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KypMeTTi oKbipMaH!

ByriHoe M™MageHMeT nMeH oeHep MeMjleKeTapanblK KaTblHacTap
YKYMECiIHIH eH TUiMAiI api KaXKeTTi KypangapbiHa arvHanbin oTblp. MeMnekeTt
neH TWIiCTi BegoMcTBoNapabiH GipneckeH »kobanapnbl XKy3ere acblpybl,
©3apa TWiMAOi Aumanorka, GipkaTap ayKpiMAbl Macene 6O0MblHLLIA 03blK,
ToipmnbenepMeH anmMacybl epekLle MaHbl3Fa me.

KasakcTaH MeH YHOicTaH apacbiHOarbl ONNIoOMaTUANbIK,
KaTblHacTapAblH OpHaFaHbiHa 30 Kbl TOAFAH YaKbIT iWiHOe OaMydblH,
»xaHa 6eneci 6alMkanagbl. ATan anTKaHOa, MafdeHueT, eHep, 6iniMm bGepy,
OyKapanblK aKmapaT Kypangapbl )XaHe CNopT cananapbliHOaFbl CEPIKTECTIK
Typanbl GipkaTap KeniciMwapT »acanabl. biz oe ocbl 6arbiTTa 6enceHAai
YKYMbIC YKYPri3iMn OTbIPMbi3.

Byn cesimisre panen — Kasak yATTblK Xopeorpadma akageMUAachl
YHAOI XanKblHbIH MaAeHUeETIHE apHan WblFapyabl YCbiHFaH «Arts Academy»
YKYPHanbIHbIH, OCbl 6acbibiMbl. XXaHa »ob6a YHAiCTaH MeH Ka3aKCTaHHbIH,
e3apa 6annaHbICbiH OflaH Spi AaMblTyFa, HblFalTyFa CenTirid Turiseni aen
ceHeMmis.

Dear reader!

Today, culture and art are among the most effective and popular
tools of the system of interstate relations. Therefore the desire of our
countries and their relevant departments to implement joint projects,
mutually beneficial dialogue, exchange of best practices on the widest
range of issues are even more important and significant.

It is gratifying that in the year of the 30th anniversary of the
establishment of diplomatic relations, contacts between Kazakhstan
and India are finding new points of growth. In particular, a number
of agreements on cooperation in the fields of culture, art, education,
mass media and sports were signed. And we are actively working in this
direction.

As a confirmation of these words can serve the present issue of
the Arts Academy magazine, which the Kazakh National Academy
of Choreography proposed to dedicate to the culture of the Indian
people. We hope that the proposed project will serve to further develop
and strengthen the policy of interaction between India and Kazakhstan.

Odoporou uurarenn !

CerooHsa KynbTypa U WMCKYCCTBO 4ABMSKOTCA OOHMMKU U3 Hambonee
3PDEKTUBHbLIX 7] BOCTpeboBaHHbIX MHCTPYMEHTOB cUCTeMbl
MEXXIOCYOAaPCTBEHHbLIX CBA3el. TeM Ba)XHee U 3Hadumee CcTpeMsieHune
HalMX CTPaH U NPOodUNbHbLIX BEeOOMCTB K peann3aumy COBMECTHbIX
MPOEKTOB, B3aMMOBbLIFrOOHOMY onanory, obMeHny nepenoBbIMK
NpakKTMKaMmM Mo caMoMy LLUMPOKOMY KPYry BOMPOCOB.

OTpagHo, 4to B rog 30-neTma YCTaHOBMEHWA OUMIOMaTUYECKMX
OTHOLLUEeHUI CBA3M Mexay KazaxcTaHoM u MHamen HaxoOaT HOBble TOUKM
pocTa. B yacTHOCTM, mogmmcaH pag CcorfnaleHun O CoTpyaHM4YecTBe B
obnactm  KynbTypbl, WCKycCTBa, 0O6pa3oBaHWA, CpeacTB MacCoBOWM
nHdbopMaLmmM 1 cnopTa. M Mbl akTUBHO paboTaeM B 3TOM HamnpaBieHuu.

MNooTBepXKOAEHMEM [OaHHbIX CMOB $BMAAETCA HACTOALIMM  BbIMYCK
KypHana «Arts Academy», KOTopbI Ka3axckasd HauMoHaNbHaa akagemMms
xopeorpadumm npennioxmna MoCBATUTb KyNbType WMHOMMCKOro Hapoaa.
Hageemcqa, 4TO MpennoXeHHbIM MNPOeKT MOCAYXUT AarbHenlemy
Pa3BUTUIO W YKPEMAEHUIO MOAUTUKKM B3ammMogenctesmna WHaoum u
KaszaxcTaHa.

OaypeH A6aeB - KasakcTaH Pecny6iMKacbiHbIH, MageHUeT XaHe cnopT MUHUCTPI
Minister of Culture and Sports Republic of Kazakhstan - Abayev D.A.
MUHUCTP KyNbTypbl U criopTa Pecny6nukun KasaxctaH - [laypeH A6aeB



Cesl
HOCOT MHIHH
AMBASSADOR OF INDIA

MESSAGE

My heartiest congratulations to the Kazakh National Academy of
Choreography on bringing out this Special Issue of Art Journal dedicated to
Indian art and culture under the Chief Editorship of Ms. Zhanna
Tolysbayeva and the Guest Editorship of Prof. Ramesh Chand Gaur,
Director, Indira Gandhi National Centre of the Arts and National School of
Drama and in coordination with the Swami Vivekananda Cultural Centre of
the Embassy of India, Nur-Sultan.

2. | also convey my gratitude to Ms. Altynay Asylmuratova, President,
Kazakh National Academy of Choreography, Nur-Sultan for supporting this
initiative.

3 I congratulate the Editorial Team and the Indian authors, who have
contributed articles to this Special Issue.

4. This publication is a step towards strengthening cultural cooperation
among our two nations, which is based on people-to-people connect.

Best wishes!

(Shubhdarshini Tripathi)

Address: Kaskad Business Centre, 5th Moor, 671, Kabanbai Batyr Avenue, Nur-Sultan, Kazakhstan
Telephone : +7-T172-925706; Fux: +7-T172-925714; E-mail ; amb.astanala meagov.in
Visit us at: www.indembastanaing Embassy of India, Nur-Sultan on Facebook and indinnembassyastana on Twitter



Kazak VyNTTblK Xopeorpadbua akagemMumacblH Hyp-CynTtaH
KanacblHOafFbl YHAOiCTaH enwiniriHiv, CBaMn BrBekaHaHOa MageHM
opTanblFbiIMeH 6Gipnece OTbIpbIN YHAOI eHepi MeH MaaeHMeTiHe
apHanrfaH «Arts Academy» FbilbIMW  XYPHan4blH — apHabl
LUblFAapblNbIMbIMEH  LbIH >XYPEKTEeH KYTTbIKTaMMbIH. ATanfaH
apHalbl LWbIFapbibiIM  XaHHa TonbicbaeBa XaHbIMHbIH, KoHe
pefakuna ankacbliHblH, LWakKblpbinFaH Mmyweci, WMHanpa [angu
aTblHOAFbl ¥NTTblK, ©Hep opTa/blFbiHbIH YXoHe ¥NTTbiK Apama
MeKTebiHiH amnpekTopbl, Npodeccop Pamew YaHpa MaypobiH 6ac
penaKLMACbIMEH »apblK Kepai.

Hyp-CynTtaH KanacblHOaFbl Kasak VYATTblK,  Xopeorpadus
aKaaeMUACbIHbIH, PeKTOpPbl ANTbiHaM ACbIIMypPaTOBa XaHbIMFa OChI
6acTaMaHbl KoNndaraHbl YLLiH py3allbliblFbiMObl 6ingipeMiH.

CoHpam-akK  pedakuns  ankKacblH  >X8He  OCbl  apHawbl
LUblFapblfibIMFa MakKana apuanaraH VHAI aBTOpPNapblH
KYTTbIKTaMMblH.

Byn 6achbifibiM eKi en apacblHOaFbl MOAEHM bIHTbIMAKTACTbIKTbI
YKOHEe XanblKapanblK KaTbIHACTbl HblFAWTYFa ©3 biKMalblH TUri3eq,.

I3ri HMeTneH!

YHAaicTaH Enuwici - Wy6xpaapwuHu TpunaTtu

NcKpeHHe no3gpaBngato Kaszaxckyto HaLMOHaNbHYO
aKageMuio xopeorpadmm co crieumanbHbIM BbIMYCKOM
TBOPYECKOIo »XYypHana, MOCBALLEHHOI0 MHOMMNCKOMY UCKYCCTBY U
KyNbType Mof rnaBHoW pefakumen r-xKum XaHHbl TonbicbaeBow M
MPUrnaweHHoro 4YneHa penakuMoHHOWM Konnermnu, npodeccopa
Pamewa 4YaHpa Tlaypa, Aupektopa HauumoHanbHoro LUeHTpa
NcKycCcTB MMeHM MHaupbl MaHay M HauMoHanbHOM LWKOSbI ApaMbl
B coTpyoHmyecTBe ¢ KynbTypHbIM LEeHTPOM CBaMM BumBeKaHaHObl
[MoconbcTBa MHOMK, Hyp-CyntaH.

A TakXkKe Bblpakato 6MarogapHoOCTb ke  AnTbiHamM
AcbliMypaToOBOMN, npe3nageHTy Kazaxckom HaLMOHaNbHOM
akageMmm xopeorpadummn, r. Hyp-CynTaH, 3a MNOAAOEPXKKY 3TOM
NMHNLNATMBDI.

A9 nosgpaBnat pedakuMio U MHOMWCKUMX — aBTOPOB,
HamMcaBLUMX CTaTbM OJ19 3TOMO CreLmanibHOro BbiMyckKa.

OTO M3gaHMe ABNFETCa LIAaroM K YKPEneHUo KyNbTypPHOro
COTPYOHMYECTBa Mexdy HalWunMKM OByMA HapodaMu, KOTOopoe
OCHOBAHO Ha OBLLEHMW Mexay NoabMWN.

C Hauny4dLW MK NoxxenaHmamuy!

MNocon UHpum - LWy6xpapwvHmM TpunaTtu
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Minister of State for External Affairs &

Minister of State for Culture
Government of India
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Meenakashi Lekhi

I am happy to know that on the initiative of Swami Vivekananda Cultural
Centre, Embassy of India, Nur-Sultan, the Kazakh Naticnal Academy of
Choreography, Nur-Sultan, headed by its President, Ms. Altynay Asylmuratova, has
brought out the Special Issue of its academic and scientific Art Journal dedicated to
Indian art and culture under the Chief Editorship of Ms. Zhanna Tolysbayeva.

MESSAGE

During my recent visit to Kazakhstan, I came to know that the Kazakh
National Academy of Choreography is an institution of the Government of
Kazakhstan established with the mission to impart training in the field of
choreographic art and culture for spiritual and aesthetic development of
Kazakhstan society. Academy is not only imparting training in the fields of ballet
classics, folk traditions and choreography skills but also engaged in preserving and
developing these traditions through academic research. Academy also stages its
ballet, folk and theatrical productions both at domestic and international platforms.
I am pleased to note that Academy is working closely with Swami Vivekananda
Cultural Centre, Nur-Sultan with the aim to develop institutional linkages with
Indian institutions.

I commend the role of Prof.(Dr.) Ramesh Chandra Gaur, Director, National
School of Drama (NSD) as Guest Editor of the Journal. 1 also thank the Indian
authors for contributing their well-researched articles on various aspects of rich
Indian art traditions - music, dance, theatre, craft, folklore, paintings, festivals,
textiles and so on. | also appreciate the initiative of Mr. Sanjay Vedi, Director,
Swami Vivekananda Cultural Centre under the leadership of Ambassador
Shubhdarshini Tripathi in establishing cooperation with the Kazakh National
Choreography Academy.

This Special Issue on Indian Art and Culture will further strengthen the
ongoing cooperation between India and Kazakhstan.

With my heartiest congratulations!
\
(Megniakashi Lekhi)

New Delhi
25 July, 2022

FrateE - @ A, 181, Ay warey, ARy wite, 1 Re-110 011
Office : Room No. 181, South Block, New Delhi-110 011 Tel. : 011-23017763 E-mail : mos.ml{@mea.gov.in



KyYpMeTTi oKbipMaH!

CBamMu BrBekaHaHObI MaOeHU OpPTanblFblHbIH,
6acTamMacbiMeH, Hyp-cynTaH KanacbiHOarbl YHOICTaH enwiniri,
AnNTblHaM AcCbInMypaToBa 6ackapaTblH Hyp-cynTaH

KanacbiHOarbl Ka3ak yaTTblK Xopeorpadumsa akageMUACbIHbIH,
6actamacbiMeH bac pepaktop >aHHa TonbicbaeBaHbIH,
KEeTeKWINiriMeH vyHai eHepi MeH MaOeHMeTIHe apHasnfFaH
FbINMbIMW  YXYPHan4blH, apHaMbl  LWblIFAaPbI/IbIMbl - YXXapPbIKKA
LWbIKKAaHbIHA KYaHbILWTbIMbIH.

