guru Siddhi Narayan Maharjan there are 28 members in Tahnani 

Punhī Guṭhī or TDK (Tahnani Dāphā Khalaḥḥ). There are four functions specifically, where one 

of 28 members is responsible for organizing a feast. In addition to the feast, different individuals 

are assigned different roles. In Tahnani Dāphā Khalaḥ, there are four categories of members.10  

 
 
9 God in Buddhism 
10 Siddhi Narayan Maharjan, interview, February 28, 2020 
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• Kaji/ katah: A kaji or katah Guru is a leader who acts as a manager; arranging and 

facilitating meetings or events. 

• Hamu: messenger: One who relays messages within a group is known as a hamu 

• Gurupi: The term Guru refers to a master who teaches an instrument or a skill related to 

the instrument. As an example, the master who teaches mey (i.e., songs) is a Guru, while the 

master who teaches Khiṅ, Tāḥ, Babūchā, 

put or else is also a Guru. 

• Other members: those directly or 

indirectly involved and accompanying 

the Dāphās, not always, but as and when 

it suits them. 

Muktinath added Punhī Guṭhī who also 

administers the musical activities of that 

group throughout the year. The primary 

functions of this Guṭhī are:11  

- To manage the main monthly full 

moon Pujā of Different deities from Kathmandu valley.  

- To manage the monthly Full Moon Feast and visit different religious places in     

Kathmandu.  

- To administer the total musical activity of the group.  

- To maintain, repair, or add the Musical Instruments in the Guṭhī.  

- To generate the funds within the Guṭhī and Proper utilization of Funds.  

- To make the necessary arrangements for the apprenticeship and manage all the finances 

required for the apprenticeship.  

- To make the necessary arrangements for the apprenticeship and manage all the finances 

required for the apprenticeship. 

 

Some Newar communities name their social organizations after the instruments or the 

kinds of music they play, such as Dhime Khalaḥ, Bā̃surī Khalaḥ, Dāphā Khalaḥ, etc. In most of 

 
 
11 Muktinath Maharjan, interview, February 27, 2020 

Figure 4:1 Dāphā Guṭhī members playing orchestra Bās̃urī music 
and dancing. Photograph by Nabin Joshi,1960. 
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the cases, these music groups are governed by Punhī Guṭhī. In other places, instrument groups 

are not directly associated with the Punhī Guṭhī. However, such instrument groups worship and 

perform their annual rituals of participating in different deities play their musical instruments and 

have a feast along with pujā. These kinds of social organizations have been actively perpetuating 

the musical activity by consistently practicing the musical activities and transmitting musical 

heritages to their successor generations within their group in their respective locality (Robin, 

2017, p. 7). 

Prajapati (2018, p. 69), Bājaṅ Guṭhī, social traditional music institutions, and Guṭhīs are 

facing difficult conditions in the society. Newar music is the land endowment, property the Guṭhī 

would have as an income source (ibid.). Newar music is highly regulated by the Guṭhī (Prajapati, 

2018; Toffin, 1975; Wegner, 1986; Widdess, 2013). Guṭhī not only provides the rules and 

regulations but also manages the financial sources for music performances and rituals. The 

income source for a Guṭhī is generally a physical property such as land or a house Prajapati 

(2018, p. 69). Musicians do not earn remuneration from practice, performance or teaching their 

skills Khalaḥ and not to each individual. In some specific apprenticeship rituals, the masters are 

given clothing gifts and the best meat part of the sacrificed animal (Robin, 2017). Pushpa12 

argued that this does not seem to support the time and dedication that the engagement requires. A 

new trend today involves monetary rewards from event organizers, and celebrations of life-rites 

when they occur. The local government of Kirtipur is also considering granting a certain sum 

annually to elderly individuals Dāphā Gurus.13 

Pushpa asserts that Dāphā Guṭhī is eroding rapidly due to lack of participation. In 

Bhaktapur, royal patrons left a document in which it was specified how much land was to be 

used by farmers and how much crop was to be delivered to the group. Until now, the oldest 

evidence dates back to 1846 and records Rajendra Shah at the age of 34 granting a Guṭhī land for 

Dāphā singing. As part of the petition, the petitioners agreed that a morning bhajan would take 

place if some land was donated. As king, Rajendra Bikram Shah donated 6 ropanis of land for 

rice plantation, the group use for Bhuẽ (party), ritual meal, lamp oil for Ārati Lamp (a big lamp 

with 108 sub-lamps) and another small ārati lamp, for the maintaining of the instruments, etc. 

 
 
12 Pushpa Palanchoke is an ethnomusicology student and a Dāphā researcher. 
13 Pushpa Palanchoke, interview, March 17, 2020 
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(Widdess, 2013, p. 53). The land donation system was working for centuries after the 

establishment. 

With the land reforms of 1964 and the formation of the government corporation Guṭhī 

Saṅsthan, the endowment properties, mostly lands, of many Guṭhīs are now under the managerial 

control of Guṭhī Saṅsthān, a government agency. In 1964, Guṭhī Sansthan was established as an 

independent institution responsible for protecting and managing the religious, cultural, and social 

heritage of Nepal (Alden, Wily et al., 2009). Its revenue is used to support the culture, religion, 

and social activities of the community and for management and administrative costs. It is a non-

profit making organization concerned with all types of Public Guṭhī management.14 Prajapati 

contends that many Guṭhī face unnecessary administrative processes, and their annual 

reimbursement from Guṭhī Saṅsthān is minimal. He believes it would be beneficial to the Guṭhīs' 

condition if they could take back their property and handle their finances. Restoring the Guṭhī 

can contribute to a healthy musical culture as well as to the development of sustainable financial 

models (Prajapati, 2018, p. 80). 

Amatya (1999), amended Guṭhī Sansthan to permit the growers and operators of Guṭhī 

land to swap the title of the land and resell it as an asset. A trust was set up to hold the profits of 

the Guṭhīs and to finance their operations. Many Guṭhīs were financially drained by this practice, 

causing them to go bankrupt and stop working on heritage and traditional music preservation. 

Guṭhī Sansthan is much more concerned with leveraging sites for financial gain through the 

maintenance of tangible heritage over intangible heritage (Amatya, 1999). ICHCAP, the 

international information and networking centre for intangible cultural heritage in Asia and the 

Pacific, calls Guṭhī Sansthan “a major setback for Nepal's indigenous communities”. ICHCAP 

has concluded that establishment of Guṭhī Sansthan is the primary cause of the disappearance 

and bankruptcy of many Guṭhīs. The ICHCAP has asserted that the Guṭhī system is not 

recognized or respected in the field of heritage conservation, and that they are therefore in danger 

of extinction(Monalisa, 2018).15   

 
 
14 Guṭhī Sansthan, “Guthi Introduction”. < https://guthisansthan.org.np/ > [acccessed 19 June 2019] 
15 ICHCAP, “Guṭhī System Tracing Indigenous Practices of Heritage Conservation in Kathmandu Valley”. E-Knowledge Center, 
International Information and Networking Centre < www.ichcap.org > [accessed 15 May 2018]  
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The Guṭhī system has undergone many political changes. Because of the policies of the 

Guṭhī Sansthan, and as a result of decreasing agricultural prices and the adoption of Western 

bureaucracy, the land tenure system is in poor condition. In spite of a rapidly modernizing 

society, Newari Guṭhī has remained truer to their traditional form than their counterpart with the 

same name. It continues to play an important role in preserving traditional music and 

empowering Dāphā communities in Kathmandu valley as well as influencing social life 

throughout the country. Newar culture has undergone many changes since the beginning of the 

20th century; however, available Guṭhīs will find a place in the future of Newar society through 

an influential role as a way to enhance traditional music. Generally, the current financial support 

from the national government for traditional musical activities is minimal. Some local 

governments such as municipalities provide some funds to selected music groups. Some 

musicians have formed new organizations such as new Bā̃surī Khalaḥ (flute ensembles), who 

manage their funding through training as well as performance in non-traditional contexts such as 

private parties and restaurants (Prajapati, 2018, p. 37). 

5. CHAPTER 5: INSTRUMENTS USED IN DĀPHĀ MUSIC  

In 1956-1958, Thomas O. Ballinger and Purna Harsha Bajracharya (Ballinger & 

Bajracharya, 1960), studied and listed Nepalese musical instruments in Kathmandu, Nepal. They 

aim to provide a more detailed description and listing of Nepalese musical instruments. The 

purpose of this chapter is to describe instruments used in TDK and other Dāphā Khalaḥs in 

Kirtipur with references to Thomas O. Ballinger and Purna Harsha Bajracharya as well as my 

ethnographic engagement with the TDK. 
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 Khiṅ:  

The Khiṅ is a wooden percussion instrument shaped like the Mridanga which is used in 

Indian music culture.  A Khiṅ is made of a hollow wooden trunk with a membrane covering both 

sides. Although it is available in different sizes, its average size is twenty-two inches long, with 

six- and eight-inch diameters at each of its ends. There is skin on both ends, which is secured by 

leather thongs.  The right side is covered with cow skin, while the left side is covered with 

goatskin. Its left end is painted entirely black, and it is called mausa. On the other end is another 

small black patch of paint skin that is approximately 3/-inch thick and about three inches long in 

diameter mounted on the surface. 

The right hole of the trunk is 

narrower than the left one, and 

thus the sound produced from the 

right side is sharper than the sound 

from the left side which is referred 

to as nāsa.  The Khiṅ is usually 

accompanied by the Khwalimali 

and the Tāḥ.  It is socially 

forbidden to use it prior to Jestha 

and the last day of Asadha (mid-

May to July). Since it was played by peasant families in the past, most musicians will be busy 

working on the farm during that time.  This instrument may be played in either the sitting or 

standing position, also in pairs with the players facing each other. Earlier it was also called Desi 

Khiṅ.  

Figure 5:1 Annual Pujā which is done in Dashain of Khiṅ instrument. 
Photograph by Author, 2016. 
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Babucā (Khwalimali):  

Babucā is a pair of metallic disc cymbals which is relatively larger than Tāḥ but is 

thinner. It is also made up of a brass alloy of five to eight different metals. A small and light 

hollow space is made in the middle portion of this instrument to produce its characteristic tone. 

These are played with various types of the Khiṅ. In addition, this instrument is also played with 

the Dholak and the Tāḥ. The Khwalimali is also known by the name Babhu (Ballinger & 

Bajracharya, 1960, p. 407). 

  

Poṅgā: 

 
Figure 5:3 Dāphā musical instrument Poṅgā, photograph by Author, 2017 

The Poṅgā is categorized as an aerophone instrument with some three or more feet in 

length. It is also known as Pyantaa. It is long and straight. A player needs to use tongue 

movements, to control musical tones. Whenever Poṅgā is played in Dāphā songs, they are 

accompanied by the Khiṅ, Khwaemali and Tāḥ. The Poṅgā is fragile due to its slender design, 

requiring additional support. The player holds the other end of the long pole or stick that is 

Figure 5:2 Dāphā musical instrument Babucā, Photograph by author, 2017 
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attached near the wide end of the conical instrument body (Ballinger & Bajracharya, 1960, p. 

405). 

Sankha:  

 
The Sankha is a conch shell of a large 

predatory sea snail. It is an instrument played 

especially in religious music. It is an aerophone 

instrument. It is used in Dāphā music in the 

beginning and end of every Dāphā session to 

enchant the god. Moreover, Sankha is played as a 

signal of calling before the start of the Dāphā 

session. 

Tāḥ (Manjuri): 

 
 Tāḥ is a pair of small thick metallic disc 

cymbals made of a brass alloy called Kanya. 

Traditionally, it is made up of Astadhatu, an alloy 

of eight metals. This instrument is two inches in 

diameter. Each cymbal is held by a cotton string 

or is sometimes tied to a wooden handle. It acts as 

a keeper and marker of pace and tempo tālī and 

Khālī beats of the tāl with the open and muffled 

strokes respectively. These cymbals are thicker 

and somewhat smaller than the Khwalimali. In an ensemble, Tāḥ, in most cases is played by the 

senior member of the group. It is also known as Tī ̃ chu because of the tone ‘tī’̃ and ‘chu’ it 

produces. The use of Tāḥ is believed to be initiated in Nepal by the MahaManjushree 

(Madansen, 1998). They are usually played as an accompaniment to different wind and 

percussion instruments such as the Dha, DongaKhiṅ, KonchaKhiṅ, Khiṅ, Paschima, Bhusya, 

Figure 5:4 Dāphā musical instrument Sankha: 
Photograph by Author,2017 

Figure 5:5 Dāphā musical instrument Taa, Photograph 
by Author,2017 
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Khwalimali, Paita, and others. The members of any caste, except the untouchables, may play the 

taa during religious and social functions. 

6. CHAPTER 6: APPRENTICESHIP  

The apprenticeship of Dāphā music traditions is now rapidly changing mainly due to 

accelerated globalization, modernization, and social and political changes in recent decades. 

Contemporary musical apprenticeship change is an accentuated form of old processes of change. 

New teaching styles are emerging at the same time as the content and context of an oral tradition 

of apprenticeship is being radically modified. Before expanding more on the pedagogical 

changes, I am examining the traditional apprenticeship of Dāphā music. 

The traditional way of Apprenticeship  

As explained by Prajapati (2018, p. 61), Newar musical knowledge has traditionally 

been transmitted through aural transmission and is heavily reliant on memory. In Newar music, 

drum syllables are used to copy the sounds of the drum. The repertoires are also remembered via 

songs that match the drumming syllables. Music proficiency is transmitted implicitly, without 

explicitly writing or theorizing the rhythm, melody, or structure. The transfer of knowledge 

between a teacher and a student through direct, reciprocal communication often enhances their 

friendly relationship. However, learning traditionally has been time-consuming and arduous 

(Prajapati 2018). While Nepal has a long tradition of written music dating back to the medieval 

period (1201-1779) It is noted that the Nepalese National Archive holds 123 medieval 

manuscripts, including nine manuscripts on the repertoires of mridanga drums.  There are 14 

repertoire manuscripts listed in Asā Archives in Kathmandu catalogue (Vaidya & Kansakar, 

1991) including “Khiṅ bola” (drumming syllables,) “Khiṅ boli” (drumming syllables,) “Poṅgā 

boli” (trumpet syllables,) “paye” and tāḥ boli” (Trumpet syllables; Prajapati, 2018, p. 62).  

According to Siddhi Narayan Maharjan, Newars traditional Dāphā apprenticeship is 

quite complex and difficult. In TDK, transmission from one generation to another was done in an 

oral and aural method since the beginning of the Dāphā history and is still the same today. 

However, TDK is willing to cope with the changes that came through modernization, 

globalization, and other political changes in a new apprentice way. Before, students learned 
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music just by hearing and imitating the sound that their Guru (teacher) played. This traditional 

way of Dāphā apprenticeship is given to a group of students with Khiṅ lessons and Meh (Vocal) 

lessons. A complete lesson often lasts for six months, sometimes nine months. Dāphā music is 

taught and learned in a very formalized system of apprenticeship. The apprenticeship involves a 

series of rituals of Nāsaḥdyah. TDK also worships the same god, Nāsaḥdyah (God of music and 

dance) during the apprenticeship. Each special occasion students and gurus need to go to the 

Nāsaḥ shrine, perform pūjās and worship in a special feast with their participation. Toffin (1975, 

p. 439) describes his apprenticeship experience, which included initiation rituals with the 

tvāhgroup together with traditional apprenticeships. The following Pūjās are based on my own 

experience while I was an apprentice with TDK during the year 2000. 

Traditional Dāphā music apprenticeships consist of several types of Pūjās: 

 Nāsaḥ Sāle Pūjā: 

 In the Nepal Bhasa language, Sāle means “to take” or 

“taken” which means the god is taken into the practicing room. 

It is done on the very first day of apprenticeship. Teachers and 

Students go to Nāsaḥ Shrine and perform rituals to bring the 

blessing of Nāsaḥdyah to private houses or Akhā chhe. Akhā 

chhe is a house where the original image of the god is kept. 

Generally, when students want to learn Dāphā, they go to the 

Akhā chhe where lessons are given. The teacher then asks them 

to clean the Akhachhens room for which they receive 

instructions from the teacher and the room later should be used 

only for the purpose of apprenticeship and for nothing else. 

Also, besides teachers and students, nobody else is supposed to 

enter the room. The students prepare Gwakhan khopi, a small 

place in the room wall where the god can be kept. During this 

Figure 6:1 Installing Nasadhyah with a 
hand drawing image of Nasadhyah in a 
piece of cloth. Photo courtesy Sun Star 
Club, 2021 
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puja they go to the shrine and take three Salins; little clay 

cups used for Aila (alcohol). They put uncooked rice on Salin 

with bitternut and egg on top of each. It is also called Kisli 

which is offered to the Nāsaḥdyah shrine. There is a big ritual 

with offerings and blood sacrifice. Then there is a procession 

back to the room where Salins (clay cups) are symbolically 

considered as the Nāsaḥdyah (the god of music and dance) 

and is placed in Gwakhan khopi. There is a cloth covering the 

Gwakhan where the students worship every day and offer 

flowers to Nāsaḥdyah. They also play a musical composition, 

the first piece of music they learn which is called 

Dyahlhāyegu. It means calling the god. It is believed that 

Dyahlhāyegu acts as the “telephone number” which connects 

directly to the source of inspiration from Nāsaḥdyah. This 

piece is needed to play at the start and end of every learning 

session. Also, this piece is played in the processions while 

passing every god on the way.  

 

Bā pujā:  

This ritual marks the halfway division between the two phases of the apprenticeship. 

Before Bā pujā Khiṅ bols were taught only orally. In Bā pujā, instruments are distributed. From 

this day, Khiṅ players get the instrument Khiṅ and start practicing. Also, Gurus provide new 

lessons and bol (new pieces) of Khiṅ. The Nāsaḥdyaḥ will be in the practicing room as 

symbolically Nāsaḥdyaḥ is brought during Nāsaḥ Sāle Pūjā. On this day, students and the 

teacher go to the temple and worship Nāsaḥ shrine. There may or may not be blood sacrifice in 

this pujā. The worship of Nāsaḥdyaḥ (God) is repeated several times during the whole 

apprenticeship whenever there is a major chapter in teaching, but it depends on how fast the 

student group progresses. The students learn to sit properly on the floor. After this Bā pujā, the 

students are permitted to play Khiṅ for the first time with the old musicians who have already 

learned to play Khiṅ earlier.   

Figure 6:2 uncooked rice on Salin and 
the top of the rice is a bitternut called 
Kisli. Photograph by Kabin Maharjan, 
2016 
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                   Figure 6:3 Dāphā guru doing puja in Ba puja occasion, Photograph by Author, 2016 
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Pikāyegu Pūjā:  

This ritual completes the apprenticeship; the blessings (Salins) from Nāsaḥdyaḥ which 

was brought to the practice room during Nāsaḥ Sāle Pūjā is now taken back to the Nāsaḥ shrine 

along with blood sacrifice. Every person from Kirtipur is welcomed to see this puja and witness 

how learners play the complete repertoire in public in front of the Nāsaḥdyo. There is an 

elaborate ritual in the shrine and on the way back to the practice room, the ensembles follow a 

processional route around the neighbourhood for the first time. During this pujā, Nāsaḥdyo 

shrine is blocked with Dhaubaji (the edible paste of beaten rice and yoghurt). The guru or pujari 

(priest) paints the paste with red powder making it the idol of Nāsaḥdyah. Three tiny silver eyes 

are put to the paste giving it the facial form. 

After this a buffalo is sacrificed where the 

blood of the sacrificed animal is spread to 

the face of Nāsaḥdyo and the shrine. 

Simultaneously, they do another puja for 

Khiṅ and students provide their gurus 

(teachers) a set of “Daura-suruwal-feta” 

(traditional dress for men) as a gift. The 

relatives of the students put abir (red 

powder) on the student’s faces, yoghurt and 

feta (turbans). Then the students perform 

with turbans on their heads long with 

flowers in front of Nāsaḥdyo shrine. The 

music they play there is believed to be 

collected as the divine energy into that 

shrine. After they finish performing, the face in the shrine is plucked off which is distributed to 

all participants and eat it as prashad (blessed food). The paste now is believed to be the divine 

blessing or the divine energy in the edible form. Then follows a musical procession through the 

town to the practicing room and there the feast is held. The god gets the offering of the feast and 

then the teacher takes his first bite followed by the students. When the feast is over, the students 

start a procession and accompany gurus (teachers) to their houses where they play a complete 

Dyahlhāyegu in front of their houses and return back. 

Figure 6:4 Dāphā guru (teachers) in a Pikāyegu Pūjā, and 
animal sacrifice for the Nasahdhyah (God of music and 
dance). Photograph by Dilip Maharjan, 2021 



  39 

Kṣamā Pujā: 

This pujā is performed for granting forgiveness for any mistakes during the 

apprenticeship. This ritual is also done if the apprenticeship is not completed in the aforementioned 

duration.  

Sagaṁ kāyegu Pujā: 

This is the puja that generally takes place in the neighbourhood that initiated the Dāphā 

apprenticeship. In this puja, there will be a ritualized presentation of auspicious food to gurus 

and students which is brought by student’s family and relatives to congratulate them for the 

succession of apprenticeship and show respect to the gurus. It is a highly revered ceremony. The 

food items served are boiled eggs, smoked fish, meat, lentil cake and an alcoholic beverage 

called Aila which represent tantric (the esoteric tradition of Buddhist and Hindu) concepts. 

Khuegu puja:  

As students compulsorily need to go worship Nāsaḥdyah after daily classes, they try to 

collect some grains from the Nāsaḥdyah shrine. It is believed that when these grains are thrown 

at the animals, it becomes easier for the students to steal them as the animals do not make any 

sound. While doing this, generally the students avoid ducks as they make too much noise. For 

this reason, the people usually keep their goats on the roof of the house during the night. Ideally, 

the goat has to be black or white for sacrificing to the Nāsaḥdyah. This puja is a symbol of 

courage to copy or be inspired by other musicians. It is believed that no matter how a guru 

teaches a lesson, it is not always perfect. A musician who wants to be perfect must have the skill 

of stealing from other music and transforming it into their own.  

We have in the preceding section discussed the traditional way of apprenticeship in 

Dāphā music.  In the traditional method, both the trainer and trainees should adhere to the rules 

and regulations of the training set by the Dāphā Khalaḥ, with the Nāsaḥdyah as the witness, until 

the training is completed. Since it is hard to follow strict rules and regulations, this method of 

apprenticeship is not often practiced these days. The Dāphā musical tradition is currently 

undergoing rapid changes in its apprenticeship due to globalization, modernization and socio-

political reasons, and its consequences have been both positive and negative. Under globalization 

and modernization, there have been major changes in gender and caste inclusiveness, 
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commercial performance, revival and reconfiguration in the apprenticeship of Dāphā. Prajapati 

(2018, p. 57), mentioned there are increasing numbers of women who have become involved in 

traditional music in a short period of time. Caste-based restrictions have also been eased quite a 

bit there were stout strict in the past where low-caste people were not allowed to participate in 

the apprenticeship. Some musicians have also paved the way for the commercialization of 

traditional music. Many communities across the country have revitalized their traditional and 

folk music. Music has, however, been repositioned and recontextualized as styles, instruments, 

and repertoire have changed (Prajapati). 