XakblHOa KasakCTaHFa »KacafFaH canapbiMga Kasak
VTTbIK XOpeorpaduma akageMnAachl KasaKCTaHObIK, KOFaMHbIH,
PYXaHW-3CTETUKANbIK, OaMybl YWiH xopeorpadusa eHepi MeH
MaaeHMneT canacbliHAa Kagpnap nasapnan, G6anet
KNaCcCMKacblHa, XanblK, AO3CTYPAepi MeH Xopeorpaduanblk,
Lwebepiikke OKbITbIM KaHa KOMMaW, FbiIbIMU 3epTTeynep
APKbINbl OCbl OSCTYPNepAi cakTay >XaHe OaMblTy XeHiHaeri
6iniM MekeMeci peTiHOe TaHbICTbIM. AKageMusa coHOan-ak,
©3iHiH 6aneT, PONbKNOPbIK XXaHEe TeaTP/blK, KOMbITbIMOAPbIH
OTaHOblK, COHOAM-aK, WeTengik anaHgbapgda >kapua etyae.
YHAaicTaH MeKeMenepiMeH MHCTUTYLLMOHANAbIK,
GannaHbiCTapdbl OaMbiTy MakcaTbiHOa AkagemMusa  Hyp-
CyntaHgarbl CBaMu BuBeKaHaHOa MaOeHM opTaliblFbIMEH
TbIFbI3 bIHTbIMaKTaCTbIK, OPHATKAHbIHA PM3aMbIH.

Kasak VYATTbiK Xopeorpadpma aKageMUacbiHa HKaHe
YKYPHaNAbIH WaKplpbIIFaH pegakTopbl peTiHae YNTTbIK ApaMa
MekTebiHiH, (NSD) gupekTopbl, Npodeccop (mokTop) PamMelu
YaHopa [aypablH  KaTbiICyblH »XOFapbl ©Garanan, yHAI
aBTOpMapbliHbIH, My3blka, ©W, TeaTp, KoneHep, ONbKIop,
KapTuHanap, ¢ectmBanboap, TOKbIMa »aHe T.6. TakblpbiNTap
Typanbl »XakCbl MaKananapsbl YWiH anfbiC anTaMblH.

YHOI eHepi MeH MadeHMUeT Typanbl OCbl ApHawbl
WblFapbiibiM - YHAICTaH MeH Ka3akcTaH  apacbliHOafbl
bIHTbIMAKTACTbIKTbl OaH 8pi HblFAWTaTblIHbIHA CEHIMAIMIH.

Aca 30p KypMeTneH!

YHpaicTaH YKIMeTiHIH
CbIPTKbI icTep XoHe M3eHUeT MeMNeKeTTiK MUHUCTPI
MuHakWwu Jlekxm



Odoporou untartenb!

9 pafa, 4YTo No MHMUMaTmnBe KynbTypHOro LeHTpa CBamMm
BuBekaHaHabl, [loconbctBa WHonm B 1. Hyp-CynTtaH,
Ka3axckomn HauMoHanbHOM akageMum xopeorpadumm B r. Hyp-
CynTaH, BO3rnaBfigeMon r->Xom AnTbiHaM ACbISIMYypPaTOBOMN,
M3naH cneumnanbHbIA BbIMyCK Hay4YHOro  »XypHana,
MOCBALEHHOIO WMHAOMMCKOMY WCKYCCTBY W Ky/bType Mnofa
PYKOBOAOCTBOM M1aBHOMo peaaktopa XXaHHbl TonbicbaeBow.

Bo BpemMa Moero HegaBHero BM3MTa B KasaxcTaH 4
y3Hana, 4TO Kasaxckag HauMOHaNbHaqa akageMusa
xopeorpadummn EBNAETCH FOCYyOaPCTBEHHbBIM YUYpeXXaeHMeM,
MMUCCUA KOTOPOro — TOAroTOBKa KagpoB B obnactu
xopeorpadpmnyeckoro UCKyccTBa W KynbTypbl AN9 OYyXOBHO-
SCTETUYECKOro  pPas3BUTUSA Ka3axcTaHckoro  obulecTsa.
AkageMmua He TOoNMbKo o0obyvyaeT 6GaneTHOW  K/accuKe,
HaPOAHbIM TPAAMLMAM U XOopeorpadmryeckoMy MacTepCTBY,
HO N 3aHMMAETCH COXPaAaHEHUNEM U PA3BUTUEM STUX TPAOAUNLINM
MOCPeaCTBOM HAy4HbIX WUCCMegoBaHUW. AKageMumsa Takke
CTaBUT cBowW 6aneTHble, GONbKIOPHbIE W TeaTpalbHble
MOCTAHOBKWM KaK Ha OTeYeCTBEHHbIX, TaK M Ha 3apybeXKHbIX
nnowagkax. MHe MpUMATHO OTMETUTb, YTO AKageMusa TeCHO
coTpygHuyaeT ¢ KynbTypHbIM LeHTpoM CBaMK BrBekaHaHObl
B Hyp-CynTaHe C uenbko pPasBUTUA MHCTUTYLMOHANbHbIX
CBA3eM C MHOMNCKUMUM YUpPeXOeHUIMU.

BblICOKO oueHMBatO y4dyacTme npodeccopa (QoKTopa)
PaMewa YaHgpa lMaypa, anpexktopa HauMoHanbHOW LLIKOMbI
apamMbl  (NSD) B KadecTBe [MpPUIrfalleHHOro pegakrtopa
XypHana. 9 Takke 6narogapto MHOMMCKUX aBTOPOB 3a MX
XOPOLUO MpopaboTaHHble CTaTbM O PA3MMYHbIX acnekTax
6oratbiX MHOMMCKUX XYOOXECTBEHHbIX TPAOAMLUN — MY3bIKU,
TaHUEB, TeaTpa, pemecen, GonbKaopa, KapTuH, decTmnBanewn,
TEKCTUNA U T.O. 9 TakKXKe BbICOKO OLUEHMBAO MHULMATUBY M-Ha
CaHgykan Begu, gupektopa KynbTypHoOro ueHTpa CBamMu
BumBekaHaHObl, Mog pPyKOBOACTBOM Mocna Lyb6xgaplumHm
TpunaTn opraHM3oBaBLLUEro COTpyAHMYECTBO C Ka3axckowm
HaLMOHaIbHOWM akageMmem xopeorpadmmn.

YBepeHa, 3TOT cneuuanbHbl BbIMyCK 006 WMHAOWMMNCKOM
MCKyCCTBe n KynbType eule 6onbLue YKpenuT
COTPYOHMYECTBO Mexay MHanem n KazaxctaHoM.

Moun NCKpeHHKMe no3apaBneHmns!

FocynapcTBeHHbIA MUHUCTP MHOCTPAHHbIX AeN U
KynbTypbl NpaBuTenbcTBa MHAMN MUHaKaWwu Jlekxu
10



KypmeTTi gocrap!

«Arts Academy» YXypHasnblHblH YHOICTaH MaAeHUeTIHe
apHanFaH WblFapbi/ibiMblHa KOL KengiHizoep!

¥CbIHbI/IbIN  OTblipFaH «Arts Academy»  HOMIPIHIH,
Giperenniri - oyn Kasak  yATTblK, ~ Xopeorpaduma
aKadeMUACbIHbIH,  XXypHanblHOAFbl  XXeke  6ip  engiw,
MOOEeHUETIH TaHbICTbIPy ©OOWbIHLLIA anfFallKkpl ToXKipube.
dunocodTap exxenmaeH eH, >XyMbak, pyxaHWu, «KbiIMbaT» >ep
caHafFaH YHAOICTaH eniHiH OCbl KbI3bIKTbl YXOHEe 6Te MaHbI34bl
»xobara 6acTamallbl 60NFaHbl TaMalla OKWFa.

Bapnblk aBToOpfapAblH, 63 LblFapMallblfblFblH CYMETIH,
YKAPKbIH, 8Cepi, LblH XYPEKTEH »a3aTblH »Xac 3epTreyLlinep
eKeHAIr KeHIN KyaHTapblK XanT. Op6ip »XyMbICTa TapUxKa
epeKlle Ke3Kapac, OaCTyp/iep MeH KyHAObINbIKTapFa KypMeT
KepiHeai, 3aMaHgacTapbiMbi3gblH O9CTYP/I eHep TyprepiH
cakTamn Kany »aHe [OaMblTy Macenenepi HemMmece anKplH
MblCangapbl Typanbl He »a3ca [4a, XanblKTblH TaFOblpbl MeH
TapuxblHa ©30€epiHiH,  KATbICblH  TOMbIK  TYCIHETIHAIrI
GanrKanagbl.

Erep OKblPMaHOapPbIMbI3 pyXaHu aFapTyFa,
MeNipiMaOiNikKke  »aHe WbiHaMbl  Te3iMAOiNiKke  OereH
TannblHbICKA Heri3genreH YHAOICTaHHbIH,  eXXenri  AiHiHe,
dnnocoPpmacbl MeH ©HepiHe LWblHAWbl  KbI3bIFYLUbIMbIK,
TaHbITKaH 60/1Ca, OHOa OCbl XXYPHaAaFbl YXYMbIC CSTTi ©TTi Aen
ecenTenMis.

MeHiH HakTbl OineTiHIM: KyHObIIbIKTapabl »acTapdblH,
OoMblHa CiHipreHge, eHep MeH LWblFapMallbliblK, MaH[I
»acamabl. Kasipri 3aMaHOacTapbiMbI3  «XanblK, pPyXbl» gen
aTanaTblH YFbIMObl MYpPa eTin KanablpFaHaa, NporpecTiH ce3cCi3
60onaTblHbIHA CEHIMOIMI3.

Kasak yNnTTbiK Xopeorpadus akaaeMHUACbIHbIH PEKTOPbI
A. AcbinMmypaToBa
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Dear friends!

Welcome to the scientific journal «Arts Academy»
dedicated to the culture of India!

The unigueness of the proposed issue of «Arts Academy»
is that this is the first experience of presenting the culture of
one particular country on the site of the scientific journal of
the Kazakh national academy of choreography. It is also
remarkable that the beginning of this interesting and very
important project was laid by India, a country that
philosophers have long called the most mysterious and
spiritual land, "precious India".

It is especially touching that all authors are young
researchers, passionate about their work, writing vividly,
emotionally and sincerely. Each work shows a careful attitude
to history, respect for traditions and values, an absolute
understanding of one's involvement in the fate and history of
the people is felt, no matter what our contemporaries write
about: problems or positive examples of the preservation and
development of traditional arts.

We will consider our efforts on this journal accomplished
if a reader develops a sincere interest in India with its ancient
religion, philosophy and art, based on striving for spiritual
Enlightenment, kindness and true tolerance.

| know when values are passed on to the youth, there will
be space for the art and creativity for sure. And we are
absolutely convinced that when contemporaries actively
inherit what is called the "spirit of the people", progress is
inevitable.

Rector Kazakh national academy of choreography
A. Assylmuratova
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Adoporue apy3ba!

Paobl NPUBETCTBOBATb KaXXOOMo M3 BaC Ha CTpaHMLax
XYpHana «Arts Academy», MOCBALLEHHOrO KynbType NHanm!

YHUKaNbHOCTb NpegsiaraeMoro Homepa «Arts Academys»
3aK/to4YaeTca B TOM, UYTO 3TO MepBbIM OMbIT Mpe3eHTaumm
KyNbTypbl OOHOWM OTAENIbHO B3ATOM CTpaHbl Ha rouwlagke
XYypHana Kaszaxckomn HaUMOHaNbHOMN aKageMmnm
xopeorpadunmn. 3ameyarteneH M TOT GaKT, UTO Havano 3TOMY
MHTEPECHOMY N OYEHb Ba)XHOMY MPOEKTY NONoXunia NMHoma —
CTpaHa, KOTopylk Guocodbl M3OaBHA HAPEKIM CcaMou
3arafioOYyHoOM 1 OYXOBHOW 3eMen, «aparoueHHon MHgmnems.

Ocob6eHHO TporaeT TOT GakKT, YTo BCe aBTOPbI — MoSioable
nccnepoBaTenn, yBeyeHHble CBOMM TBOPYECTBOM, NULLYLLIME
APKO, SMOLIMOHANbHO, MCKPeHHe. B Kaxxgon paboTe CKBO3UT
6epeXxHoe OTHOLLEHME K MCTOPUN, YBaXKEHME K TPAANLMAM U
LLEHHOCTAM, 4yBCTByeTCcA abCcontoTHOe MOHMMaHue CBOen
MPWYaCTHOCTU K cyabbe M UCTOpMKM Hapoda, O YeM Obl HU
MMcanm Haln COBPEMEHHMUKM: O MpobnemMax Miam NO3nNTUBHbIX
nprMepax COXpPaHeHUsa U PasBUTUA TPagUUMOHHbIX BUOOB
MCKYCCTB.