Manandhar (2020), explains that recently Dāphā apprenticeship has changed into 

informal self-interested learning. In the new learning system, students and teachers do not have 

to adhere to rules and regulations like in the traditional apprenticeship. The apprenticeship can 

start and stop any day after worshipping the Nāsaḥdyah. The participants can join or leave in the 

middle of the training. Since the rules of training are flexible; the training is carried out more 

effectively. However, there are also negative consequences as there are no strict rules for 

completing apprenticeship, most of the students quit their apprenticeship midway (Manandhar).  

There is a decline in the religious divide between the insiders and outsiders as more and 

more outsiders actively participate in the tradition. Outsider academics such as Richard Widdess 

from the United Kingdom, Ingmar Grandin from Sweden, and Gert Mattias Wegner from 

Germany are engaging with the traditional more holistically. Furthermore, while traditionally we 

do not find any direct association between women and the Dāphā system of learning, Pushpa is 

personally interested in creating content related to the tradition, despite being a woman.16 The 

older hierarchical master-disciple relationship that comes from belonging to the same clan or 

family line has been redefined and a favorable environment has been opened for further 

exploration and thinking about how traditional musical knowledge can also be brought into 

school curriculums and formal education. 

Manandhar (2020), asserts that as time progressed, this discrimination slowly faded, and 

women began to sing and play instruments. Women have gradually increased their participation 

in traditional music, as they have more opportunities to play instruments. Many Newar women 

are playing traditional musical instruments such as Dhā, Dhimay, Pachhimā, Tāḥ, Babhoo 

 
 
16 Pushpa Palanchoke, interview, September 27th, 2021 
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percussion instruments and Baya (Small flute) these days. A number of women are also teaching. 

However, there is still a lack of female involvement in Dāphā circles. Although some women can 

be seen singing Dāphā songs, none can be seen playing the main instrument, the Khiṅ.  

According to Siddhi Narayan, the tradition of learning Dāphā repertoire is completely 

different today compared to the traditional apprenticeship. Most of the Jyapu youngsters today 

have very little interest and less desire for going through Dāphā apprenticeship. 

New apprenticeship, results, and discussions 

This chapter discusses changes in traditional apprenticeships in Kirtipur Dāphā Khalaḥ. 

Studies examine recent changes in apprenticeship due to globalization, modernization, and socio-

political reasons. My focus in this chapter is to examine the changes in the old traditional 

apprenticeship of Dāphā music in contemporary times. 

 

Results from the Chi-square Test 

This study hypothesizes that globalization and modernization affect taking part in 

apprenticeships of Dāphā music. From the above globalization and modernization theory section, 

I came to know that globalization and modernization is a constant and even irreversible process 

today (Haslam et al., 2007). It affects cultural patterns as well. Furthermore, various trends in art 

and tradition are penetrating and influencing each other (Nirmal & Rocheleau, 2019). The 

process contributes to human and cultural development by increasing cultural ties between 

people and by promoting human migration(Inda, Jonathan X. and Renato Rosaldo, 2002, p. 2). In 

this sense, I argue globalization and modernization affect the apprenticeship of Dāphā tradition. 

To support a claim, I have prepared  and listed questionnaires related with globalization, 

modernization and Dāphā music. I have done empirical study and conducted online survey using 

the Jot forms. I conducted one sample Chi-square test for statistical analysis (See Chapter 1 

methodological reflections page 9 for the meaning and process of Chi-square test). 

For the statistical analysis which has been completed with the answers of 62 people, 

where the total number were 64, but two people did not respond. Since P-value is less than (α) , 

the null hypothesis can be rejected from what I can understand that there is strong evidence for 
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globalization and modernization significantly affect taking part in apprenticeships of Dāphā music 

(See Appendix A for working Chi-square table). A test was conducted for finding the effect of 

modern technologies on learning Dāphā music. X2(1, N=127) = 25.58267717; p < 0.05 (See 

Appendix A for detail results). 

 

 

Discussion on how globalization and modernization changed the traditional 

apprenticeship of Dāphā music from Tahnani Kirtipur 

I have categorized the domains of changes in Dāphā musical culture to analyze the 

flexibility and resilience of the Newa Dāphā music tradition. Similarly, I wished to examine the 

preliminary assumption that there has been an increased interest in old traditional music among 

youth and females. However, the focus has been shifted towards “performing”, a ritualized 

action in a discursive context rather than “practicing”, an embodied ritual or preserving 

traditional music.  

Socio-economic impacts 

The main source of income for the inhabitants in Kirtipur and other Newar settlements 

in the past used to be based on agriculture, which was crucial to the local economy. As long as 

rice cultivation has been intensive, farmers walk to surrounding fields to work during the 

daytime and belong to the endogamous caste of the Maharjan (or Jyãpu). Many of them had 

enough land. Those who did not possess their own land would plant crops on others’ land and 

earn food for themselves. There was ample food for the entire year through practicing agriculture 

full time. Leftover food after eating throughout the year was then used for feasts, making 

alcohol, and other cultural activities such as Jatra (festivals), Dāphā tradition, and musical 

programs (Toffin, 1994). In addition, some Newar people had a culture of craftsmen and trading 

businesses. However, the city has faced rapid changes in recent years due to swift globalization, 

modernization, and the migration of people from different parts of the country. Jyãpu (farmers) 

started selling their land for business purposes, to build new houses, and also for higher 

education (Gellner, 1986; Hiroshi, 1980). Additionally, the government also expanded the roads, 
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established a university as well as designed different developmental projects and seized lands 

without compensation. Consequently, Kirtipur's large-scale urban changes have been seen in the 

last two decades. The old social and territorial organization of the Maharjans of Kirtipur has been 

changing with the loss of the agricultural field and is replaced with urban housing and 

infrastructures. Moreover, people have found agriculture to be an extremely difficult job. The 

young generations have taken up other trades and office jobs in the bureaucracy and private 

offices rather than being reliant on agriculture (Sharma, 1986). Nevertheless, some of them still 

own agricultural fields even if these are no longer their sole income source.  

Globalization and modernization have led to an explosion of job opportunities with 

regular daily hours in factories and offices. Thus, they are unable to take part in the traditional 

way of Dāphā apprenticeship. Widdess (2013, p. 135) notes that in Bhaktapur, many families 

rely on education for a job in Kathmandu instead of a farm outside Bhaktapur. Dāphā becomes 

associated with traditional farming, a way of life that upwardly mobile younger people no longer 

wish to associate themselves with, as more farmers sell their land and live a wholly urban 

lifestyle. The early morning or evening singing sessions, as well as the prolonged celebrations 

where copious amounts of alcohol is consumed, are no longer appropriate for this age group due 

to changes in work schedules and lifestyle preferences (Widdess, 2013, p. 135). Prajapati (2018, 

p. 75) has proposed a different interpretation of the situation. According to him, many families in 

the past worked on farms, even those men who were employed in administrative positions in 

offices. Due to a reduction in farming land, women have more time to spend playing traditional 

music and begin to learn different types of traditional musical instruments.  

This illustrates how established ideologies continue to change and suggests a new way 

to sustain Newar traditions through a new apprenticeship of traditional music. However, 

globalization and modernization modified people's professions and directly affected Dāphā 

culture and tradition. In the past, paddy plantation took place once in a year, and the remaining 

days were spent leisurely. During this free time, people used to play music and participate in 

religious work. Today, however, the number of people involved in Dāphā, after returning from 

work, is declining. In order to ensure their financial stability, they decide to focus on other 

financial benefits instead of traditional music culture.  

Historically, the Guṭhī’s had many land areas that were donated to them by generous, 

rich people often without any children. Guṭhī’s land is provided for those people who don't own 
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their agricultural land. The earnings from those people are used to restore monasteries, pavilions, 

musical instruments, and other external maintenance. Guṭhī Sansthan was later established by the 

government with a rule to manage all the Guṭhī lands under the same organization.17 This 

resulted in a fragmentation of the land of the Guṭhīs and the people of Kirtipur. Having no assets 

of their own, Guṭhī members had to repair instruments, attend feasts, and fix Aakhachhen 

(practice room) using their own resources. Since people had to pay extra money from their 

pockets, they slowly stopped attending Dāphā Guṭhī programs due to the change in profession, 

there has been greater movement of people away from their Dāphā Guṭhīs, sometimes people 

even migrate to different cities. 

The result from the survey shows that in the past, the majority of the population of 

Kirtipur formerly owned agricultural land. The income from agriculture fulfilled their basic and 

financial needs. Despite this, people no longer rely on agricultural activities in recent times due 

to insufficient cultivated land. There were 62 people in total participating in the survey where 

only 34% work as agriculturalists at present (See Appendix D no.2). 

Dāphā music is not aligned with modern business and marketing. Rather than earning 

money and ensuring economic stability, Dāphā music performers perform their music to benefit 

the culture instead of commercial gain. In contrast, those who play Western instruments, such as 

guitar, keyboard and drums have more opportunities than their traditional counterparts. Thus, 

Western instruments appeal to musicians who want a career in music. As claimed by Manandhar 

(2020) Dāphā, despite attempts over the years, has failed to gain attraction. The Dāphā musicians 

have taken their tradition forward in a socially responsible way. As Dāphā musicians cannot 

make a living from performing the genre alone, they must turn to other sources of income 

(Manandhar). Additionally, Widdess (2013, p. 135) has claimed a  decrease in traditional 

religious observance due to money constraints, the modernization of lifestyles and values, and 

the influence of religions outside Nepal such as Theravada Buddhism, the Vaishnava religion, 

and Sai Baba. 

 
 
17 Which I have mentioned in detail please see Guṭhī chapter 
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Women participation in the new apprenticeship of Dāphā Khalaḥ (An interview with 

Indira Lachimasyu) 

The changing political environment and the broader policy dialogue between 

government, civil society organisations and development partners have led to significant changes 

in recent years. The community-based organisation has also made notable efforts concerning 

gender equality and women’s empowerment. However, discriminatory institutions and 

structures, ideology, and social norms continue to limit women’s progress. In Nepal, Hinduism 

forbids menstruating women from entering temples or kitchens, sharing beds, and touching their 

husband or male relative. Women are deemed 'untouchable' during menstruation (Crawford et 

al., 2014, p. 626). This phenomenon translates into physical objects as well as musical 

instruments. processes are done for the gods. As a result, very few women are involved in music 

or singing devotional songs (Tuladhar, 2018). Traditionally, women are forbidden to perform 

Dāphā. However, in recent years women have started playing and practicing traditional 

instruments but even today it is difficult to find women singing and playing music in the Dāphā. 

Although traditional music has been extensively studied in the field of ethnic cognition, it is 

difficult to find female participation in traditional music. The present discussion is the result of a 

semi-structured interview conducted in the Dāphā panel discussion with Indira Lachimasyu who 

is the first female Dāphā practitioner in the Kathmandu valley and frontline of the “Dattātreya 
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Naubājā Dāphā Bhajan Samuha” from Bhaktapur. 