Mbl 6ygeM cumTaTtb pPaboTy Hag 3TUM  >XKypHasioM
COCTOSIBLLUENCSH, €CnM Yy Hawero uyutatena o0603Ha4YnTCA
NCKPEHHWIN NHTepec K NHOMK C ee OpeBHENLLEN peENUrmnen,
dunnocodpumen % MCKYCCTBOM, OCHOBAHHbIX Ha
YCTPEMMNEHHOCTU K OyXOBHOMY [lpocBeTneHuto, 0obpoTe um
NCTUHHOW TONEPaAHTHOCTM.

TOUYHO 3HaK: KOrga LEHHOCTW MepenarTca MOMOoAbIM,
MCKYCCTBY U TBOpPYECTBY — ObITb. 1 Mbl abCOMOTHO yoeXKaeHbl
B TOM, YTO KOIr4a COBPEMEHHMKM aKTUBHO HacenytoT TO, UTO
Ha3bIBAIOT «AyXOM Hapomda», Mporpecc Hem3bexKeH.

PekTop KasaxcKou HauMOHarIbHOU aKaaeMum xopeorpadpum
A. AcbliIMypaToBa
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KypmeTTi gocrap!

«Arts Academy» XKypHasblHblH OCbl LLUbIFAPbINTbIMbIH OYKInN
aneM fFanbiMOapbliHbIH, 3epTTeyLlinepiHiH Ha3apblHa YCbIHY
MeH VLiH yNKeH FaHmbeT. LUblFapblfibiM eHepTaHyablH, 6an
YKOHe ap Typ/i akageMuanblK canacblH KaMTuObl, O TeaTp
KOWbINIbIMOAPbIMEH KaTap ©HepTaHy CblHbIHbIH, CanacbiH
Kypangobl. OHOa KnacCUMKanblK, MNaHOepAeH TbIC 3ccenep
yYCbiHbITFaH. OHAa K/accuKanblK, NaHOepAeH TbiC 3ccenep
YCbIHbITFaH. 3epTTey epKiH Typae afjaMOapMeH,
KOJTOHepLWINnepMeH, opblHOayLWblTapMeH xyprisineni. Ocobl
yLeYiHiH apacblHOafFbl KAapbIM-KATbIHACTbl 3epTTeyre AereH
YMTbIIbIC  ©Hep TapWXblH CblIHW TypfbldaH 3epTreyre
ONTUMMUCTIK »XOHe »aHOaHFaH KpI3blFYLWbINbIKTbI Gingipen,.
CisgepaiH Ha3apfapblHbI3Fa  YCbIHbIIFAH  WblFapbliabiMFa
TeaTpNaHAbIpbIIFAH KOWbINbiIMOApAaH 6actan KONIMeH TOKy
TEXHONOMMACbIHA OEeWiH, YHAOINIK Kypan eHaipywinepaeH
6acTan 6u-gpamManbliK MOOEHMET apKblIbl )keke 6acblH i3geyre
OEeWiHI KenTereH accenep Kipeai. ccenep, Tyractam anFaHaa,
eHep TapWXblHbIH KypAeniniriH TyCiHyOl KepceTedi »XaHe
Teopwus MeH MPaKTUKAHbIH, ©3€eKTiI MacenenepiH
aKMapaTTaH4blpyFa biKNan eTeqi.

«TeaTp eHepi aHe OHbIH, 6iniM Gepyaeri MaHbI3bl» Oen
aTanaTblH OipiHWI Makanaga TeaTpP ©HepiHiH, Macenenepi
6agHOanagbl »XaHe OHblH, Kasipri 6inim 6epy >KyMeciHeH
YKOFanybl cunaTTanagbl. Makanaga 6ananapgbl »XaH->KaKTbl
OaMbITy VYWIiH MekTen 6GarFgap/laMacbiHa TeaTp ©eHepi
cabaKTapblH KOCY YCbIiHbI/1aabl. ABTOP TeaTp TEK OWMbIH-CaybIK,
Kypasbl faHa €eMecC, COHbIMEH KaTap OpPMaH OTbIPFbily,
Kbl3oapablH ©6iniMi, Typni erynep, CrNa, COVID, cyabl
yHemMaey, 6ananapablH HEKECIH, CUKpIp cangapbiHaH 6onaTbiH
ONiMHIH anablH any »aHe T. 6. CUAKTbl enpaiH ©e3ekKTi
Macenenepi  Typanbl  KOMNuwinikTi  akmapaTTaHObipyOblH
2/1eyMETTIK-KOMMYHUKATUBTI Kypasibl EKEHIH anTaabl.

AHaHba Muwpa e3iHiH «lWnBa Pyapa BuHaHbIH
KEHICTIFIH aHbIKTay: OCbl €XefNri My3blKanblK, acnanTblH
ONCKYPCbIHOAFbl MUGTEPAIH, HaHbIMOAP MeH daKTinepaiH,
3epTTeynepiH i3gey» aTTbl  MakKajlaCcblHOAA KJ/lTACCUMKanbIK,
MY3blKa YLIH KEHIHEH KOMOAHbI1AaTbIH eXXeNri yYHOiI My3blKalblK,
acnabbl Pygpa BuHa Typanbl TepeH, 6aaHganabl. ABTOp  OChl
OKCTPaBaraHTTbl  AcNanTblH,  »XacanyblHblH,  KblP-CbIPblH,
OHbIMeH 6GannaHbICTbl  MUDPTEP MeH CTepeoTUNTepai
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3epTTeyre TbipblCadbl, COHbIMEH KaTap Pyapa BuHa OaCcTypiH
caKTay YLUiH yaKpITNeH Kypecin, 3aMaHaymn My3blKanblK TasiFamM
canacblHOaFbl e3repicTepre Kapchbl LWblkkaH Pyaopa BuHa
acnabblHblH, KeMbip KepHEeKTI opblHAAYLUbIIaPbIHbIH, KyLL-
Kirepi Typanbl oHriMenemnmai. ¥cCblHbiNFaH 3epTrey — Oyn
KMaCCUKanblK, My3blKanblK, acrnanTbliH OaMybl MeH KeHiHeH
KONAaHbINybl Typanbl MaceneHi keTepy Maceneci.

«Dynkapun, Cammm oaHe Caaga MUHT — MNMeHoKabUaTThI
TYCiHy» aTTbl YLWiHWI Makanaga [lleHoyXkab anMarblHOAFbI
GiperennikTiH KanbiNTacyblH CblHWM TypFblOaH 3epTrenai.
ABTOop TeHOykabumaT He MaFblHaHbl OingipeTiHiH  XKoHe
MeHokabTa »eprinikTi donbkIop MeH My3blka MageHMUeTI
HerisiHoe GiperennikTiH Kanaw KanbliNTacaTbiHbIH 3epTTeyre
yMTbinagbl. NeHoKabTblH MaHI MeH eMip cypy Tacini 6onbin
TabblnaTblH «[NeHoyXabuaTt» 6enrici, atan anmTKaHaa, XanblKTbIK,
KMiM KecTenepiHoe (bynkaapwu »aHe 6aar), xanblk, 6ui MeH
My3blKanblK, eHep dopManapbiHOa (CaMMK XaHe [OyKaaro)
XOHEe KOoHakyKaumnbinblk, TypiHAae (Caan TuHAO) KepiHegl.
Phulkari — 6yn oH 6eciHwWi Facblpgarbl MNeHoykab ayblinbiHOA
TaMblp »XaMFaH XanblKTblK, ©Hep KecTenepi 6onca, eHep
TyblHAObICbI Dupattas-Ta KeHiHeH KonaaHblTaObl YXeHE »apKblH
TapUXM 6TKEHHIH KOPHEKI acepiH cypeTTenai. Kectene Kpi3bin,
TaHKAMaPIbIK KbI3FbIAT YXOHE KO KYPEH, Kbi3blST TYCTI YKapPKblH
reoMeTpuanblKk, MedanboHOapbiHaH  6acTtan, MaTagafrbl
MOHOXPOMATMKanbIK, anTblH robeneH epHekTepi, MNeHmxab
ayblfblHbIH, agaMaapbl MeH 3aTTapbl OeMHeneHreH Kecrtenep
anwblkTanagbl. CaMMuM — Oy XKeprifikTi 61 ctuvni, on MNeHaoxXxab
TannanapbliHbIH aMengepi apacbiHOa KeHiHeH opblHOAMNagbl
YKoHe ofapablH LWbiHambl MNeHaKabuma pyxblH 6enHenewTiH
e3iHaik 6enrici 6onbin Tabbinagbl. Caaga MNuHO ce36e-ce3
«MEHiH, ayblfibiM» Oen aygapbiianbl, 6ipnik cesiMiH XeTkizeai
YXOHEe ayblfiFa OereH aMouUmsa MeH CYyMICNEHLWINIKTI kepceTeal.
3epTTey «MNeHaKabunaTTbl» OocCbinan Herizgenai; nemek, «YHAi
MoOeHU eHepi» 6i30iH  axkplabl  KYPbINFbIIapbiMbI30aFbl
MOHOTOHOblI  OblObICTapbl  Gap  Xeke  Japa  KoHe
poboTTaHadbIpbIIFaH  GalnaHbiCKa KapaFaHOa, »KOFanFaH
OOCTbIK, >ONAacTblK, KYHObIIbIKTAPbIH, CbIPTKbl LiblHAWbI
dNeMMeH  KApbIM-KaTblHACTblH,  apPTbIKLWbI/bIFbIH  KaWTa
TYCiHYre bIKMan eTyi MyMKiH.

Keneci «KoneHep, MoageHMeT »»XoHe Kacinkepnik:
YaHgepwuaeri TOKy O9CTypi» aTTbl MaKana eHep TapWXbIHbIH,
MOHOTOHAbI LleKapanapbiH ©Oy3biM, eHOipic MageHMeTIMeH
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GaMNaHbICTbl  TOKY ©HEepiHiH Kemn  Kblp/lbl  acneKTiCiH
KapacTblpaabl. KoneHep eHaipyLui MaOeHMeTTepaiH
MaTepuangblK >XaHe MaTepuangblK, €Mec acrnekTinepiH
6evHenewnai. JacTypni KoneHep — 6y MoOeHMUETTIH, e3repyi
MeH YTKbIPMbIFbIH 3epTTey YLWiH Koflanfbl MO3MUUAHDI
KaMTaMacbl3 eTeTiH MOoOepHM3aUUS  TexXHONOrMaCbIMeEH
YMNeceTiH YTUNUTaPbIK XaHe 3CTeTUKaNbIK acnekT. Makana
KananblK »xaFgamga mMageHueT neH 6usHecTiH 6annaHbICbiH
Tabyra Tbipbicaabl, ocbinanila YHAOI KOHTeKCTiHaeri busHec-
aHTponosormg canacblH 3epTTenai. Makanaga
»xahaHOaHyOblH TOKY cafilacblHa oacepi AOe TanKbllaHagbl.
Kasipri yakblTTa TexHonormanapibl, KoMeHeplwinep MeH
KecKiHgepai XYMbIObIPY cypeTwinep MeH OTKEeH
MaOeHMeTTepPOiH YKCacTblFbIH OaMblTagbl, 6yn ogaH api
MMNPOBM3aLUMAFa, XaHALWbINObIKKA »XOHEe aHa KepKeMOiK
CTUNbOepPOiH KebetoiHe akenen.

«YHOI MUHMaTOpanapbl» («MaxapuaiH cypeTtrepi: YHAI
nemsaxkgapblH, KOFaMOblK, eMipai »aHe [uT [oBUMHOAHbIH,
MaxabbaT oHOepiH 3epTTey») Aen atanaTtbiH 6eciHwWwi Makanana
YHAI MUHWMATIOPANapbL MeH Maxapuain, cypeTtTepi
TankplNaHagbl, onap KebiHece KoOFaMAblK, ©Mip, MageHueT
YKoHe TaburaT aneMiH benHenenai. ABTop lNaxapun MekTebiHiH
KaMKOPJIbIFbIMEH ©pKeHAereH oapTypai  MUHMATIOPanbIK,
MeKTenTepai cunatramgbl. byn KecKiHOeMe MeKTenTepiHiH
TakblpblObl  MaTwanap M™MeH onapAdblH  >XybannapbiHbIH
nopTpeTTepi, coHAgan-akK yibl akbiH Xan [O3Ba Xa3FaH [UT
FoBMHATIH MaxabbaT nuMpuKacbiHa HerisgenreH OoKuFanap
TOHiperiHe TonTacTbipbiiFfaH. COHbIHAOAQ, aBTOP KecKiHOeme
MeH MWHMATIOPaHbIH, OCbl epeKlle CTU/IH CakKTayfa KeHec
G6epeni, ©TKEHI oNlap agaMablK KacneTTep MeH 6eK3aTTbIKTbIH,
Tya GiTkeH TabuFaTblH KepceTea,.

«Xonun KesiHOe paciMai opblHOay» aTTbl Kefeci Makana
Xonun dectmBani KesiHae OTKI3iNreH MaaeHW KepiHicTepal
TepeH 3epTreyre apHanfaH. XonM MepeKeciHe oaphanbiM
KYPTLWbIIbIK, — KATblCaTblHAbLIKTAH, Makanaga KapHaTaka
LITATbIHbIH, KeWMeni Man wapyalblblFbl KaybIMOACTbIFbI [Op
BaHpgykapa JTambaHmnmMeH 6aMnaHbICTbl Kypoeni
KepceTiniMaep 3epTreneqi. ABTOp OCbl KOFaMaaCTbIKTa XOun
MepekeciMeH GalnaHbICTbl conney MeH LelleHaik eHepaiH,
SPTYPNI Ke3eHOepiHe XXyMeni Typae cunatraMarsbiK, Tangay
>»xacamabl. CoHOam-aK, ON [AOXyHO PacCiMiHIH, Kyp4geniniriH
MYKUAT Tangangbl XXoHe KOoFaMAblK, eMip npoueciHae ic-
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dpEKETTEP MEH OKMFanapabl Kanawm Kypy YLiH YaKpbIT, KEHICTIK
XoHe  agaM  geHefnepi OHblH  2neMeHTTepi  60nbim
TabblNaTbIHObIFbIH 3epTTenai.

«HacingiH 2HepreTukanblK, TeOpPUAChl: TbiHbIC —any,
SMNATUA YXKOHEe Kasipri aKTepniK OanblHObIKTaFbl 9/1-ayKaT»
aTTbl >KETIHWI MakKanaga Kasipri aKTepnik OanblHAObIK,
MOCTCTaHMCNaBanblK, Tocinoep KoHe aacTypni
OpPbIHAAYLbIIbIK, TaXipnbeHi »aHOaHOblpy MacenenepiHe
mparMaTMKanblK  Ke3Kapac yCblHbiAFaH. Makana  YHai
aCTeTMKacbIHAOA epekLle OpbIH anaTblH Hacin
TY>KblPbIMAAMACbIH KONOaHYyObIH 94iCHAaManblK, HETi3IH YCbIHY
VWIiH  TbIHbIC  anygblH  >XaHa  SA4icTepiH  KepceTeql.
Henpodbusmnonormanbik, npouectepai npakTuKanblk 3epTrey
Ka3ipri akTepnik gamblHObIKTAFbl /1-ayKaTTblH, MaHbI34bIbIFb
MeH peniH TyciHydl KeHewuTefdi. COHbIMEH, KyXKaTTa
KOHCcepBaTopusanap MeH KOCIMTIK 6inimM bepy
MHCTUTYTTapblHOAFbl 9/1-ayKAaTKa Heri3genreH Tacinre keuwy
naHOeMMAOaH KeWiHr  afeMHiH,  MacenenepiH wewyre
KaykeTTi 6enimaeny 6onbin Tabbinagbl.

«Donbknopabl Kopray: YHAOI eHepiHOeri Kocy, KaTanorTay,
Ky)XaTTay, CaKTay »>XoHe i34ey MacenenepiMeH oe3apa ic-
KMMbIM» aTTbl Keneci Ky>KaT GONbKIOPObl XXoHe MaTepmanablK,
emMec mMageHm MypaHbl (MEMM) cakrayra »oHe i3geyre,
KaTanorTayfa, ayOMoBM3yanablK Ky»XaTTayFa apHanfaH. On
YHOicTaHOarbl  QONbKAOPObl  Ky>XXaTTay CTpaTerusacbiMeH
dficHaManblk, Macenenepgi wewyre HUeTTI. ABTOpP VYHCI3
KyObl/biCTapabl YO VYLWiH apTedakTinepni »a3y kesiHae
KOCbIMLLA aKMnapaTTbl KOCY ToCiNAepiH »acayabl yCbiHaabl.

«ani: KawmMumpae »acanFaH epekle TOKbiMa» aTTbl
TOFbI3bIHWbLI ~ Makanaga  Kawmwupgeri  wani  eHaipici
3epTTeneni. Kawmumpae namaa 60onFaH »aHe caTbllaTbiH Oy
TOKbIMa »eprinikTi 6iperennikTiH 6enrici 6onbin Tabblnagb.
TOKy YNrici MeH Ha3iK Wwebepniri MaTaHblH, 6yn TypiH 6GapFaH
CavblH TaHbIMan eTTi. Makanaga MblHagaw CcypakTap
KapacTblpbinagbl: Weni nereHimis He? LLani Typnepi kaHaam?
OHbl acayfFa He Kipepfi? LLiani TokyablH KaHOam agictepi 6ap?
On KaHaaw spTypPni aTpMbyTTap apKpl/bl TaHbIMaN?

Ocbl WblFapblbiIMHbIH «OpbiHOAYLWbIMbIK, ©Hepaeri YHAI
acranTapblH eHAaipyLWwinep» aTTbl COHFbl 3CCeciHOe ©eHep
MHOYCTPUACbIHOAFbl Ka3ipri e3repictepdi CbiHWM TypFblOaH
3epTTenai >xoHe TepT daKTopablH ©3apa ©GannaHbICbIH
3epTTenai, artan  aunTKaHga: OWblH  TexXHWUKacCbIHOAFbI
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esrepicrep/xeTingipynep, OMbIH MaTepuangapbiH
TaHOayOaFbl apTbIKWbIAbIKTap, OpblHOAY CTUAIHIH e3repyi
YKOHEe  Kypan  apxXMTEeKTypacbliHblH — e3repyi. ABTOPAbIH
anTyblHLLA, KOFaMaafbl e3repictepdiH acepi agamMaapbliH,
eHep TypiHe [OereH KaMKOP/blK >XoHe >»anMbl KapbiM-
KaTblHACblHa TiKenew acep eTedi. My3blkaHbl TaHOay >XoHe
OyKin anempaeri KenuwinikTiH Ha3apblH aydapy My3blKanbiK,
MHOyCTpUaFa KaTTbl acep eTTi. Ocblanwa, Makanaga
»xahaHOaHyOblH My3blka WHAOYCTPUACbIHA >XoHe acnanTtap
eHAipiciHe acepi KapacTblpblnaabl.

CesiMAi agKTam oTblpbIn, «Arts Academy» XypHasblHbIH,
OCbl CaHbIH TblH MaKananapMeH 6ambITbiMN, 63 yeciH KOCKaH
FanbIMOapbIMbI3 6eH aBTOPNAPbIMbI3FA LLbIH YXYPEKTEH anfblC
anTaMblH.

3Tt ST ST 3 g forerEta |

"Art Academy" XypHarsbiHbIH LUaKblpblJIFaH
peaakTopbl Mpod. Pamews YaHpapa Mayp
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Dear friends!

It gives me immense pleasure to place this issue of the
Arts Academy in the hands of scholars, researchers all over the
world. The issue illustrates the rich and diverse academic
terrain of Arts studies, which alongside constitutes the field of
Theatrical performances to art-historical criticism. It features
essays that transcend the undefended border of classical
disciplinary boundaries. The issue arbitrarily dwells on many
crossings with people, artisans, and performers on the move.
The quest to explore the relationships between the three
represents an optimistic and resurgent interest in the critical
enquiry of the art-historical past. This issue deals with a wide
range of essays from Theatrical art performances to hand-
weaving technologies and from Indian instrument makers to
the search for identity through dance-drama culture. The
essays overall show an appreciation for complexity in Art
history and foster more informed debate on arching issues of
theory and practice.

The first paper entitled Theatre Arts and its Importance
in Education highlights the problems of Theatre arts and
outlines its disappearance from the current education system.
The paper advocates for the inclusion of Theatre arts studies
in the school curriculum for the overall development of
children. The author points out that the theatre is not only a
means of entertainment but is also a social-communicative
tool to raise awareness among large masses for the burning
issues of the country such as afforestation, girl child
education, various vaccinations, AIDS, COVID, Save Water,
prevention of child marriage, dowry deaths etc.

Ananya Misra in her paper entitled Identifying the Space
of Shiva's Rudra Veena: A quest to explore Myths, Beliefs and
Facts in the discourse of this Ancient Musical Instrument
profoundly talks about Rudra Veena, an ancient Indian
musical instrument believed to be most widely used for
classical music. The author tries to explore the intricacies
involved in the making of this extravagant instrument, the
myths and the stereotypes related to it, and the efforts of
some prominent Rudra Veena players who have fought with
time and defied a change that's inclined to modern musical
taste in the quest to keep the tradition of Rudra Veena alive.
The paper tries to raise the silent voices advocating the
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promotion and large-scale use of this classic musical
instrument.

The third paper Phulkari, Sammi and Saada Pind -
Understanding Punjabiyat critically examines the identity
making in the region of Punjab. The author tries to explore
what Punjabiyat means and how the identity is coined in
Punjab around the local folklores and music culture. The
proposition ‘Punjabiyat’ which is the essence and way of
being a Punjabi, is reflected specifically through its attire-folk
embroidery (Fulkaari and Baag), Folk-Dance and Music Art
forms (Sammi and Jaago) and the focal point of hospitality
(Saada Pind). While Phulkari is folk-art embroidery with its
root in the fifteenth century rural Punjab, the art work is
extensively used on Dupattas and illustrates the visual impact
of the vibrant historical past. The embroidery work ranges
from striking geometric medallions in reds, shocking pinks,
and maroons, through almost monochromatic golden
tapestry-like,  fabric-covering designs, to narrative
embroideries depicting people and objects of rural Punjab.
Sammi is a local dance style performed widely among the
tribal women of Punjab and is an identity marker which
reflects their true spirit of Punjabiyat. Saada Pind literally
translated as ‘my village’ conveys a sense of oneness and
reflects the emotions and attachment towards the village. The
paper thus establish how ‘Punjabiyat’; and consequentially
‘Indian’ cultural art forms’ can be a possibility of re-looking at
the lost values of friendship, camaraderie, connection with the
outside real world rather than a disparate and robotic connect
with the monotonous clicks on our smart devices.

The next article on Craft, Culture and Entrepreneurship:
Waving tradition in Chanderi breaks the monotonous
boundaries of art history and looks into the varied aspect of
art of weaving, which is associated with the culture of
production. The craft embodies both the tangible and
intangible dimensions of producing cultures. The traditional
craft constitutes both utilitarian and aesthetics aspect
interweaved in the modernization technologies providing a
vantage point to study the change and portability of culture.
The article makes an effort to locate the intersection of culture
and business in an urban setting, thus, exploring the ambit of
business anthropology in the Indian context. The paper also
discusses the impact of globalization in the weaving industry.
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The modernity's mobilization of technology, artisans, and
images cultivates affinities between artists and cultures of the
past leading to further improvisation, innovation and
reproduction of new art styles.

The fifth paper entitled Indian miniatures (Pahari
paintings: a study of Indian landscapes, social life, and loving
songs of Geet Govinda) discusses on Indian miniatures and
Pahari paintings which largely depicts the picture of social life,
culture and nature. The author describes different schools of
miniatures that flourished under the aegis of Pahari School.
The theme of these schools of paintings centred around the
portraits of Kings and their consorts and the stories based on
the love lyrics of Geet Govind composed by the great poet
Jaya Deva. The author finally recommends to preserve this
unigue painting styles and the miniatures as they truly
represent the innate nature of human qualities and kingship.

The next paper Performing Rite in the Holi is an in-
depth study of the cultural performances played during the
festival of Holi. As Holi has always involved community
participation, the article studies the complex performances
associated with the Gor Banjara Lambani, a nomadic pastoral
community of Karnataka. The author systematically makes a
descriptive analysis of the various stages of performances and
oratory attached to the Holi celebration among this
community. He also meticulously analyses the complexity of
the rite of dhund and investigates how time, space, and
human bodies are its elements to create activities and events
for the process of commmunity life.

The seventh paper Energizing Rasa Theory: Breath,
Empathy, and Well-being in Contemporary Actor training
presents a pragmatic approach to questions of contemporary
actor training, post-Stanislavskian approaches, and
vitalisation of traditional performance practices. The paper
elaborates outwards from the rediscovery of breath, to offer a
methodological base from which to engage the concept of
Rasa which occupies a pre-eminent position within Indian
aesthetics. Practical engagement with neuro-physiological
processes widens understanding of the importance and role
of well-being in contemporary actor training. The paper finally
argues that a shift towards well-being-based approach within
conservatories and performance training institutes is a must
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needed adaptation to meet the challenges of a post-
pandemic world.

The next paper entitled Safeguarding Folklore:
Engaging with the Issues of Accessioning, Cataloguing,
Documentation, Storage and Retrieval in Indian Arts focuses
on the accessioning, cataloguing, audio-visual
documentation, storage and retrieval of folklore and
Intangible Cultural Heritage (ICH) from the perspective of
policy designing. It intends to highlight methodological issues
with the documentation strategies of folklores in India. The
author proposes to devise ways in which the extra information
may be incorporated while recording artefacts to remove a
layer of silence from it.