 
Figure 6:5 Women Dāphā musicians singing Dāphā bhajan and playing khin in Panga. Photograph by Newton 
Maharjan,2020 

  

According to Lacchimasyu, she started playing Dhimey at the age of 12. She grew up in 

a Newar community observing different traditional instruments. She was always fascinated by 

them and wanted to play them. She felt very bad when she learned that only boys are allowed to 

play such instruments. Her dad was a local music teacher and young boys came to their house for 

learning instruments. She used to observe the instructions and listen sitting in the next room. As 

a result of this, she succeeded to catch the beats and practice them without the instruments just 

by tapping her hands. With a lot of passion to play the instrument, she approached an instrument 

but only within her home. One day when she was practicing, Professor Gert Wegner 

ethnomusicologist, Newar Instrumentalist, German scholar and a founder director of the music 

department in Kathmandu University visited her house and saw her playing Dhimay. He was 

amazed by seeing a girl playing such a traditional instrument. Later, Lachhimasyu announced 

that she wanted to learn traditional instruments and joined the class with him. Gert Wegner told 
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her; matter who you are, you need to inspire other girls in learning instruments and change 

people’s stereotype mentality. This inspired her and continued her journey in the Dāphā and 

other traditional music. She recalled that 20 years ago, she received negative reactions about 

being a musician girl. People asked her to learn household works instead as she will get married 

one day and will be sent to the houses of others. However, she did not listen to any negative 

comments but found courage from her home and continued practicing. She believes that people 

criticized due to lack of education and that they were afraid to accept new changes in society. 

She still remembers that when she first performed and showed her talent with the boys and 

became the center of attraction, many people appreciated her courage, and she thus became 

popular as “Dhimay girl”. At an early age, she thought of making girls’ musical groups and 

taught other girls how to play Dhimey and other instruments. She finally made an ensemble 

group of twelve girls as “Dhime Girls” and performed in various cultural programs organized by 

the government and other organizations. People gave positive responses as it flourished as a 

revolution for all Newari communities. 

In recent years, she has travelled to many foreign lands like Italy, Germany, Thailand, 

India for musical purposes. She remembers that people were shocked as she was the only female 

musician in the group when she visited Italy. She has won many awards and respect throughout 

her travels. Although she still plays in different programs, she now wants to foster a new 

generation of traditional musicians. She is instructing young boys and girls to play instruments 

and urges them to participate in various festivals in Bhaktapur. According to her, it is important 

to teach and engage new generations in learning traditional music. According to Lachimasyu, she 

has helped dismantle the rule that traditional music society is exclusive to men and she is 

extremely happy that they have supported her on her journey. She is now working with her 

project “Dattātreya Naubājā Dāphā Bhajan Samuha” and focuses on teaching Dāphā instruments 

and vocals especially to women which will help to preserve the traditional music and Dāphā 

tradition in the future.  

 

Due to globalization and modernization, along with the change in education, the 

mentality of Newar people has changed and Dāphā Khalaḥ has accepted a new apprenticeship 

method to enhance traditional music. Tahnani Dāphā Khalaḥ took a smart step in initiation by 

involving women in their group. All these events, interactions and exchange programmes held in 
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Tahnani brought an awareness concerning Dāphā tradition and its importance within the Tahnani 

Dāphā Khalah. The Dāphā Khalaḥ felt motivated to take necessary steps towards sustainability 

of the tradition; to bring the historical tradition more to the present-day context, to enter into 

dialogue with the new budding stakeholders of the tradition for its revival, and to connect with 

multiple partners both locally and globally. Furthermore, to consider addressing internal 

weaknesses and change the stagnant norms is away to mobilize its community members to yield 

long-term benefits.  

In 2021, Tahnani Dāphā Khalaḥ (TDK) took up an agency in expanding its membership 

by announcing a three-months-long apprenticeship after a gap of almost 25 years, emphasizing 

female participation in Dāphā practice, which has traditionally been an exclusively male space 

with the inspiration from the program held in Tahnani on International Women’s Day. Currently, 

TDK are on a path to create new meanings for their once-endangered music tradition, and they 

are giving chance to all interested community members, irrespective of caste and gender, an 

equal opportunity to participate the way they choose to. Tahnani Misā Pucha (Tahnani women’s 

group), a finance cooperative within the tole (neighbourhood), has accepted the invitation. As 

they participate in Tahnani Dāphā Khalaḥ’s apprenticeship program in the foreground of 

emerging mixed-gendered Dāphā groups, women's participation session was seen to have 

encouraged the participants musically, bringing confidence in involving Dāphā music. 

In recent days, Dāphā Khalaḥs have allowed low caste and women to participate in 

Dāphā music which has brought a positive change in the new Dāphā apprenticeship. If we see in 

Appendix D 11., in a total of 64 responses, 88% of people agreed that their Dāphā group allowed 

women and lower caste people to participate in new Dāphā Apprenticeship. Though many youths 

can play traditional instruments but there are very few youths who can play Khin, an integral part 

of Dāphā music. When we see the survey result in Appendix D 3., out of 66 responses, 89% of 

people do not know how to play Khin. 
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Formal Education 

Nepal and other South Asian countries had traditional Sanskrit schools known as 

Gurukuls, where students studied religious mantras, literature, music, and the arts as the primary 

source of their education and students lived in the same house with their teachers (Thapaliya, 

2016). However, peasant castes and lower castes are not permitted access to this type of 

education. Peasant families pursue education by familiarizing themselves with the written scripts 

in Dāphā Khalaḥ (Widdess, 2013). Following democracy, Late King Mahendra implemented a 

Western-based school form that leads to a diploma. His education reforms and the 1971 National 

Education System Plan have resulted in a more modern and egalitarian school system with 

Figure 6:6 “Dattātreya Naubājā Dāphā Bhajan Samuha '' along with Indira Lacchimasyu sitting to the right of a 
little boy are performing and inspiring women of Tahnani, Kirtipur on International Womens’ Day. Photograph by 
Nagarik Sandesh, 2020 
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compulsory public education (Education in Nepal, 2018).18 There are now 35,222 elementary 

and secondary schools in Nepal, as well as 10 universities and more than 1400 colleges counted 

in 2016. The government is committed to expand educational opportunities in Nepal. 

Modernization brought about the important positive change of formal education in Nepal. As 

every child attends formal schooling that involves school assignments and homework, the young 

generation lacks time to learn traditional music and cultural activities, and as a result of this 

youths do not actively participate in Dāphā.  

Dāphā guru Siddhi Narayan Maharjan states that parents used to seek guidance for their 

children from the teachers, but now teachers have to approach parents.19 Most parents now 

discourage their children from learning music, since schooling is deemed more important; test 

scores are increasingly important to future success.20 Widdess (2006), asserts that before Dāphā 

was the only source of education for rural farming castes. The Rana regime21 prohibited farmers 

from taking education in this respect, the Dāphā apprenticeship, which is secretly offered to 

provide some basic education (Widdess, 2013). The thrill of daily singing is no longer the only 

irresistible alternative to school and college education today since there is also Television, 

cinemas, internet cafés, motorcycles, conference calls and football games (Widdess, 2013).  

Apprenticeship sessions must be scheduled so they do not conflict with school exams. 

Tahnani Dāphā Khalaḥ also practices a new schedule of Dāphā apprenticeship, which has been 

altered so that youths' school hours and practice times do not overlap.  It is usually done in the 

evenings and whoever is interested can participate and learn Dāphā. Despite its importance, 

formal education has not been incorporated into the practice of traditional music and arts. Due to 

this, the formal educational system may pose an obstacle to a traditional apprenticeship, as the 

younger generation needs to concentrate more on academic progress than Dāphā classes. The 

change in apprenticeships is, however, attracting youths to manage their time and get involved in 

Dāphā music. 

 
 
18 World Education News Reviews, “Education in Nepal”. Education System Profiles <  https://wenr.wes.org/2018/04/education-
in-nepal> [accessed 3 April 2018] 
19Siddhi Narayan Maharjan, interview, June 20, 2021 
20 Siddhi Narayan Maharjan, interview, June 21, 2021 
21 Rana era, (1846–1951) in Nepal, the period during which control of the government lay in the hands of the Rana family.  
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The result of the survey showed that taking part in formal education like schools, 

colleges, and universities somehow interfered with participation in community-based activities. 

A total of 52% of respondents agreed that formal education affects participation in social 

activities. (See Appendix D 11.) 

Nowadays, traditional music is taught in many schools. The Music Museum of Nepal 

organizes periodic short-term workshops. Prajapati (2018, p. 65), mentions that a few colleges 

and universities also offer traditional music as an optional subject in graduate-level courses in 

Ethnomusicology,22 while Tribhuvan University offers undergraduate and graduate-level courses 

in music. However, none of the courses offers substantial study on native Newar music. In an 

interview, Nhuchhe Bahadur Dangol (Senior traditional music teacher from Nepal), informed 

Prajapati that schools here offer more than 75% Indian classical music and Western music; there 

is no space for Newar music or other regional music (Prajapati, 2018). Traditionally, local 

seasonal songs have been replaced by Western and Indian music. Nhuchhe Bahadur argued that 

music studies should focus on establishing schools or universities that teach only Newar or 

Nepalese traditional music rather than Indian classical music and Western music (Prajapati, 

2018). 

Media/Global music 

Media can make a significant impact on the way we listen to music. It is now possible to 

stream and listen to any music from any source via the internet, as a result of which music 

becomes more globalized and accessible worldwide. The new generations are becoming more 

used to listening to world popular music rather than their own cultural and traditional music. 

Firoj Bajracharya (a sound technician and a recordist) said in one of his interviews with the 

World Newah Organization23 that since Nepalese traditional music have not been recorded with 

optimal sound quality, it cannot compete in the global market.  According to Bajracharya, the 

sound engineers of Western countries pay more attention to mastering and mixing to check low 

 
 
22 Asianart associations, “Kathmandu University Department of Music” 
<https://www.asianart.com/associations/kumusic/index.html > [accessed 13 January 2022] 
23 World Newah Organization (WNO), “Preserving Newah Music Series-1”. 
<https://www.facebook.com/worldnewah/videos/396880232101244 > [29 September 2021] (World Newa Organization promotes 
the Newa civilization by archiving the Newar written, audio, video documents) 
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and high frequencies, even when working with single instruments like drums. Now Bajracharya 

has been practicing new sound techniques to improve sound quality of Newar traditional 

instruments. Bajracharya added, hopefully in the future that traditional music from Nepal will 

also be able to compete on the global market in terms of sound quality.     

Most of the time media streams and give priority to viral genres which are heavily 

influenced by Western pop music, global music, and Bollywood. According to the Manandhar 

(2020), a state policy preached a single language as culture and nationalism that dominated other 

existing cultures, as a result of which Dāphā music failed to make headway outside of Newar 

society. Manandhar argues that other forms of music can be seen on TV, but not Dāphā.  

According to him, Dāphā should be simplified and introduced as music that not only belongs to 

the Newar people but all Nepalese people. Manandhar suggests, in order to make this possible, 

that all Dāphā musicians should come together and hold discussions around it. In this way, rather 

than losing one’s culture, different Dāphā groups would be able to create a new form of the 

tradition, supported by the other traditional groups (Manandhar, 2020). 

Online survey results showed that young people listen to global popular music and are 

heavily influenced by internet music streams like YouTube, Spotify, and Facebook. It revealed 

that 53% listen and stream YouTube, 15% watch television, 11% listen from Spotify, which 

supports the argument that today's youth listen to global popular music rather than cultural ethnic 

music. (See Appendix D 12.) 

Pushpa said in an interview that during the history of the Newar communities, Dāphā 

tradition was a compulsory practice, so it cannot be viewed as a small-scale tradition; however, 

its introduction into the digital media should be seen as an accomplishment towards wider 

dissemination, considering its position today as an endangered tradition.24 Dāphā music is 

connected to Newar identity, and it will not be in direct competition with other popular music 

genres Dāphā instruments have also been incorporated into the repertoires of popular folk bands 

like Kutumba, Saptak, Vairabi, etc. Traditionally Dāphā is performed with the group of singers 

accompanied by Khiṅ, Tāḥ and Babucā. Nevertheless, commercial musicians have embraced it 

 
 
24 Pushpa Palanchoke, interview, September 27th, 2021 
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differently by using only one such instrument in the music market and global stages. (Prajapati, 

2018).  