The ninth paper Shawl: The Unique Textile from
Kashmir explores the Shawl making of Kashmir. This textile
explicitly born and traded in Kashmir is a symbol of local
identity. The weaving pattern and the fine craftsmanship has
increasingly popularised this textile form. The paper delves on
the questions of: What is a shawl? Which are the various types
of shawls? What goes into its making? What are the multiple
techniques for weaving the shawls? What are the different
attributes that make it popular?

The last essay of this issue Indian Instrument Makers in
Performing Arts critically examines the ongoing changes in
the art industry and explores the inter-relationship between
the four factors, namely, the changes/advancement occurred
in playing techniques, picking preferences of playable
materials, changes in execution styles and the changes of
architecture of the instruments. The author says that the
effect of changes in the society directly reflects on the
patronization and general attitude of the people towards the
art form. The choice of music and the urge to appeal the
masses of the world has greatly shaped the music industry.
The paper thus studies the impact of globalisation on the
music industry and the instrument making.

| am closing my words with heartfelt gratitude to our
learned scholars, contributors for enriching this issue of Arts

Academy.
3fer o Tt & Tag fommfa |

Prof. Ramesh Chandra Gaur
Guest Editor "Arts Academy"
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Adoporue apy3bsa!

MHe [OOCTaBfg9eT OrpoMHOEe YyOOBOMbCTBME MepenaTb
3TOT BbIMYCK »XypHana «Arts Academy» B PYKU YYEHbIX,
mccnepoBaTenem Bcero Mupa. BbinycK  uAncTpupyeT
boraTyto U1  pPa3HoOOLpPaA3Hytd akagemMumueckyro  cohepy
MCKYCCTBO3HaAHMA, KOTOopas Hapagy ¢ TeaTpalibHbIMU
MoCTaHOBKaMK cocTaBndgeT o6nacTb MCKYCCTBOBEOYECKOW
KPUTUKKN. B HEM NpeacTaBfieHbl 3cce, BbIxogaLlMe 3a rpaHuLbl
KIaCCUYECKUX AONCUMNNMH. WccnenoBaHMe MPOM3BOSbHO
BbICTPAMBAETCA Ha MHOIMMX rMepecevyeHnUax C JiioabMuy,
peMecrieHHUKaMK, NCMOMHUTENAMM B Pa3BUTUMN.
CTpeMneHmne nccnenoBaTb OTHOWEHMA MeXXay 3TUMU TpeMs
npeacTaBnsgeT cobom ONTUMUCTUYHDBIA U BO3POXKOAOLLMINCS
NHTEpEecC K KPUTUNYECKOMY nccnenoBaHMIo
MCKYCCTBOBeOYECKOro npoLuioro. lNpeacraBngeMsin Bawemy
BHUMaHWMIO BbIMNYCK BKJIHOYaeT LWMPOKMIM CMNeEKTP 3cce OT
TeaTpalibHbIX MOCTAaHOBOK 00 TEXHOMOMMM PYYHOro TKa4YeCTBa,
OT MHOAMMCKMX NPOn3BOAUTENEN MHCTPYMEHTOB OO MOWUCKaA
NMOEHTUYHOCTU yepes TaHLUEeBaNbHO-APAaMaTUYECKYIO
KynbTypy. 2cce, B LeNIoOM, TOKa3blBAalOT TMOHMMaHMe
CMTOXXHOCTU UCTOPUM WMCKYCCTBa W cnocobcTBytoT 6Gonee
MHOOPMUMPOBAHHOMY OOCY)XOEHUIO HACYLLHbIX BOMPOCOB
TEOPUU U MPAKTUKMN.

B nepBom cTaTbe, o03arnaBneHHoOW «TeaTpalibHoOe
MCKYCCTBO WM ero 3HayeHuve B 006pa3oBaHMK», OCBELLAOTCH
npobnemMbl TeaTpasibHOMO WMCKYCCTBa W OMUCbIBAeTCH ero
MCYE3HOBEHME M3 CYLLIECTBYOLLEN CUCTEMbl 06pa3oBaHMd. B
CTaTbe MNpefafiaraeTca BKOUYUTb 3aHATMA MO TeaTpasibHOMY
MCKYCCTBY B LUKOJSIbHYIO MporpamMmy [Of9 BCECTOPOHHEro
Pa3BUTUA OeTen. ABTOP YKa3blBaeT, UTO TeaTp ABMAFETCA He
TOMMbKO CpedcTBOM  pasB/iedyeHus, HO W  coumaSibHO-
KOMMYHWUKATUBHbIM CpedCcTBOM MHPOPMUPOBAHUSA LLUMPOKMX
MacC O HacCyllHbix MpobnemMax CTpaHbl, TaKMUX Kak
necoHacaxgeHue, obpasoBaHMe [OeBoYek, pasfidHble
npususkuK, CINNL, COVID, askoHOMKA BOLAbI, NpenoTBpalleHmne
OEeTCKMX BpaKoB, cMepTel 1M3-3a NPUOAHOro U T. 4.

AHaHba Mwulpa B CBOeW CTaTbe, O3arnaBfieHHOM
«OnpepneneHne npocTpaHcTea LLmBbl Pyapa BWHbL MOUCKMK
nccnegoBaHma MmMdoB, BepoBaHMM M HaAKTOB B AOMCKypce
3TOro opeBHero MY3blKa/IbHOIO NHCTPYMEHTa»,
rnyOOKOMBbICNTIEHHO paccy»aaeT o Pyaopa BuHe — gpeBHEM
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MHOMWCKOM  MY3blKallbHOM UMHCTPYMEHTE, KOTOpPbIM, KakK
cuynTaeTcqa, Hawmbonee WMPOKO  MCMonb3oBanca  ang
KTaCCUYECKOM My3blkW. ABTOP MblTaeTca MCCnenoBaTb
TOHKOCTU, CBA3aHHbIE C CO34aHMEM 3TOro 3KCTPaBaraHTHOIro
MHCTPYMEHTa, MUPbI U CTEPEOTUMbl, CBA3AHHbIE C HWM, a
TaK)Ke pacckKasbiBaeT 06 YyCUNMMAX HEKOTOPbIX BblOAOLLMXCA
mcronHutenen Ha Pyopa BuHe, koTopble 60pOAMCL CO
BpeMeHeM U1 O6poCUIM BbI3OB KM3MEHEeHUAM B 061acTum
COBPEMEHHDbIX  MYy3blKalflbHbIX BKYCOB B  CTPeMIEeHUU
COXpaHUTb Tpaaunumm Pygpa BuHa., [llpencraBneHHoe
nccrnegoBaHMe —MomMbiTKa MOOHATbL BOMPOC O Pa3BUTUM U
LIMPOKOMACLUTAabHOM MCMOMb30BaHUM 3TOIO K1acCUYECKOro
MY3bIKa/IbHOIMO MHCTPYMEHTA.

B TpeTben cTaTbe «[Ixynkapu, Cammm n Caaga lNMUHT -
MoHMMaHWe TeHOyKabuaTta» KPUTUYECKM  UccneayeTca
dopMUpoBaHME NOEHTUYHOCTM B pervoHe MNMeHgykab. ABTOp
MblTaeTca MCCNenoBaTb, YTO O3Ha4daeT [1eHIKAabUAT M Kak
MOEHTUYHOCTb co3faeTca B eHo)kabe Ha OCHOBE MECTHOro
donbkopa WM My3blKallbHOW  KYNbTypbl.  3aaBMlIeHHOE
obo3HaueHMe «MeHOKabuaT», KoTopoe ABNAETCA CYLLHOCTbIO
M CMocoBbOM CyLIeCTBOBaHMA MeHOyKabla, OTparkeHo, B
YaCTHOCTMK, B HApPOO4HOW BblLLMBKe oaexXabl (Pynkaapwm 1 6aar),
B dopMax HapOOAHOro TaHuUa WM My3blKaliIbHOIrO MCKYCCTBA
(camMm 1 oXkaaro) n B pokyce roctenpummmcTBa (Caaga MNuHAa).
B 1o BpemMa kak Phulkari — 3TO BbllWMBKA HaApOO4HOrO
MCKYCCTBa, yXoasaLasd CBOMMM KOPHAMM B CENbCKMIM [eHaXKab
MATHaOLUATOro BeKa, MNpou3BeaeHMe UCKYCCTBa LWMPOKO
mcnonblyetcsa Ha Dupattas v mnaCTpUpyeT BU3yanbHoOe
BINAHME APKOr0 WUCTOPUMYECKOTrO MPOLWAoro. BbllwMBKa
BapbMpyeTCcsa OT HAPKUX T[EeOMETPUYECKMX MedanboOHOB
KpPacCHOro, LWOKMPYIOLWEro po30BOro M TeMHO-60paOoBOro
LLBETOB 0o MmoYyTKr MOHOXPOMATUUYECKMX 30/10TbIX
ro6eneHoBbIX  PUCYHKOB, TMOKPbIBAKOLWIMX  TKaHb, 00O
MOBECTBOBATESNbHbIX BbILUMBOK, M300pa)katolwmMx nogen m
npegMeTbl cenbckoro MeHmkaba. CaMMKM — 3TO MeCTHbIM
TaHLEeBalIbHbIM CTU/b, KOTOPbLIN LLUMPOKO UCMONHAETCAa cpeam
KEeHLWMH M3 nnemMeH [MeHmkaba v a9BnNgeTca MapKepom
MOEHTUYHOCTMK, OTPAXKaOLWMM UX MCTUHHbIW OyX MNeHaxxabua.
Caapa lMNMuHA B6ykBanbHO MepPeBOAUTCA KaK «MOS OepeBHSa»,
nepegaeTr olwyuleHne eguHCTBa WM OTpaXKaeT 3Mouun U
MPWBA3AaHHOCTb K nepeBHe. NccnepoBaHume Tak
obocHOBbIBaeT «MeHoyKabuat»; W, cnepoBaTesibHo,
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«KMHOUNCKME  KyNbTypHble  OPMbl  UCKYCCTBa»  MOTyT
MOCNYXXUTb ONF MNEePEOCMbICNIEHMA YTPAYEeHHbIX LLEHHOCTEMN
OPY>X6bl, TOBapMLIECTBa, MPEeMMyLLeCcTBa B3aMMOCBA3U C
BHEWHWMM peaslbHbiIM MUPOM, YeM C pPa3pPO3HEHHOUN U
POBOTU3NPOBAHHOM CBA3bIO C MOHOTOHHbIMU KMIMKaMU Ha
HaLLUMX YMHbIX YCTPOWCTBAX.

Cnepyrowas CTaTbs «Pemecno, KynbTypa n
MpeanpuUHMMaTENbCTBO: Tpaauuma TkadecTBa B YaHoepu»
NIOMaeT MOHOTOHHble TpaHULbl UCTOPUMM UCKYCCTBa U
paccMaTPMBAET MHOMOMPAHHbIN aCMeKT TKALLKOro UCKYCCTBa,
KOTOPbIM CBA3aH C KyNbTypoW Mpom3BoACTBa. Pemecro
BoM/owaetr B cebe Kak MaTepuanbHble, Tak U
HeMaTepuanbHble  acneKTbl MNPOU3BOOALLMX  KY[bTYpP.
TpagMuMoHHOEe  peMecno  npencraBnger cobom  Kak
YTUTUTAPHbIN, Tak % 3CTETUYECKUNI acnexT,
nepenneTaloWMmMca € TEXHONOTMAMKM  MoLepHU3aLUMn,
obecrneumBalolMN  BbIFOOHYK MO3UUMIO A9 M3YyYeHUs
M3MEHEHMIN N MOBUMIBbHOCTU KynbTypbl. B cTaTbe genaetca
MomMbITKa HaMTU rMnepeceyeHme KynbTypbl M 6GU3Heca B
rOPOACKMX YCOBMAX, TakKMM ob6pa3oM umccrenyetca chepa
OGU3HeCc-aHTPOMoOMOrMMN B MHOMMCKOM KOHTeKCTe. B cTatbe
Takke obcygaeTca BAUSHME rnobanm3aumm Ha TKALKYH
MPOMbILLTIEHHOCTb. Mobunnmnsaumsa TEXHONOrmmn,
pPeMeCNieHHMKOB W M300paXXeHMn B  COBPEMEHHOCTU
KYNbTUBMPYET CXOACTBO MeXay XYyOOXXHUKAMU U KYNbTypaMu
MPOLUMOro, 4YTo BeOeT K [JajibHeuwen UMMpoBM3aumn,
MHHOBaALUMAM M BOCMPOU3BEOEHUNIO HOBbIX XYyOOXXECTBEHHbIX
CTUNewn.