Media has been one of the reasons for the decline of Newar music for several decades, 

at least since the dawn of radio broadcasting. Following the 1950s, Adhunik geet and Lok git 

began to emerge in Nepal (Prajapati, 2018, p. 85).25 Along with the advent of the radio, these two 

types of Nepali music flourished but traditional Newar music practices began to decline. The 

traditional Newar music did not get air space on Radio Nepal and many people were drawn to 

the modern music in the Nepali language to which they were exposed in the media (ibid.). A 

radio program was broadcast in the Nepalbhasa (language of Newars) for 15 minutes a week, but 

it was also banned in 1965. As a result of this traditional Newar music, including modern Newar 

songs, were not allowed to flourish (Prajapati, 2018, p. 85). 

Despite rural villagers' acceptance of the new genres as modern, Adhunik geet and Lok 

git held an uncomfortable tension with both diverse ethnicities and regional cultures. 

Nationalizing did not include all genres and their values. Among the ethnic groups of Nepal, 

media has had a greater influence on Nepali songs, but not on Newar songs. There have been 

many Newar singers who have failed in Radio Nepal voice tests due to errors in their 

pronunciation because they had to take a test in Khas language songs. The state controlled the 

media and gave priority to only one language i.e., Khas language (spoken in Western Nepal, and 

which later became the National language as Nepali Language in1930s) which is completely 

different from Nepalbhasa (Prajapati, 2018). 

The number of FM radios and TV stations in the country has grown rapidly since the 

1990s, but only a small number have regular programs playing old traditional music. Nepal 

Mandal TV broadcasts live traditional music from different festivals throughout the year, and 

preserves and promotes the traditional music of the Newar people. On top of that, on 28th 

October 2016 the TV station also organized a six-month-long Dāphā music festival in which a 

different group of music artists performed every week.26 The program was broadcast live on 

television every Friday from a local mall in Lalitpur. There were 250 groups from the valley and 

 
 
25 Adhunik gits are newly composed, folk-based songs, whereas lok gits are arranged songs based on folk tunes. 
26 The Himalayan Times, “Nepal Mandal Dāphā Festival Begins”. <https://thehimalayantimes.com/kathmandu/nepal-mandal-
Dāphā-festival-begins > [accessed 29 October 2016] (The Himalayan Times is popular country daily newspaper) 
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the outskirts that performed their music as it is according to tradition, without being bothered by 

questions of standardization of rhythms (The Himalayan Times, 2016).  

Since 2018, Project Baja Nepal has posted Dāphā sessions in live audio and video, an 

activity arranged by a team of Kathmandu-based music enthusiasts. Furthermore, even though 

the group is not Dāphā, they perform Dāphā melodies and songs with various instruments and 

post them on their YouTube channel, which has approximately 4000 subscribers.27 Pushpa has 

also tried to bring informational content on the Dāphā tradition into social media primarily 

intended for awareness and appreciation of the tradition since 2019.28 In the past, the Newars 

were very active in the realm of publishing. However, they paid little attention to the importance 

of recording and broadcasting media, such as radio and TV.  Pushpa suggests traditional 

musicians need to utilize the proper “old media” to educate, promote, and preserve their 

traditional music.29   

Transcribing music in a new Dāphā apprenticeship (use of Bhatkhandey Notation 

and Western Staff Notation) 

In the traditional Newar music apprenticeship, transcribing musical notes is strictly 

prohibited. Players had to observe and memorize because apprenticeship is followed by oral 

transmission. According to Patterson (2015), there are many benefits of oral transmission. The 

flow of natural music can be freely expressed from the oral transmission with the human mind 

and heart. In Europe, ear training and aural techniques have long been taught in order to better 

understand music. Patterson clearly states that music literacy is best learned by aural means. 

Dalcroze, Kodaly, Orff, and Suzuki all have aural techniques that are used in contemporary 

music education (Patterson, 2015). In India, there are different clans of teachers and music 

students called "Gharanas". This is a tradition that is verbally transmitted from generation to 

generation.30 Dāphā is similar to Gharana in terms of apprenticeship traditions. Dāphā Khalaḥ 

imparts apprenticeship through oral tradition. In spite of its benefits also this tradition declined 

 
 
27 Project Baja Nepal, “Official YouTube Page”. <https://www.youtube.com/c/ProjectBajaNepal> [accessed 28 August 2018] 
28 Pushpa Palanchoke, “Folk Lok”, Instagram Page <https://www.instagram.com/f0lkl0k/?hl=sv> [accessed 23 December 2021] 
29 Pushpa Palanchoke, interview, September 27th, 2021 
30 Britannica, “Gharana, Indian Music”. < https://www.britannica.com/art/gharana> [accessed 14 January 2022] 
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along with societal modernization and was replaced by a new approach to musical 

apprenticeship.  

Scholars in Europe developed a scientific notation system that provides music with a 

tangible correlation, different musical signs that express the music, easy to transmit because it 

involves playing a musical instrument, singing, and listening to music with an ear to hear.31  

Similarly, musicians in South Asia created "SwarLipi" notation showing pitches around 500 BC 

(Vedic period).32 Music transcribing is important because through it, students develop their 

ability to analyze music and understand its structure. It is a kind of language that illuminates the 

meaning and structure of the music and its composition. Staff notation is commonly used all over 

the world, so when it comes to teaching Newar music to outsiders’ staff notation makes 

apprenticeship easier. Notation is a musical language that is used to study historical music from 

ancient times and all kinds of music.  

As regards learning through oral tradition, most students today do not understand it and 

find it hard. In the new apprenticeship of traditional Newar music, different Dāphā Khalaḥs have 

started to transcribe musical notes in Eastern Bhātkhaṇde notation (Prajapati, 2018). Knowing 

the basic Bhātkhaṇde structure can be very beneficial in understanding music, especially “Rāg 

kayegu” in Dāphā music and this also facilitates music analysis on a much deeper level and 

critical way. In a new apprenticeship, Wegner (1986) introduced the Time Unit Box System 

(TUBS) notation in Newar music. Prajapati (2018) also uses TUBS and the Hindustani 

Bhātkhaṇde notation system. However, these notation systems are still not practised in drum 

teaching in a traditional setting. In Western music, staff notation has already proven to be one of 

the most useful tools for analyzing.33 It is a powerful tool for analyzing the music theoretically 

and practically on a deeper level in the scores and notated music. In South Asian countries, 

Vishnu Narayan Bhātkhande invented the music notation system called Bhātkhaṇde in 1909 AD, 

in his book called Shri Mallakshaya Sangeetam (Harold, 2001).  

 
 
31 Vision learning, Janet Shiver, Ph.D. “Scientific Notation and Order of Magnitude”, Math in Science < 
https://www.visionlearning.com/en/library/Math-in-Science/62/Scientific-Notation-and-Order-of-Magnitude/250 > [accessed 13 
November 2016] 
32 Sādhana, “Notating Indian Classical Music”. Demystifying Indian Classical Music < https://raag-hindustani.com/Notation.html> 
(accessed 13 February 2011) 
33 Corey Cunningham, “The Importance of Notation” < http://www.coreycunningham.com/blog/2015/8/19/the-importance-of-
notation > [accessed 20 August 2015] 
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In the case of TDK, it was strictly forbidden to take notes or transcribe the knowledge 

gained inside Akhā chhe until rather recently. Nowadays, apprentices diligently learn once lost 

repertoires which are transcribed using Bhātkhaṇde notation.  This is the one very positive effect 

of global notation tools, because students could learn independently outside the traditional 

apprenticeship system.  

 Urbanization/lack of practise rooms/ monuments: 

In an interview conducted with Pushpa she mentioned that in Dāphā practices, physical 

infrastructure like Pāti, Akhā chhe, dabalis, and temples play a vital role. Changing cityscapes 

have changed the nature of such spaces.34 As a result, 

Dāphā practice and apprenticeship has changed. A large 

number of traditional infrastructures are rented out to 

businesses. Even so, some are also concerned that these 

traditional spaces would be used to fulfil the same old 

objectives, in spite of the handsome rent the Dāphā 

committee can earn by letting out its spaces.  

However, the Dāphā tradition suffers some 

erosion due to the lack of patronage. In the newly 

announced yet to be published Federal Cultural Promotion 

Regulation 2017, local units will be entrusted with 

preserving and developing particular languages, cultures, 

and arts in their local areas. Nothing seems to be proclaimed other than regurgitating old policies. 

Local authorities have thus at least begun to pay attention to intangible heritage.  

In addition, the announced Nepal Tourism Year 2020 (largely cancelled due to covid-

19) encouraged local federal governments to create events to mark the beginning of the tourism 

year, highlighting many ethnic performances. It has also been considered that as the local 

government becomes more aware of its tangible and intangible heritage and the grave threat they 

 
 
34 Pushpa Palanchoke, interview, September 27th, 2021 
 

Figure 6:7 Change of monuments, Phalcha 
rest house converted into cement building, 
Photo courtesy Newah Pride. Old photo was 
taken in 1988 and New one is in 2020. 
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face, there may be a need to integrate them into the local curriculum. Ramesh Man Dangol 

(President of Municipality heritage and festival preservation committee) informed the present 

author that the Kirtipur Municipality within Kathmandu Valley has been investing in Dāphā song 

collections with the aim to create a local curriculum for schools. There is still work to be done as 

regards the scholarly documentation of these traditional old manuscripts with Dāphā songs, 

creating a theoretical basis for understanding the tradition, fostering the creativity of Dāphā 

practitioners, and restoring the once-dead elements of the tradition while securing existing 

infrastructures or constructing a new one to serve the performances and practices.35 

Dāphā is most often performed in open spaces near temples, rest houses or even at 

pilgrimage sites. Traditional music is usually connected with religious commitment, and it is 

performed for religious purposes. Since media and globalization have entered music culture, stage 

shows have become mainstream. Stage shows have influenced all musical genres, especially 

among youths who play Western-influenced rock, jazz, and metal genres.  

According to Muktinath, previously people who had bigger houses in a neighbourhood 

were obliged to use their house as an apprenticeship 

site for Dāphā.36 The same was true for TDK as well. 

The house owner later had a problem and refused to 

let Dāphā Khalaḥ practice. In search of a space, they 

came across only a water tank in the neighbourhood 

that was not in use. In collaboration with the 

Municipality and the local consumer Committee, 

they destroyed water tanks and constructed a storage 

building for the Dāphā apprenticeship. Since 2018, 

that building has housed music apprenticeships for 

traditional and Dāphā music. TDK somehow 

managed to continue their apprenticeship, but other Dāphā Khalaḥs are suffering from the same 

 
 
35 Ramesh Man Dangol, informal interview, 2020 
36 Muktinath Maharjan,interview, June 21 2021 
 

Figure 6:8 TDK construction Dapha practising 
room destructing water tank, Photograph by Dilip 
Maharjan. 2018 
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problem. They could not find a suitable place for an apprenticeship, and therefore, Dāphā music 

apprenticeship has disappeared in those areas. 

New technologies, entertainment, and gadgets: 

The increase in technology has resulted in the majority of people now owning a 

smartphone. In addition, there are a lot of addictive video games like PubG, Saga, etc., which 

also affect the willingness and discipline needed to learn traditional Dāphā music. Rather than 

learning cultural and traditional things, young people are busy playing mobile games, which 

makes them lose track of music or to see the value of the music (Sarwar & Soomro, 2013). In 

Nepal, before social media networks, friend’s circles were narrow within their neighbourhood, 

but with social media, making friends has become very easy from any part of the country. As a 

result, young people no longer care about their neighbourhood and their friends to practice music 

historically where they belong, thus influencing the role of traditional music. 

According to Widdess (2013), the spirit of secularism, egalitarianism, and individualism 

similar to Western culture has influenced the Maharjans (farmers) of Bhaktpur. It must be noted 

that it is not as evident in the older generation of Bhaktapur Maharjan, but younger generations 

are much more open to the influences of television, film, and the internet Widdess (2013). Age-

based and traditional hierarchies are no longer unquestionably respected. As an example, women 

are increasingly participating in music and dance performances, such as processional drumming 

(Dhã bāja ), flute bands ( Băsuri Khalaḥḥ ), and the Ghétăgisi stick dance (Widdess, 2006). The 

transformation is well received by many, as it preserves traditional performances. However, it 

has had an impact on Dāphā performance as it is not easy to learn like other musical instruments 

and has difficult repertoires for singing ragas and playing complex tāls (rhythm) on Khin (see 

chapter 5). 

Despite drawbacks, there are many musical advantages of technology. In the new 

apprenticeship program, students learn by recording music, taking pictures of notations, and 

audio-visual tools with smartphones. By making use of these records, individuals are learning 

independently and quickly as well. YouTube, Spotify, and other platforms, which provide access 

to a wide variety of traditional music culture also help reduce the dependency on mainstream 
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popular media. Social media has grown globally due to technology, which has led to the use of 

ethnic instruments and music by different record labels. Due to this, ethnic instruments are 

featured in popular music, which allows local musicians to reach a wide audience. A range of 

ethnomusical concerts is available for research and participation. Technologies foster the growth 

of traditional music as well as Dāphā music. Also, social networking sites are useful for people 

who want to revitalize ethnic instruments and create awareness programs.  

 

Politics among indigenous people effect people from Kirtipur and Newars   

In Nepal, indigenous societies experienced disputes in different phases and modes of 

engagements with the ancient rulers and government authority.37  The government tries to 

promote a single ethnic group to coercively colonize power which always dominates indigenous 

people within a country. This directly or indirectly effects a people on the basis of its ethnicity, 

linguistics, culture, and religious beliefs.38 A number of indigenous groups live in Nepal, 

including Gurung, Magars, Tamangs, Sherpas, Rai, Limbu, Tharus, and Newars. The study 

focuses on the socio-cultural and political factors that have shaped the Newar ethnic identity and 

musical traditions, rather than providing a comprehensive history of the ethnic group. 

Since Gorkha king Prithvi Narayan Shah occupied many small kingdoms in 1769, 

Nepal's politics have been controlled by the Hindu high castes from the hills who gained and 

maintained power. People in this category include the Chhetris, who has lived in the hills as early 

as the 2nd millennium B.C., the Thakuris who are landowners, and the Bāhuns (Gellner et al., 

2004, pp. 8–10). It is claimed that the Thakuris and the Bāhuns arrived in Nepal from India in the 

12th century (Gellner, 2004), and “The conquerors introduced imposed or enforced Khas-Kurā 

(language spoken in the hilly region), and Gorkhali caste-based employment policies”(Lawoti, 

2010). Several groups were marginalized and displaced by conquest, while others saw their 

 
 
37  First People Worldwide, n.d., “The Challenges We Face”, < http://firstpeoples.org/the-challenges-we-face.htm > [accessed 
September 5, 2017]. 
38  First People Worldwide, n.d., “The Challenges We Face”, < http://firstpeoples.org/the-challenges-we-face.htm > [accessed 
September 5, 2017]. 
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exclusion increased or maintained, sometimes through coercion, and occasional subtly, through 

the display and promotion of the dominant culture (Lawoti, 2010). 

On 15 December 1960, the Panchāyata system was introduced to Nepal, and it was in 

place until 1990. This period was marked by the significant suppression of indigenous people. A 

king was regarded as the sole source of authority and sovereignty in the constitution. During this 

time, Nepal became a homogenous Hindu society. As symbols of the national identity, the state 

promoted the Hindu religion, Hindu monarchy, and Khas Kurā including the Daurā Suruvāla 

dress for men. Using the slogan Éka jāti éka dēśa' (one nation, one state - one language, one 

dress), the government thereby reduced the value of ethnic languages through restriction of their 

access to local contexts (Prajapati, 2018, p. 52). In 1962, the king proclaimed Nepal a Hindu 

kingdom. Hindu ritual music and sermons were broadcast every day on Radio Nepal in order to 

articulate the hill Hindu identity of the state (ibid.). Several hill Hindu festivals became national 

holidays after the government established schools for Sanskrit. The Hindu monarchy, which was 

consecrated by the colour red and by the cow, is reflected in national symbols (Lawoti, 2010). 

Through the education system and government-controlled media, in particular Radio Nepal, the 

state vigorously promoted this form of national identity during the Pan̄cāyata years. 

The government banned the broadcast of Nepalbhasa (The language of Newars) news 

The result was a protest movement known as the movement of 1965 (Bhāṣā ya āndōlana) 

(Prajapati, 2018, p. 53). The protest was essentially a musical and literary gathering since other 

forms of demonstration were prohibited. While several Nepalbhasa writers were imprisoned, the 

protests continued for years with literary and musical performances. As a result of these events, 

the movement fostered a new generation of leaders that would eventually take over in the 

following decades (Prajapati, 2018).   

 Since the establishment of democracy in Nepal in 1990, ethnic minority groups have 

formed an institution called the Nepal Federation of Indigenous Nationalities (NEFIN), which 

includes various ethnic organizations that advocate the problems of the indigenous groups.39 

Over the past two decades, the umbrella organization has been so successful in advocating the 

groups' demands that the government has already agreed to some of them (Hutt & Onta, 2017). 

 
 
39 NEFIN, “Introduction”, Nepal Federation of Indidenous Nationalities (2004) <https://www.nefin.org.np/en/ > [accessed 13 
January 2017] (NEFIN is an autonomous and the one and only representative umbrella organization of the 59 indigenous 
nationalities or peoples, recognized by the government of Nepal. It was established in 1991) 
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This network consists of 54 indigenous organizations, including Newā Dey Daboo (Newars' 

National Forum). The organization's stated objective is to establish an independent and secular 

Republic of Nepal with autonomous states where diverse ethnic, linguistic, cultural, and religious 

nationalities are treated equally. NEFIN is also a member of the United Nations Working Group 

on Indigenous Populations (NEFIN 2004) (Prajapati, 2018). 

 Since the new constitutional democracy was implemented in 1990 and the failure to 

deal with ethnic issues, the identity-based movement has become more prominent. Nepali 

lawmakers have passed several resolutions, rules, and regulations to end caste-based 

discrimination since the Maoist-led People's Movement (Nepali: Jana Andolan) in 1990 and 

2006, which was motivated by ethnic equality (Bhattachan et al., 2009). On 20 September 2015, 

it was decided through the Constituent Assembly to adopt a new constitution (ibid.). A majority 

of Newars believe their concerns are not being addressed. One of their chief demands is 

ethnically based federalism, the official use of minority languages at the state level, proportional 

representation in all entities of government, and the declaration of Nepal as a secular nation.  

In the case of Kirtipur, (based on the YouTube ethnography interview video Kirtipur 

TU Unsolved Story)40 it has experienced division through unjust actions, conspiracies, and the 

use of force over the past 59 years (Mangal & Shrestha, 1992).41 People from Kirtipur are 

heartbroken to witness how that 'development' has moved away from its place as they see the 

large buildings near the ancient city of Kirtipur.42  

Initially, the government announced the acquisition of 500 ropanis (A square 74 feet on 

a side is 1 ropani) of land. The declaration gave the impression that only 500 ropanis of land 

would cause so much damage (Newspaper Article published by The Kathmandu Post on 

Saturday, January 11, 2019).43  But the people from Kirtipur were deceived by the government, 

 
 
40Anil Maharjan, “Kirtipur TU Unsolve Story”, Documentary Video, YouTube, March 14, 2018, 
<https://www.youtube.com/watch?v=jf8XUpWj4Kc > [accessed 4 March 2020]  
41 Notes Nepal, “Tribhuvan University: History About Establishment of Tribuvan University 
<https://www.notesnepal.com/archives/6371> [accessed 20 December 2020]  
 The Kathmandu Post, “Not to let: The government must form a strong body to probe into TU land acquisition” 
<https://kathmandupost.com/national/2019/01/11/not-to-let> [accessed 11 January 2019] (Popular daily Newspaper in Nepal) 
  Todd T. Lewis, “The Anthropology of Development in Nepal: A Review Article on Foreign Aid Projects in the Kathmandu 
Valley”, Contributions to Nepalese Studies, Vol.13, No.2 (Kathmandu: CNAS, Tribhuvan University 1986) pp. 167-180. 
<http://himalaya.socanth.cam.ac.uk/collections/journals/contributions/pdf/CNAS_13_02_04.pdf> [accessed 20 June 2020] 
42 Notes Nepal, “Tribhuvan University: History About Establishment of Tribuvan University 
<https://www.notesnepal.com/archives/6371> [accessed 20 December 2020] 
43 The Kathmandu Post, “Not to let: The government must form a strong body to probe into TU land acquisition” 
<https://kathmandupost.com/national/2019/01/11/not-to-let> [accessed 11 January 2019] 
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and 3500 ropanis of land were acquired to find the oldest university, Tribhuvan University. It 

was founded in 1959, in Kirtipur which occupies 154.77 hectares of land. Here, the university's 

central administrative office and central campus are located (The Kathmandu Post on Saturday, 

January 11, 2019).  

People of Kirtipur suffered a great loss in their life owing to the acquisition of land for 

the university. Many people lost their livelihoods (E. P. E. al Davies, 1980). They had no other 

means of earning a living and needed to go to Kathmandu to look for factory work. Many people 

lost their permanent assets (E. P. E. al Davies, 1980). The compensation money provided could 

not offset the losses. As a result, the culture of Kirtipur was severely negatively affected. Many 

Guṭhī lands were acquired as part of the land acquisition for the university.44 As a result, the 

Guṭhīs that run the cultural festivals like different Jatras, devi nach (religious mask dance) music 

performances became difficult to perform. In addition, King Mahendra established the Guṭhī 

Sansthan.45 This institute controlled all the independent Guṭhīs of the Newar community and 

made land available to the community on private lands. All Guṭhīs, reliant on land income and 

production, vanished along with the decline of land endowments to Dāphā Guṭhīs. Many Dāphā 

Guṭhīs have lost their traditional stable sources of income due to the land reform act. As 

Bhattachan et al. (2009) points out, the Guṭhī Samsthan46 is particularly criticized for its 

inefficiency in maintaining public ceremonies and other duties that it is responsible on behalf of 

the Crown, as well as for not taking into account the rising costs faced by Guṭhīs under its care. 

The future of this funding system is now uncertain since the Crown has been deposed and a 

democratically elected secular government has replaced it. 

Firewood obtained from the forest called ‘Goda Gun’ was used to run a festival known 

as ‘Goda Mata’ where woods are burned as a source of light. However, today, this festival has 

also been cut off when the Guṭhī that was connected to it was closed. After Guṭhī lands were 

transferred to individuals, many cultures were destroyed (E. P. E. al Davies, 1980).  

TDK lies in ward no 10 in Kirtipur Municipality, where Trivuwan University also is 

situated.  Most of the people from the Tahnani neighbourhood have lost their agricultural lands 

 
 
44 Anil Maharjan, “Kirtipur TU Unsolve Story”, Documentary Video, YouTube, March 14, 2018, 
<https://www.youtube.com/watch?v=jf8XUpWj4Kc > [accessed 4 March 2020] (Anil Maharjan is a film maker from Kirtipur) 
https://www.notesnepal.com/archives/6371 
45 see Guṭhī chapter 
46 See in Guṭhī chapter 
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which have been taken by the University (Mangal & Shrestha, 1992). Newar music has been 

influenced heavily by rapid social and political changes; these changes include professions, 

education, and apprenticeship of traditional music. The discussion above highlighted the 

movement and the traditional Newar music revival associated with indigenous and TU 

movements. The overview addresses the major political changes and their impact on traditional 

Dāphā music.  