B naTou CTaTbe, o3arnaBneHHou «MHgnmnckmne
MUHMaTIOPbI» («KapTuHbI [NMaxapu: nccnegoBaHmMe MHOANMMCKNX
nemsaxkem, obLLEeCTBEHHOM YXU3HU U NOOOBHbIX NeceH TuT
FoBUMHAObI»), o0bCyXaatTca UMHOUNCKME  MUHUATIOPbI U
KapTWHbl [Maxapuy, KOTOpble B 3HAYUTENIbHOWM CTEneHu
M3006pPaXKAOT KAPTUHY OOLLECTBEHHOM >XU3HW, KYNbTypbl M
npuvpoabl. ABTOP OMUCbIBAET pa3sHble WKOSbl MUHUMATIOPI,
npouBeTaBLUMe Nod 3rnaon LWKosbl MNaxapu. TeMa 3TUX LWKOJT
YXMBOMUCK Bblna cocpenoTodeHa BOKPYr MOPTPETOB KOpoien
M UX CYnpyr, a TakXe MUCTOPUM, OCHOBAHHbIX Ha NtOOOBHOWM
nmpuke 't FoBMHAO, COYMHEHHOW BeNMKMM MO3TOM [Kagd
[I>Bon. HakoHel, aBTOp pPEeKOMEeHAOYeT COXPaHUTb 3TOT
YHUKaNbHbIN CTUMb XXUBOMUCKU U MUHMATIOPbI, MOCKOJSTbKY OH U
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OENCTBUTENbHO oTpakatoT BPOXKOEHHYIO npupoay
4esIoBEYECKMX KaueCTB U LLapCTBEHHOCTM.

Cnepytoulasa crtatba «BblmonHeHme obpsaa BO BpeMd
Xonu» npeactaBnaeTr cobown yrnybneHHoe uccnenoBaHue
KYNbTYPHbIX MNpeacTaBfieHnin, MNPOBOAUMbBIX BO  BpeMd
dectmBang Xonw. MNockomnbky B XOMM Bcerga y4dacTBoBano
coobLecTBO, B CTaTbe mccrnegyoTca CMOXXHblE
npencTaBneHns, cBa3aHHble ¢ Fop BbaHmkapa JlambaHu,
KO4YeBOW CKOTOBOQYECKOM OBLLUMHOM LWTaTa KapHaTaka. ABTOP
cucTeMaTU4ecKm npoBoaUNT ornmcaTesnbHbIN aHanm3
PA3MINYHbIX 3TAaNOB BbICTYMEHMMN N OPATOPCKOIO UCKYCCTBA,
CBA3aHHbIX C Mpa3nHoBaHMeM Xonm B 3ToM obumHe. OH Takke
TWaTeNbHO aHaNM3MPYeT COXKHOCTb obpada AxyHO W
nccrenyeT, Kak BpeMs, MPOCTPaHCTBO M YenoBeYyecKkme Tena
ABMAKOTCA €ro 3MeMeHTaMuy [Of9 co3faHua OeEUCTBUM U
CcobbITMI B NpoLiecce 0OLEeCTBEHHOM XU3HW.

B ceOobMowm cTaTbe «DHepreTmyeckaa Teopua pachl:
OblXxaHue, 3MnatMa KW 6naronofslydyme B COBPEMEHHOMN
aKTEepPCKOW MOoAroTOBKe» MpefdcTaBfeH MparMatnyecKmnm
noaxon K BOMpoOcaM COBPEMEHHOWM aKTEPCKOM MOArOTOBKM,
MOCTCTAaHMCTABCKMX MOOXOLOB N OXXMBNEHUSA TPAOANLMOHHbIX
NCMONMHUTENBbCKUX MPaKTUK. CTaTbd BbIXOAUT 3a Mpenenol
HOBOIO OTKPbITMA ObIXaHUg, YTOODI npenoXXnTb
MEeTOLOMIOMMYECKYO OCHOBY /19 UCMOTb30BaHUSA KOHLLEeMUMKN
Pacbl, KOTOpas 3aHMMAET Bblgatloulleeca TMOJIOXKeHUEe B
MHOWNNCKOMN aCcTeTUKe. MNpakTnyeckoe n3yyeHume
HEeMPOPU3NONOrNIYECKMX npoL.eccoB pacwmpaeT
MOHVMMaHME  BaXXHOCTWM KW ponwm  Gnaromonydmsa B
COBPEMEHHOW  aKTEPCKOWM  MoarotoBke. HakoHel, B
OOKYMEeHTe YyTBep)OaeTcd, 4To rnepexon K nogxoay,
OCHOBAHHOMY Ha 6naromnony4mm, B KOHCepBaToOpMaX W
MHCTUTYyTax MNpodeccuoHanbHOro obydeHusa  aBnsgeTcd
HeobxooMMOM  apjanTauMen Ong  pelweHusa  npobnem
MOCTNaHAEMUMYECKOTO MMpPA.

Cnenyouimm OOKYMEHT «OxpaHa donbknopa:
B3aMMOLEeNCTBME C BOMPOCaMUM BKIIIOUEHMA, KaTaormsauymm,
OOKYMEHTUPOBaHMA, XPaHEeHUsa K MoucKa B WMHOUMCKOM
MCKYCCTBE» TMOCBALLEH MPUCOeOMHEHUIO, KaTanormsaumm,
ayOMOBU3YyaNlbHOM [OOKYMEHTAUMMK, XPAHEHUIO U  TMOUCKY
donbkopa M HeMaTepuanbHOro KynbTypHOro Hacnegusa
(HKH) 13 nepcnekTmBbl pa3paboTk NonnTUKM. OH HaMepeH
OCBETUTb METOoAOoorn4Yeckme npobnemMbl Co CTpaTernamm
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OOKYMeHTUpoBaHMA Gobkiopa B MHOAMK. ABTOp npegaraeT
pa3paboTtaTtb  Ccnocobbl  BKKOYEHUA  OOMOHUTENbHOMN
MHbopMaumm nMpu 3anmucu aptedakToB, YTOOblI yOoanuUTb M3
Hee aBNeHnsa yManymBaHus.

B peBaton crtatbe «llanb: YHUKaNbHbIA TEKCTUNb U3
KawMmmpa» mccnenyetca UsrotoBneHme wanem B Kawmumpe.
OTOT TEKCTWUNb, POAMBLUMNCA U MNpofdaBaeMbl B Kawmumpe,
ABNAEeTCa  CUMBOJSIOM  MECTHOWM  UAOEHTUYHOCTU.  Y30p
TKayecTBa M TOHKOE MAcTepcCTBO caenanu 3Tty GopMy TKaHU
Bce ©Oonee nonynapHow. B cTaTbe paccMaTpuBatoTCH
BOMpocCbl: YTo Takoe wanb? Kakume 6biBatoT BUAbI Wanen? Yto
BXOOUT B ero cosfaHume? Kakue CyLLeCcTBYIT TeXHUKU
nneTeHna wanm? Kakve pasnuyHble aTpUOyTbl OeNatoT ero
NONyNAPHbIM?

B nocnegHeM 3cce 3TOro  BblnNycka «MHOMWCKME
npovsBoguTeNIn  UHCTPYMEHTOB B UCMONIHUTEIbCKOM
NCKYCCTBE» KPUTUYECKN NCCNeyTCs TEKYLLMNE N3SMEHEHWS B
MHOYCTPUU UCKYCCTBa N UCCNeOyeTCHd B3aMMOCBSA3b Mexay
yeTblpbM4 dakTopamMuy, a MMEHHO:
N3MEHEeHUAMU/YNYULLIEHUAMK, NPOU3OLLIEOLNMU B TEXHUKE
Urpbl, NpeanoYyTeHMamMm B Bbibope MaTepuanoB A9 Urpbl,
M3MEHEHUAMMU B CTUAEX UCMONIHEHMA U U3MEHEHUFX
APXUTEKTYPbl MHCTPYMEHTOB. ABTOP FOBOPUT, UYTO 3PdeKT
M3MEeHEeHUM B OOLWIeCcTBe HampaMylo OTpa)aeTca Ha
MOKPOBUTENBCTBEHHOM M O6LLIEM OTHOLLEHUM NtoAEN K BUAY
MCKycCTBa. Bbibop My3blKM U CTpeMieHue npuBAeYb
BHMMaHMe MacC BO BCEM MUPe CUbHO MOBAUANN Ha
My3blKallbHYKO MHOYCTPUIO. TakmMM obpas3oM, B cCTaTbe
n3yyaeTca BAUGHME rnobanmsaumm  Ha  My3blKanbHYO
NMHOYCTPUIO N MPOM3BOLACTBO MHCTPYMEHTOB.

A  3aKaH4MBaKD CBOE  BbICTYrJIeHWe  CcepaeyHOoM
6n1arofapHOCTbIO  HAlIMM  y4YeHblM, aBTOpaM 3a TO, 4TO
oboratunm 3ToT HOMeP »KypHana «Arts Academyn».

3fer sy efiort 3 g foerafa |

Mpod¢. Pamews YaHpapa Mayp,
npurnaweHHbIN peaaKTop XypHana "Arts Academy"
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IDENTIFYING THE SPACE OF SHIVA’S RUDRA VEENA: A
QUEST TO EXPLORE MYTHS, BELIEFS, AND FACTS IN THE
DISCOURSE OF THIS ANCIENT MUSICAL INSTRUMENT

Annotation

Rudra Veena, an ancient musical instrument is believed to be most widely used in
North Indian Classical Music. Being one of the first musical instruments in Hindustani
Classical Music, it has a significantly interesting history of its own, which is intertwined with
various captivating facts, myths, and beliefs. My goal in this paper is to explore the
intricacies involved in the making of this extravagant instrument, the myths and the
stereotypes related to it, and the efforts of some prominent Rudra Veena players who have
fought with time and defied a change that’s inclined to modern musical taste in the quest to
keep the tradition of Rudra Veena alive. In my opinion, it is significant to trace these elements
that are now rooted in an unspeakable silence and demand a voice of their own.

Key words: Hindustani Classical Music, Gharana, Dhrupad, mythology, Vajrasan,
Khyal, Sukhasan

Ananvs Muwpa’
Henu Yuusepcumemi'
(Henu, Ynoicman)

PYJIPA BUHA IINBA KEHICTII'TH AHBIKTAY: EXKEJIT'T
MY3BbIKAJIBIK ACITAIITBIH JIUCKYPCBIHAA MU®TEPI,
HAHBIMJIAP MEH ®AKTUIEPAI TABY

Annomauus

Eocenei myswvikanviy  acnan  Pyopa Buma Coamycmix  YHOi  Kiaccuxanwiy
MY3bIKACLIHOA KeHIHeH KOJIOaHbliaobl. XuHOYCMAHUOIY KIACCUKANBIK MY3bIKACLIHOARbL
AneauiKbl MY3bIKAILIK acnanmaposly OIpi 601bln MAHBLIA0bL JHCIHEe Oe OHblH MYpil
Gaxminepmen, mugmepmer 2HcaHe HAHLIMOAPMEH CUNAMMANLAMbBIH O3IHOIK Kbl3bIKNbl
mapuxwvl 06ap. Byn makanaoa ocel 3Kcmpasazanmmul KYpaniovly 63iHOIK epeKuienikmepi
Jicone Oe oean batnauvicmvl mugmep men cmepeomunmep Kapacmvipviizan. Convimen
xamap Pyopa Buna my3zvikaummapuinvly KelOip KepHuekmi OKii0epiniy 3amanayu
MY3bIKATLIK 032epicmepee Kapcbl 0012anoviavl, 0aapoviy Pyopa Betin scatinel 0acmypoi
cakman Kangvlchl KejeeHoiel icallivl 0a co3 Ko32anaowl. bizoiy ouvimbizwa, Kasipei manoa
ochl Macenenepoiy Oacvli Auibin ary Maybi30bl Oen OULAUMbL3.

Tyiiinoi co3dep: Xunoycmanuoiy xiaccuxanvlx myswvikacvl, Iapana, Ixpynao,
mucgponozus, Batipacan, Xan, Cyxacan
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Ananvsa Muwpa’
Jenuvickuu Yuusepcumem
(denu, Unous)

1

OIIPEJEJIEHUE MPOCTPAHCTBA PY/IPA BUHA HIUBBI:
IHOUCK MU®OB, BEPOBAHUU U PAKTOB B ITUCKYPCE
ITOI'O IPEBHEI'O MY3bIKAJIBHOI'O MHCTPYMEHTA

AHHOTANUA

Cuyumaemcs, umo Rudra Veena, OpeHuil My3vlKaibHbli UHCHPYMEHM, Hauboiee
WUPOKO UCNONb3YEMCA 6 Ce8epOUHOUNICKOU  Kaaccuyeckot mysvike. OOun u3 nepevix
MY3bIKATbHBIX UHCTNPYMEHMOS 8 KIACCU4eckol Mysvike Xundycmanu, Rudra Veena umeem
CB0I0 COOCMBEHHYIO UHMEPECHYIO UCMOPUIO, KOMOpAs Nepeniemaemcs: ¢ pasiutdHblmMu
yenexamenoHolMu paxmamu, mupamu u eeposanusimu. Mos yeiv 6 smoi cmamve —
uccne0o8amv — MOHKOCMU, — CES3AHHbIE ¢ CO30AHUEM  OMO020  IKCMPABAZAHMHO20
UHCMPYMENmMA, CA3aHHble ¢ HUM MUQBL U Cmepeomunsl, a MmaKdice YCUuiusi HeKoOmopbix
sblOaiowuxcs myzvikanmos Rudra Veena, komopwvie 60ponucs co epemenem, 6pocanu 6bi308
UBMEHEHUSIM, OMPAXCABUUM  GIUSHUE COBPEMEHHO20 MY3bIKAAbHO20 GKYCA, CMPEMSCh
coxpanume mpaduyuio o Rudra Veena ocusoii. Ha naw 6321510, 6adicHo npociedums dmu
cocmagnAowue UCMoOpul, KOmMopble 8 HACMOosujee peMsi NOSPYICEHbl 8 HesblPAZUMOe
Monyanue u mpedylom npo2osapueanusl.

Kniouesvie cnosa: Knaccuueckas mysvika Xunodycmanu, I[apana, [[xpynao,
mugponoaust, Baoscpacan, Kxvsn, Cyxxacan

Introduction. Scholars tend to believe that the word Veena is derived
from its forerunner word Vana, a string instrument mentioned in the Rig Veda.
Katyayana, a Vedic priest, further uses Vana in Atharva Veda to denote an
instrument with hundred strings. Vana, in its literal sense, means to produce
sound (shabda) and speed (gati). Therefore, Vana was considered to be the
stringed instrument that gave birth to Veena. One of the major types of Veena,
Rudra Veena, is widely known as a traditional instrument in Hindu
mythology. This ancient instrument is found in various parts of North India
and is majorly played in Hindustani classical music for its deep bass
resonance. It is played in the ancient musical style, Dhrupad. Its sound can
be either deep and meditative, or fast and ecstatic, according to the player’s
will and ability.

This large plucked string instrument's deep tonal quality allows austere
expansion of the Raaga when explored by vocalists who practice Dhrupad.
The instrument has sociological and cultural connotations and dimensions. Its
playing connects with the artist's breathing rhythm and is traditionally played
in Vajrasan. This instrument is divine in every form which connects a listener
to the cosmos. To respect the unique instrument, the Indian post issued a
commemorative stamp in the year 1998.

Therefore, in the hierarchy of divinities, the Rudra Veena enjoys a
special place. It is the instrument that symbolizes the Indian ethos throughout
the country. The king of all instruments, it is the role model for all other string
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instruments in line after it. Being one of the first musical instruments in
Hindustani Classical Music, it has a significantly interesting history of its
own, which is intertwined with various captivating facts, myths, and beliefs.

Methods of Research. In my research paper, I have done a historical
reading of Shiva’s Rudra Veena to problematize, unwind and fill the gaps in
the discourse of this Ancient Musical Instrument. In this study, the research
method that I have used is Literary and Interpretive. The interpretive method
analyses interpret and evaluate literary texts and writing styles, perception of
social reality, and development of thought. Because my paper stands on
Identifying the Space of Shiva’s Rudra Veena and exploring Myths, Beliefs,
and Facts to interpret a conservative social matrix given culture, I have used
the Interpretive method and not other literary literature research methods. |
have further used Bibliography as a tool for my research paper out of the
various tools available for literary research.

Veena finds its mention in history in 276 BC for the first time, through
a coin that had in it imbibed the visual of Samudragupta Maurya playing the
instrument. The Rudra Veena, on the other hand, was initially called Bin,
which was used by some ascetics during their meditation, and scholars hold
the opinion that the Rudra Veena was first seen in the 10th century, through
compositions from the same period that talk about Bin.

Talking about the advent of string instruments in general, scholars find
that the oldest preserved portrayal in temple architecture is from around the
5th century, which shows a simple, one-stringed instrument, consisting of a
bamboo cane with a gourd as a resonance body, which, hence, can be
understood as a prototype of Veena itself.

Later, around the 16th century, Rudra Veena developed its actual shape
with frets and two symmetric resonance bodies. At this time, it evolved into
one of the most important melody instruments in aristocratic court music and
later became the main solo instrument of the primary vocal Dhrupad music
style.

According to ancient beliefs, Rudra Veena was believed to be played
along with the Veda Mantra Pathan (Vedic recital) and also during the Yagna
(Vedic rituals) performed by the Rishis. Considered sacred, Rudra Veena was
equivalent to a Shank as its sound was accompanied by worship rituals.
However, historically, Rudra Veena seems to have come into being in the
13th and 14th centuries. The earliest written record that finds mention of the
Rudra Veena is from the court records of Zain-ul Abidin (1418-1470), which
establishes that Rudra Veena attained significant importance among Mughal
court musicians. The Mughal court rendered this instrument a changed lyric,
tempo, and style of performing. Previously used to perform the Varnanas of
deities, Rudra Veena later found its new place in the Mughal court in praise
of Emperors.

Other scholars hold the opinion that Rudra Veena evolved in the 11th
century from an older string instrument called the Laghu Kinnari Veena. Its
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grammar and principles are based on the Dhrupad style of music, which itself
evolved through the Sama Veda’s chanting.

Throughout the entire history of Rudra Veena, the 8th to 16th centuries
saw its maximum popularity and therefore this period is considered a golden
period for Rudra Veena. Its pinnacle also witnesses the contribution of great
musicians like Swami Haridas, Miya Tansen, Baiju Bawara, etc. to its great
success.

Henceforth, this universally acclaimed musical instrument has quite a
few versions of its history which are accepted by various sects of scholars.
Now, after having discussed the history of the Rudra Veena, I will explore a
handful, but varied scholarly opinions on its creation as well.

According to the interpretation of academicians on the making of Rudra
Veena, it is believed to be an invention by Shiva himself. In fact, Rudra, in
its literal meaning is a synonym of Shiva. Rudra Veena is in a way, a symbol
of love, devotion, and dedication of Lord Shiva towards Goddess Parvati. It
is also firmly believed by scholars that this instrument was inspired by the
form and shape of Goddess Parvati herself. A tribute to her beauty, the
instrument is believed to be first played by Shiva himself in praise of the
beauty of Parvati, which in turn is believed to impart certain spiritual powers
to the instrument. While contemplating the perfect beauty of his wife Parvati,
Shiva shaped the dandi/bridge of the instrument in resonance to the hand of
Parvati, the frets as her bangles, and the strings as her hair. Moreover, the two
Tumba/gourds represented the two beautiful eyes of Parvati.

Other versions of the tale acclaim that Shiva created Rudra Veena for
the entertainment of other gods as he is known to enjoy the art forms of
dancing and singing. Thus, as per this version of Rudra Veena’s story of
creation, the pegs of the instrument symbolize the Sapta Rishis and the
dandi/bridge symbolize Goddess Saraswati. Moreover, the two gourds depict
Brahma and Vishnu.

More researches on the formation of the Rudra Veena also state that
Shiva held Rudra Veena during the creation of the Earth and thereby, used
his intestines to make the strings of the instrument. This is one of the claims
as to why the Rudra Veena is said to resonate with the cosmos and thus
possess spiritual powers. In this version, the dandi/merudanda represent both
the human spine and the cosmic axis. To maintain the equilibrium of the
instrument, the length of the dandi measures as much as our nine fists
combined, which also exactly equals the distance from our navel to the top of
our skull.

Another legendary myth that registers itself to the creation of this
traditional instrument revolves around Ravana, the primary antagonist of the
epic, Ramayana. Ravana, the son of the sage Vishrava and grandson of
Pulastya (one of the Sapta Rishis) is believed to be the great-grandson of Lord
Brahma. 1t is strongly believed that he was a great scholar who had divine
expertise of all the 4 Vedas, 6 shastras, and 64 ancient Vedic arts.
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What is noteworthy here in the context of Rudra Veena’s creation is
that Ravana was an ardent devotee of Lord Shiva, and in pursuit to impress
him and attaining boons of undisputed power, Ravana created Rudra Veena.
Mythology has it that Ravana used two of his heads to create a new form of
Veena and used his veins as strings to play devotional music in praise of
Shiva, hoping to win the god's favor. Ravana then named it Rudra Veena; an
instrument created as a tribute to Shiva. This way, Rudra Veena came into
existence as an instrument of incomparable power, as per this mythological
tale.

According to mythology, the last tale around the making of Rudra
Veena also affirms that while Ravana was playing Rudra Veena to sing songs
of praise for Lord Shiva, one of the strings of the instrument broke. As he did
not want Shiva to be disturbed, he continued to play the remaining strings. It
was when Lord Shiva was too engrossed while listening to Ravana’s Veena
that Ravana replaced the broken string with one of his nerves from his body.
By not breaking the melody of the Veena, Ravana won Shiva’s favor as his
ardent devotee and this was when Shiva granted a boon of invincibility to
Ravana against the Devas, Gandharvas, and wild animals.

Despite various interpretations of Lord Shiva being the creator of Rudra
Veena, what is certain is its association with the Yogis and Ascetics. For them,
playing Rudra Veena was ritualistic and meditative. Hindu mythology
registers the fact that Shiva himself was the creator of the universe and
therefore, the music produced by Rudra Veena possesses the power to purify
the mind of the musicians and the listeners alike and uplift their consciousness
into a transcendent and spiritual space.

This offers multiple stances to the reader on the creation of the
invincible musical instrument, Rudra Veena. One fact which should be
religiously accepted from these interpretations is that this instrument has a
sacred thread attached to it which makes it worthy of worship.

From the times that the history of musical instruments can be traced,
Rudra Veena hence finds acknowledgment with utmost dignity and reverence
by numerous classical musicians, whose efforts to fight with time to keep the
ancient tradition of Rudra Veena alive should never be forgotten. The history
of this instrument records a handful of players who defined the excellence of
this instrument, modified it along with the changing times, and tried to
popularise it in India and other countries of the world.

Ustad Bande Ali Khan is said to be one of the greatest Rudra Veena
exponents of all time. He was a court musician of Indore and played Rudra
Veena in both Dhrupad and Khyal styles. His contribution to Rudra Veena
has given this instrument the form that is seen today.

Another prominent name to contribute significantly to the modification
of Rudra Veena is Zia Mohiuddin Dagar. It was in the 20th century that he
modified and redesigned Rudra Veena by using bigger gourds, thickening
tube/dandi, and the steel playing strings (0.45-0.47 mm), and closing Javari
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That, a part of the instrument. This resulted in the production of a soft and
deep sound when played without a plectrum/mihrab (the device used to play
the instrument).

Other well-known Rudra Veena players who contributed, and some of
who continue to contribute as dedicated and ardent musicians of this
instrument are Abid Hussain Khan- Lucknow, Rajab Ali Khan- Seni, Krishna
Rao Kollapure- Gwalior, Asad Ali Khan- Gwalior, Wazir Khan- Rampur, and
Bahauddin Dagar- Dagar. Additionally, some prominent gharanas of Rudra
Veena are — Seni, Jaipur, Indore, Kolkata, and Dagar.

There is a reason why we do not have any female players added to the
above list. It is because the grandeur of Rudra Veena unfortunately has a
gripping stereotype that throws light on the gender variance of the instrument.
It establishes that women are not allowed to play the instrument because they
would, by doing so, ruin its sacredness. It is also believed that Rudra Veena
is too heavy for a woman's frail shoulders and the mere touch of the
instrument can impair a woman’s reproductive system and render her
infertile. Thus, women have been kept away from playing it for centuries.

Mythology has it that the Rudra Veena was crafted by Shiva as a tribute
to the beauty of Parvati as she laid in repose, an arm thrown across her breasts.
But over time, the icon of female divinity became a tool of exclusion and
patriarchy took over everything else. Thus, women were not allowed to play
the instrument because and hamper its sacredness.

Despite the rudimentary stereotypes, there are a handful of female
Rudra Veena players who didn’t comply with what was expected from them
and followed their passion blindly. The modern era today witnesses a few
female players who have single-handedly fought for their right to play the
ancient instrument and proved their mettle as extraordinary artists. The first
woman in contemporary times to master this instrument is Jyoti Hedge. Other
prominent female Rudra Veena players to emerge in this space are Tejaswini
Kolhapure and Madhuvanti Pal.

It has taken these female players a decade of backbreaking work, a lot
of heartaches, and small and big battles against superstition, cynicism,
patriarchy, and sexism to become the most sought-after Rudra Veena artistes
in India, and abroad.

Ironically enough, the first instance of a female playing Rudra Veena
dates back to the 17th century. In the Venugopala Shrine in the
Ranganathaswamy Temple in Srirangam, an ancient sculpture of a maiden
playing Rudra Veena can still be observed. The sculpture is still visible to the
general eye today and leaves the visitors in strange awe, as the relatively
recent stereotype of women not allowed to play Rudra Veena stands in
juxtaposition to the stories depicted by the sculptures in India’s ancient
temples.

Despite the stereotypes associated with this ancient instrument, what
remains as a universally accepted phenomenon is that Rudra Veena is
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ultimately a symbol of love and love has no gendered barriers. However,
while on one hand, the Modern world has proved to be flourishing for Rudra
Veena to witness quite a few powerful female players, on the other hand, the
same modern world also witnesses the slow death of this age-old musical
instrument.