According to the survey results, the government has taken over a large number of 

agricultural lands as part of the development and modernization. Most of the Kirtipurians' 

agricultural land was seized by Tribhuvan University to construct buildings. In a total of 65 

people, 57% of people have lost their agricultural lands. (See Appendix D 9.) 

Despite numerous drawbacks of globalization, modernization also has many 

advantages. In Kirtipur, there are significant changes in the field, like application of technology 

and mechanization, industry, urbanization, rise in national and per capita income, increase in 

literacy, local political participation, development of mass-media technology, and social 

mobility. Due to globalization and modernization, with the change in time and education, the 

mentality has changed and Dāphā Khalaḥ has accepted new positive methods which have led a 

community to enhance developed society. TDK took an initiative to break the chain of 

stereotypical exclusively male groups by involving women in their group. All these events, 

interactions and exchange programmes held in Tahnani brought awareness concerning Dāphā 

tradition and its importance within the TDK. The Dāphā Khalaḥ felt motivated to take necessary 

steps towards sustainability of the tradition; to bring the historical tradition more to the present-

day context, enter into dialogue with the new budding stakeholders of the tradition for its revival, 

connect with multiple partners both locally and globally, and more importantly to consider 

addressing internal weaknesses and change the stagnant norms to mobilize its community 

members to yield long-term benefits. 

Dāphā is understood as a complex music system, hence, even the masters are hesitant to 

call for apprenticeship as they are convinced that they do not have all the knowledge from the 

previous generations. In lack of known theoretical ideas, the apprentices are bound to follow the 

oral system of learning that depends solely on rote learning and on remaining in close proximity 

to the teacher. Both these processes are considered time-consuming by the generation who live in 
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a completely different socio-economic scenario than the former, who spent most of their life in 

an agriculture-based society and now have hard times coping with the new priorities of the new 

generation.  

The survey report results clearly showed that most of the youths are not associated with 

any Dāphā Guṭhīs these days. If we see Appendix D 4., many respondents family members were 

associated with Dāphā Guṭhīs in compared to youths today. Dāphā music is written in a different 

language which most youths do not understand. So, they are unaware of the script and meaning 

(See Appendix D 5.). In a total of 66 responses, 80% do not understand the lyrics and meaning of 

the Dāphā songs. According to Appendix D 3., of the 66 respondents, 42% never viewed any 

script from the Dāphā books. The youths are willing to take part in community work which also 

preserves traditional music. It is possible that future generations will be curious about their 

identities and if they lost their identities, they may once more actively engage in re-study and 

revitalizing them. As a result, future generations may possibly engage in Dāphā music. 

Similarly, globalization is another factor, in some respects encouraging, in others 

discouraging the learning of Dāphā among the women. With the inspiration from the discourses, 

in 2021 the Dāphā Khalaḥ took up an agency in expanding its membership by announcing a 

three-months-long apprenticeship after a gap of almost 25 years, emphasizing female 

participation in Dāphā practice, which has traditionally been an exclusively male space. 

Currently, they are on a path to creating new meanings for their once-endangered music 

tradition, and they are giving all interested community members, irrespective of caste and 

gender, an equal opportunity to participate the way they choose to.  

Widdess (2013) explains that Dāphā was still an institution that all boys in the 

community were obliged to attend until the 1990s. As for the girls, they had no role in the 

apprenticeship domain, but mothers, grandmothers, aunts made sure the boys took part in the 

training and learned from the appropriate master. An apprenticeship was accorded such high 

value due to the fact that it required astrologers to confirm whether or not an apprentice was 

suitable to work with the Nāsaḥ dyah, the god or goddess of aesthetics (Widdess, 2013). The 

different phases of training were marked with a variety of rituals that included animal sacrifices. 

Both the apprentice and master followed strict rules for keeping their bodies clean, including not 
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eating certain foods and staying away from outside influences while acquiring musical 

knowledge and practising abstinence. Many researchers, including (Grandin, 2011; Manandhar, 

2020; Nepal, 2019; Widdess, 2013) agree that music's aesthetic features in current Dāphā 

practices are least of all affected by rāg culture, the art form within royal courts. Apprentices are 

confined to learning through rote learning remaining close to the Guru (tutor), both of which are 

seen as time-consuming by those who live in a different socio-economic situation from previous 

generations, (who lived mostly in agriculturally based societies) and find it hard to cope with the 

priorities of a new generation (Grandin, 2011; Manandhar, 2020; Nepal, 2019; Widdess, 2013). 

7.  CHAPTER 7: CONCLUSION AND ANALYTICAL RESULTS  

As the Newar have been helping to keep this tradition alive, they could also be seen as 

obligated to ensure that it continues. The Dāphā music, which flourished in the Malla period 

under the patronage of Guṭhīs and Dāphā circles, is still alive today. However, despite the limited 

financial resources, it has been possible for the people involved in this form of music to raise 

funds individually to preserve it. In order to keep the tradition alive, they continue to provide it 

with a platform. When the Guṭhī and Dāphā circles have a strong financial and social foundation, 

there is a chance that the tradition of Dāphā will survive. The Guṭhīs and the Dāphā circles can 

make timely innovations to carry Dāphā into the future. 

The majority of Dāphā groups have already gone extinct, and those that are left have 

limited knowledge and skills about their legacy. There are not many people who give their time 

to Dāphā anymore. There is fear among those who practice it that it will lose continuity. It is 

commendable that gurus were able to conserve so much knowledge in the form of music despite 

being illiterate. However, this knowledge has certainly been modified over the course of time. As 

factors of space and time have changed, so have practices and traditions. If Dāphā practitioners 

want to achieve progress and preservation of Dāphā, Dāphā group needs to give continuity to 

teaching music to the next generation and support children in learning Dāphā music. The Dāphā 

tradition will gain new energy if it is taken outside of the traditional circles. If well-trained, the 

new generation may continue with the tradition in a new direction. In the media and global music 

section in chapter 6, we have observed that a new generation will not be interested in anything 

unless they are driven by internal motivation. If the media promotes Dāphā music, possibly many 

youths will listen to it, and they will be inspired to learn Dāphā music.  



  66 

 I have analyzed the results of globalization, modernization, and political change for 

musical apprenticeship changes in eight distinct categories. Dāphā groups say that once 

interrupted, Dāphā music is difficult to restore. To analyze all the eight categories, we have 

discussed in chapter six the Dāphā circles’ need for financial support, social support, and 

logistical support. In the survey results, people responded that Dāphā music is being promoted by 

municipalities and wards through numerous programs but Nepal's Central government has not 

been focusing on promoting cultural music to the fullest possible extent (See Appendix D 8.).  

However, the federal government, local governments, as well as national and international 

governments must provide assistance in order for the tradition to live on. In addition to 

establishing training centers, there could be provisions in place for Dāphā music to become part 

of the university curriculum. This dissertation opens up the possibility of further research in 

apprenticeships and other traditional music learning processes. In addition, study will certainly 

continue in the future to examine the ways in which the ensemble transcends its traditional 

dimensions and exhibits itself to a wider audience. Furthermore, the study result attempts to 

bridge the gap between all stakeholders, including music practitioners, academia, media, 

education, and the public. Music should be spread over a larger audience by disregarding caste 

barriers and women involvement and promoting intercultural and intercommunal musical 

participation. As a result, musical relationships develop not only between communities, but also 

in the form of inter-communal relationships.  
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GLOSSARY OF TERMS 
 
Aākhā chhe 
 

A house where music and dances are taught, dance costumes and 
musical instruments are stored 
 

Ailā  
 

A traditional distilled alcoholic beverage 

Álāp 
 

Singing style without beat 

Amashi Punhī Full moon of October 
Ananda 
 

Relax, Blissfulness 

Asadha 
 

The month June/July 

Bae 
 

A small wooden flute 

Babūchā 
 

A pair of small cymbals that specially accompany khiṅ or pachhimā 
drum. 

Bā̃surī 
 

A flute 

Bā pujā A worship done in middle of the apprenticeship of traditional music 
Bājaṅ A musical ensemble 
Bajā A musical instrument 
Bhajan Devotional singing 

 
Bhuẽ 
 

A feast 

Bhusyāḥ A pair of larger cymbals that specially accompany dhimay or dhāḥ 
drums 
 

Boli Syllables for drums 
Caçā 
 

A Buddhist traditional music and dance. Also known as Charyā 
 

Charyā See Chachā 
 

Dabu 
 

Traditional stage made for culture performances  

Daura-suruwal-
feta 

Newari traditional dress set.  
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Desi Khiṅ 
 

Like Khiṅ 

Devī Pyākhã 
 

The annual Dance performance 

Dhá 
 

The musical instrument playing with stick.  

Dharma 
 

Religion 

Dharmik 
 

Religious 

Dhaubaji 
 

Bitten rice and curd  

Dhimae 
 

A double headed drum played with a stick on right and a bare hand on 
left 

 
Dhunge dharas 
 

 
Traditional stone water taps 

Dyahlhāyegu 
 

A short musical piece played on drum before and after every practice 
session or public performance 
 

DyaḥChāḥhilegu 
 

A musical piece played for circumambulation of temples and shrines 
 

Gharana  
Girigovinda 
 

Gītagovinda a sequence of 24 sanskrit poems celebrating erotic 
relationship of Krisna and Radha composed in 12th century by Indian 
poet Jayadev- known in Nepal by 14th century 

Goda Mata  
Gosṭhī 
 

A social organization 
 

Gurus 
 

Teachers 

Guru Shishya 
parampara 
 

A tradition of learning by going and staying together with teacher 

Gülā 
 

August month dedicated to Buddhist religion   

GunhuPunhī 
 

Full moon day of August   

 
Gvārā 
 

 
Complex beat in Traditional drumming 

Gwakhan khopi 
 

 Small decorative space on the wall 

Jestha 
 

 The month of April 
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Jyāpu A generic term to denote the Newar peasant castes including 
Maharjan, Dangol, Singh and others 
 

KartikPunhī,  
 

Full moon of the October 

Karunamaya 
 

A Buddhist Deity 

Khas kurā 
 

Nepali language 

Khalaḥ 
 

A group 
 

Khālī 
 

Space 

Kisli A small clay cup 
Khĩ 
 

A double headed drum 
 

Kwochákhĩ 
 

Single headed khĩ 

Mridanga A Percussion instrument accompaniment in Carnatic music in India  
Nāda – brahman Music and landscape of consciousness 
Nāsa Blissful person 
Naubājā  9 types of traditional musical instrument 
Náyekhin Musical instrument which is played for leading  
Nāsaḥ God of Music, Dance, and Ethical Personal Charisma, embodied in the 

instruments and music of every Newar festival. 
 

Nastik lyūmhā 
manu 

Blissful personality 

Pāpa Sin 
Pāti 
 

Rest house 

Paye Festival in September also known as Mohani in Nepal Bhasa 
Prärthanā 
 

worshipping 

Pucha Group 
Pujā 
 

Worshipping 

Pwongá 
 

A Newar trumpet 
 

Rāg  
 

Raga is basis form of Eastern classical music 

Rāg kāvegu 
 

Singing without any music beating 

Rāg Deepak 
 

A Kind of Rāg believed that when it is sand then temperature will rise 
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Rās bhajan a genre that sings of radha krishna and appeared in Nepal in mid-20th, 

style typical to Mathura & Banaras and uses tabla and harmonium. 
 

Sakti 
 

Divine Power 

Salin 
 

Small clay cup use for alchoholic beverages  

Samuha 
 

Group 

Saspuja 
 

Annual feast and worship for Manjushree 

SwarLipi 
 

Notation 

Tāḥ 

 

A pair of small thick cymbals played to mark the tāl 
 

Tāl 

 

Beat 

Tālī 

 

Clap in the music meter 

Thyāsaphu The songbooks take the form of folding books 
 

TUBS Time Unit Box System 
 

Tole 
 

Community/Neighborhood  

Veenā 
 

It is musical instrument similar like a sitar, string instrument 
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APPENDIX A. ONE SAMPLE CHI-SQUARE TEST WORKOUT FOR 

CONDUCTING STATISTICAL ANALYSIS. 

Ho (null hypothesis) 

Globalization and modernization does not affect on taking part in 

apprenticeships of Dāphā music 

Ha (alternative 

hypothesis) 

Globalization and modernization significantly affect on taking part in 

apprenticeships of Dāphā music 

 
 

 

 

 

 

  

 
Observed (Actual) Expected 

Yes 92 63.5 

No 35 63.5 

Total (N) 127 
 

No. of levels (k) 2 
 

   
Chi-Square Test 

  
X2-value p-value Level of significance (α) 

 
25.58267717 0.0000004238272707 0.05 
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APPENDIX B. INTERVIEW QUESTIONS 

These questions were asked to individual in virtual panel discussion and semi-structured questions 

conducted with different personalities of TDK.  

1. What roles have Dāphā khalah been playing? 
2. What is the role of women in the Khalah? 
3. How different is the apprenticeship today from the earlier days? What are the causes 
behind them? 
4. Does Khalah contribute to socialization of boys as marked by Gerard Toffin in the 
1950s?  
5. How about that for young girls? (instruments) 
6. For the maharjan caste, earlier agriculturalist, what effects have been seen in the Dāphā 
tradition because of adaptation to new jobs and lifestyle? 
7. What measures could be applied to safeguarding and contextualizing the Dāphā space? 
8. The interaction between the new agents and the new Dāphā in the making. 
 
Panel discussions timetable 
 
11 November, 2020 (2 PM to 2:30 PM) 
 
Meet & Greet with 3 guests, "EXPANDING THE DĀPHĀ KHALAH”, moderators and Tahnani 
Dāphā Khalah members - 
 
11 November, 2020 (7: 30 PM to 8 PM) (TBC) 
 
Meet & Greet with 3 guests, “SPEAK ABOUT DĀPHĀ”, moderators and Tahnani Dāphā 
Khalah members 
 
12 November, 2020 (2 PM to 2:30 PM) 
 
Meet & Greet with 3 panelists of "DĀPHĀ’S ON STAGE", moderators and Tahnani Dāphā 
Khalah members 
 
12 November, 2020 (5 PM to 5:30 PM) 
 
Meet & Greet with 3 panelists of "LOCALE IN FOCUS", moderators and Tahnani Dāphā 
Khalah members 
 
 
About: Tri Ratna Manandhar 
Dāphā Practisioner, Theorist & Researcher- Author of "Hade '' book on the Dāphā music system 
and song texts from Kathmandu Durbar Area. His book is published in Nepal Bhasha and 
answers questions ``What is Dāphā?" "How to play Dāphā?" "The types of songs in Dāphā." 
"How Dāphā song selection is done for performances?" We can understand it as a guideline for 
the next generation of music practitioners.   
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1) दाफा के हो? यसका प्रमूख िबशेषता के-के हुन ्?  
 
२ ) अिघल्लो समयमा यसको िसकाइ कसरी हुन ेगथ्योर् र हाल यसको संयन्त्र सँग-सँगै िसकाइमा के-कस्ता 
पिरवतर्नहरु देिखएका छन ्? छैन भन ेकेिह पिरवतर्न हुन पछर् जस्तो लाग्छ?  
 
३)दाफाको िसकाइ सम्भव कसरी गनेर्? दाफा संसृ्कती आउने िदनमा कसले र िकन अभ्यास गनेर्? 
 
 4) अिघल्लो पुस्ताल ेदाफा संगीत तथा संसृ्कितको हस्तान्तरण गदार् कुन-कुन िबषयहरुमा ध्यान िदन ुअत्यावश्यक 
छ?  
 
५) उत्सुक पिछल्लो पुस्ताल ेदाफाको अध्ययन कहाँबाट कसरी सुरु गनेर्? उपलब्द श्रोतहरु के-के र कहाँ छन?्  
 
६)िबिभन्न नेवार समुदाय र दाफा खलःका अभ्यासहरू फरक छन ्भन्ने आम धारणा सत्य हो? यित भिन रहदा, दाफा 
संसृ्कती लगायत संगीतको अध्ययन अध्यापनमा  एकरुपता ल्याउन िमल्ने सम्भावना छ?  
  
४) यस संसृ्कित के अिघल्ला िदनहरुमा जस्त ैजीवनशैलीकै एउटा पाटोको रुपमा रिहरहला; सक्ला भन ेकसरी ? 
दाफा संगीत कहा र  कसरी बाच्न सक्ला?   
 
५) आउदो िदनहरुमा यो संसृ्कितल ेआफ्नो अिघल्लो समयको 'men-only' वा 'locality-specific' भन्ने धार भन्दा 
अलग धार िलन सक्ला? यसको सम्भावना कस्तो छ?  यसलाई सम्भव बनाउने क-कसल ेर  कसरी?  
 
Dāphā Ritual & Pedagogy - Developing Dāphā Music curriculum - Securing sacred order 
of Dāphā Practise  -The agency of community practitioners against the changing socio-
political and economic structures. Discussion with Subash Ram Prajapati and Richard 
Widdess 
 
1) Do you see a possibility for establishing a unitary Dāphā music theory given the varied forms 
of practices within a single city? How can the new generation of music practitioners and 
educators approach creating a music theory and a system of Dāphā learning?      
 
2)  For the Dāphā to move towards a new generation of practitioners and audience, what model 
of pedagogy is needed? Any hints from your personal involvement /observation with similar 
tradition?            
 
3) If it is to move to a new set of practitioners and audience, how can the local communities keep 
becoming a focal part of the tradition?  
 
4) How should the local community approach the transmission and dissemination considering the 
booming digital world and global connectivity?  
 
5) Is 'Oral trasmission' replaceable? Any hints from your personal involvement /observation with 
similar tradition?  
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6) What are the challenges of communal devotional music tradition like Dāphā to meet global 
music-education standards? Or is there anything like music-education standards at all?     
 
7) Please share your success story. 

APPENDIX C. SURVERY QUESTIONS (CASE STUDY ON DĀPHĀ MUSIC)  

- Name  
- Age: 
- Municipality: 
- Ward no : 
- Tole (neighbourhood): 
- Sex: Male: Female: 
- Date: 
- Formal education: 
- Occupation :  
Are you involved in any Dāphā khala from your community? 
Is your family involved with Dāphā khala? 
Are you involved in any clubs or organizations? 
What is the name of the club or organization you belong to? 
Are you familiar with any musical instruments? 
Name of the musical instruments you play 
Are you skilled at playing traditional musical instruments? 
Which of the following instruments can you play if you can play a traditional instrument? 
What is your favorite way to listen to music? Is there any media available? 
संगीत सुन्न ेतपाइँको मनपनेर् तरीका के हो? त्यहा ँकुनै िमिडया उपलब्ध छ? 
Can you tell me if you have agricultural land?Is it real estate?  
के तपाइँ मलाई बताउन सक्नुहुन्छ यिद तपाइँसँग कृिष जग्गा छ? के यो अचल सम्पित्त हो? 
What is the size of your land? तपाइँको जग्गाको आकार के हो?13. In the past, how many lands were 
there? िवगतमा कित जग्गाहरु िथए? Are you still working on a farm as an agriculturist? के तपाइँ अझै 
पनी एक कृषक को रूप मा एक फामर् मा काम गदैर् हुनुहुन्छ? 
Are any of your lands being taken by the government for development purposes?के तपाइँका कुनै 
जग्गा सरकारल ेिवकास उदे्दश्यका लागी िलईरहकेो छ? 
 Do you attend community service events during your free time ? के तपाइँ तपाइँको खाली समय को 
समयमा सामुदाियक सेवा कायर्क्रम मा भाग िलनुहुन्छ? 
Would you be interested in participating in community service as a volunteer? के तपाइँ एक 
स्वयंसेवक को रूप मा सामुदाियक सेवा मा भाग िलन रुिच राख्नुहुन्छ? 
 Would you like to learn any traditional musical instruments? के तपाइँ कुनै परम्परागत संगीत वाद्ययन्त्र 
िसक्न चाहानुहुन्छ? 
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When does your Dāphā khala/ society teach traditional instruments? जब तपाइँको Dāphā khala/ 
समाज परम्परागत उपकरण िसकाउँछ? 
Are you familiar with the Dāphā songs and tradition? के तपाइँ Dāphā गीत र परम्परा संग पिरिचत 
हुनुहुन्छ? 
 Can you play khin? के तपाइँ लाई िख बजाउन आउंछ?  
Is the creation of new technologies like mobile phones, laptops, affecting how you learn music? 
Would you be interested in singing Dāphā songs? के तपाइँ Dāphā गीत गाउन मा रुिच राख्नुहुन्छ? 
Are your parents capable of singing Dāphā songs? के तपाइँको आमा बुबा Dāphā गीत गाउन सक्षम 
हुनुहुन्छ? 
 Are there any musical instruments your father is familiar with? के त्यहा ँकुनै संगीत वाद्ययन्त्र छन् जुन 
तपाइँको बुबा संग पिरिचत छ? 
 Is it important to preserve cultural music? के यो सांसृ्कितक संगीत को संरक्षण को लागी महत्वपूणर् छ? 
 Do you wish to help conserve culture music by contributing your time? के तपाइँ तपाइँको समय 
योगदान गररे सांसृ्कितक संगीत को संरक्षण मा मद्दत गनर् चाहानुहुन्छ? 
 Is globalization and modernization leading to people getting busy and not having time to 
participate in any cultural programs? 
What is your opinion of the local government's promotion of cultural music? स्थानीय सरकारको 
सांसृ्कितक स of◌्गीतको प्रवद्धर्नको बारमेा तपाइँको िबचार के छ? 
Is your local government running a program to promote Dāphā? के तपाइँको स्थानीय सरकार Dāphā 
लाई बढावा िदन एउटा कायर्क्रम चलाइरहकेो छ? 
 Have you ever viewed the scripts from the Dāphā books? 
 Can you understand the lyrics of Dāphā songs? 
 Has Tribhuvan University taken your agricultural land? के ित्रभुवन िवश्विवद्यालयल ेतपाइँको कृिष 
जग्गा िलईसकेको छ? 
In your opinion, what did the 4th generation of your family use to survive? 
In how many cases does formal education like schools, colleges, and universities interfere with 
your participation in community-based activities? 
कित मािमलाहरुमा सू्कल, कलेज, र िवश्विवद्यालयहरु जस्त ैऔपचािरक िशक्षा समुदाय आधािरत गितिविधहरु मा 
तपाइँको सहभािगता संग हस्तक्षेप गदर्छ? 
 How likely is it that your future generation will become involved in community-based 
initiatives? 
Are the government of Nepal's efforts geared toward promoting musical culture to the extent 
possible? 
 Has being a janajati/indigenous before a majority population such as the bhramin/cheetri ever 
caused you to feel racism? 
 How often do you know all the facts and meaning while doing cultural practices? 
Does your Dāphā group allow women to participate? 
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APPENDIX D. RESULTS FROM THE CASE STUDY 

The survey was conducted online with participants between the age group 14 to 32 years in 
Kirtipur. Data was collected using Jotform, a free online tool where a total of 66 people 
participated but only 62 people responded to all questions. The survey had 86% male 
respondents and 14% female respondents. 
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