With passing time, this rare instrument is almost on the verge of
extinction and faces an identity crisis. Consequently, we are left with only a
handful of Rudra Veena players across the country, who thankfully refuse to
give away this talent that’s long-drawn for centuries.

For almost 400 years, Rudra Veena dominated Hindustani music as an
accompaniment to vocal music, as well as in solo performances. However, it
was in the early 19th century that it started losing its position with the
introduction of instruments like the Sitar, Surbahar, and Sarod. 1t also lead
to the decline of the Dhrupad genre and gave rise to Khyal, which ultimately
replaced Rudra Veena.

It is also noteworthy that the rich tradition of Rudra Veena saw a
downfall with the end of the patronage system. Before Independence, Rudra
Veena players, as Dhrupad practitioners, were supported by the Princely
States. Whereas, after Independence and the political integration of India,
this traditional patronage system ended. With the end of this traditional
support, Dhrupad's popularity in India declined, and so did the popularity of
Rudra Veena. It is, therefore, quite difficult today to find craftsmen who
create this instrument as well as those who have the skill to play it.

This instrument also observed changes in its manufacturing process, its
posture, and its pattern of playing along with its social status, all in
compliance with the demands of the changing times.

It is noted that traditionally, Rudra Veena was played in the Vajrassan,
placed diagonally, where the upper gourd rested upon the left shoulder and
the lower gourd rested upon the right thigh of the player. The fingerboard was
held close to the chest. This posture was considered quite troublesome by the
players as it was difficult to play Rudra Veena for long hours in this posture.
It was Zia Mohiuddin Dagar who is credited to experiment with a new posture
and pattern of playing to ease the recitals of the Rudra Veena. Inventing the
posture of Sukhasan, he kept the instrument half diagonally. This ultimately
relaxed the players as they now did not have to hold the instrument in its
entirety, but partially.

While manufacturing, previously the stem or the fingerboard of Rudra
Veena was made of bamboo. Because bamboo had a very short span of life,
it had to be changed every alternate year. Lately, bamboo was replaced by
teak wood, which gave longer life and also a better tone to Rudra Veena. This
change in the manufacturing of Rudra Veena is attributed to Sadiq Ali, which
is also confirmed by his son Asad Ali Khan.
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Rudra Veena has therefore undergone prominent changes in the modern
era, many of which add to the longevity of the instrument, but sadly enough,
we witness a drastic fall in the players, audiences, and makers.

Conclusion. The rich heritage of Rudra Veena has seen a contrast in its
condition from a glorifying past that stands in juxtaposition to its bleak
present. It is now devoid of the dedicated players with their extreme subtle
playing techniques and aesthetics which required a lifetime of devotion and
self-discipline for mastering the art to play it. Rudra Veena has now become
an ambassador of the past times because one can rarely find it today on
musical platforms.

Those who have come across this instrument are truly treasured as they
have by now realized that Rudra Veena is not just a musical instrument but
instead, represents the philosophy of life. This instrument forms a beautiful
part of our classical music which is nothing but Naad Yog, a wonderful
method of connecting with the within, to reach a goal that is abstract, subtle,
inspiring, and mystical.

Moreover, Rudra Veena is like an instrument of measure. A compass,
which can be used to study the Swar Bhed (minute and microtonal detailing
and exploration of individual notes). It gives pramaan (validation) to the
musical elements. In a way, it is used to study music itself. For musicians, it
is a valuable instrument to study the sound and understand how their voice
can be enhanced and applied to study the structure of the Raaga. Rudra Veena
helps one to get into greater depth of sound and understand the smallest
nuances.

It has taken a mountain of effort for some prominent Rudra Veena
players to fight the battle for Rudra Veena against time, which is now dying
a slow death. Their ardent endeavor has defied a change that’s inclined to
modern musical taste and they are still in the quest to keep the tradition of the
now plaguing Rudra Veena alive. Their efforts have made sure that Rudra
Veena has to be a thoroughly living art form and not just an antique piece of
instrument.

The ancient and rich musical heritage of Rudra Veena is facing an
existential crisis, which has a rich past, an endangered present, and possibly,
an arbitrary future.

This ancient verse on Rudra Veena sums up its primordial beauty and
ultimate power, which also confirms that Lord Shiva held Rudra Veena during
the creation of this Earth. The verse is a translation by Navamalati Neog
Chakraborty-
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Prelude to Creation

On the day of that violent upheaval,
Oh Lord you held in your hand
Your Rudra Veena.

None seem glad
For all were quiet, the sun and the moon,
There burnt over the horizon
Great excitement
The day you held in your hand
Your Rudra Veena.

The moon had left its sphere
On the bare neck hung the garland of light
The sky was dark
The day you held in the hand
Your Rudra Veena.

The sky was overcast,

With not a ray of light on the Earth,
Creation was over-spread
Over-filled with water,

And overflew Oh Lord
Your Rudra Veena!

In the darkness there arose again
Clusters of stars,

The destruction had created
A flower-decked Earth,
Where creepers grew
New tones, new words
And our hearts were filled with
The germ of creation.

That day, you laid down
Your Rudra Veena.
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Annotation

Breath has emerged as the preferred locus of performance energy over the last two
decades, presenting a pragmatic approach to questions of contemporary actor training, post-
Stanislavskian approaches (such as psychophysical approaches) and vitalisation of
traditional performance practices (such as Kutiyattam and Kalaripayattu). In this paper, we
elaborate outwards from this “rediscovery” of breath, to offer a methodological base from
which to engage the concept of Rasa which occupies a pre-eminent position within Indian
aesthetics. We argue that the constellation of bodily practices arising from within this field
of knowledge, far from esoteric traditionalisms, inform the neuro-physiological basis for
empathy. Practical engagement with these neuro-physiological processes widens
understanding of the importance and role of well-being in contemporary actor training. We
argue that a shift towards this well-being based approach within conservatories and
performance training institutes, is a necessary adaptation to meet the challenges of a post-
pandemic world.

Key words: actor training, breath in performance, well-being, Rasa theory, theatre
pedagogy, mirror neurons, empathy.
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KYATTAHJIBIPATBIH HOCLJI TEOPUSICBI: KA3IPTT AKTEPJIIK
JANBIHIBIKTAFBI TBIHBIC AJTY, DMIIATHSI JKOHE O.1-
AVKAT

AHHOTaNUA

Conzbl  eKi OHICHLIOLIKMA MBIHLIC ANy Ka3ipel 3aMaHebl akmepaepoi OKbimy
Macenenepine, NOCM-CMAHUCIABANBIK KO3KAPACAPEA (NCUXODUIUKANBIK MACIN0ep CUAKMbL)
JicaHe 0aCMYPi OPLIHOAYUIBLILIK MadCipubeni dcanoanovipyea (mvicanvi, Kymusmmam
ocone  Kanapunasmma) npasmamuxanely Ke3xKapacmsl YCblHA OMbIPbIN, OPbLIHOAY
9HEPRUSICHIHBIY MAHOAYIbl KO3i 6010bl. Byn maxanaoa 6i3 yHOi scmemukacyinoa epexuie
OPLIH ANAMbIH HICI MYACLIPLIMOAMACHIH KOJLOAHYObIY d0ICHAMATbIK HEe2i3iH YCbIHY YULiH
MbIHbIC AnyObly ocbl "Katima dcayapyein” damvimamvls. I30MepuKably, 0dCMyprinikmeH
anvlc OIIMHIY OCbl canacvlHoa nauda OONAmvlH OeHe MINCIPUOECiHIY HCUbIHMbIZb
IMIAMUSAHBIY — HEUPODUIUOTOSUSILIK, — He2I3iH  Kypaiiovl. Ocbl  Heupo@pu3uoIocusIblK
npoyecmepmer NpaKmuKaivlK e3apa apekemmecy Kasipel akmepiepli OKblmyoa -
ayKammoly MAaybl30bLIbIebl MeH poaiH mycinyodi keyetimedi. Koucepsamopusnap men
OLNIKMINIKMI apmMmMulpy UHCIUMYMMAPbIHOARbL d1-AYKAMKA He2i30eN2eH 0Cbl MACLiee KOULY
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nanoemusoan Keuinei anemHiy Macerenepin weutyee Kaxcemmi Oeiimoeny 601bin
mabwliaowl.

Tyiiinoi cesdep: axmepOi OKbimy, CNeKmMakiboez2i MbIHbIC ALy, A-AYKam, HICIN
MeopusiCbl, meamp neda202uKachl, aiiHa HetpoHOapbl, IMINAMUSL.

Mannuxa Hpacad’, Pam Fanew Kamamxam®
Axmepckuii ancambab unoutickozo goopyma Vachika (AEIF)!
(baneanop, Unous)

3APSIKAIOIIASI DHEPTUEM TEOPUS PACHI: JIBIXAHUE,
COIEPEKMBAHME U BJIAT OIIOJIYYUE B COBPEMEHHOI
AKTEPCKOMU ITOAI'OTOBKE

AHHOTAIUA

3a nocnednue 08a decamunemus OblXaHue CMAiI0 RPeONOYMUMEeNTbHbIM UCTHOYHUKOM
OHepeuU UCHONIHEeHUS], NPeOCMAsIsis NPAsMAmMudHblil N00X00 K 60NPOCAM COBPEMEHHOU
NOO2OMOBKU AKMEPOS, NOCM-0CMbICAEHUIO N00X0008 CmaHnuciasckozo (Kax, Hanpumep,
ncuxogusuueckue nooxoovl) U ONCUBTEHUS. MPAOUYUOHHBIX UCHOIHUMENIbCKUX NPAKMUK
(makux xax Kymusmmam u Kanapunasmmy). B smoii cmamve mbl pazeueaem 35mo
“nosmopnoe omxpvimue”’ ovixanus, Ymoosvl NPEOI0AHCUMb MEMOOOJIO2ULECKYIO OCHOBY 05
ucnonvzoeanus Kouyenyuu Pacel, komopas 3anumaem evloaioujeecs NON0ICEHUE 6
unoutickoi  acmemuxe. Mbvl ymeepocoaem, uYmo COBOKYRHOCMb MENIECHbIX NPAKMUK,
BO3HUKAIOWUX 6 dMOLL 0OACMU 3HANHUL, OANEKUX 0Nl 30MePUUECK020 MPAOUYUOHATUIMA,
Gopmupyem neipopusuonrocuueckyro ocnogy smnamuu. [lpakmuuecrkoe g3aumooeticmaue ¢
IMUMU HEUPOPUSUOIOSUYECKUMU NPOYECCAMU PACUUUPSIENT NOHUMAHUE BANCHOCMU U POIU
O1a20NONYYUS 8 COBPEMEHHOM 00YHeHuU akmepos. Ml ymeepoicoaem, 4mo nepexoo K 3momy
OCHOBAHHOMY HA O]A2ONOLYYUU NOOX00Y 8 KOHCEPEAMOPUSX U UHCIMUMYMAX NOSbIUEHUS
Keanupurayuyu  sA61emcss  HeoOXo0umou  adanmayuei Ol peweHus  npoodaem
HOCMNAHOEMUYECKO20 MUPQ.

Kniouesvie cnosa: ob6yuenue akmepa, ovixanue 8 cnekmaiie, 01a20noxyyue, meopust
Pacei, meampanvhas nedazocuxa, 3epranvhvle HEUPOHbL, SIMNAMUSL.

Introduction. Contemporary actor training stands to benefit from
recent advances in behavioural sciences and increasing global cross-
disciplinarity of performance practices. This article is an invitation to think
about actor training in a new way, aspiring towards an integrative and holistic
learning experience with the actor’s well-being central to the project. It builds
on the increasing popularity of integrating physical practices (for example
yoga and tai chi) into actor training in the service of specific pedagogical
aims.

The inclusion of these practices is necessarily reductive, since the
practice is dislocated from its context and philosophy to serve some other
instrumental aim — to increase physical flexibility or cultivate concentration
for example. It then becomes a subset or functional aspect of a larger
pedagogical structure, since it is invariably coupled with other practices or
forms and decoupled from its epistemological roots. This predatory and
extractive strategy invites critiques of cultural appropriation and the need to
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address inequities of representation when it comes to Eastern and Western
contributions to the field [1].

This article seeks to offer an alternative way of thinking about actor
training by locating within the convergence of contemporary behavioural
science and classical approaches — rooting both endeavours in the immersive
and ongoing study of the human condition. This is neither an ahistorical
strategy nor a return to an essentialised conception of human nature as
unchanging. The invitation is to consider the experimental impulses
embedded within various practices as potentially transformational, value-
based and guided by the human capacity to imagine.

Methodology. These reflections arise out of a practice-led research
process initiated in 2011 that began with the creative impulse to explore voice
as a dramaturgical tool to generate material for performance. Voice is often
considered a delivery system for the words to be spoken, or as a part of
building character - so it is either instrumentalised for clear communication
or arrives post-facto as an acting choice on how the character should speak.

In this creative process the “sound of the words” as uttered by the actor
was foregrounded - the turn of phrase, proper nouns, and the mantra-like
potential nascent in the utterance of a syllable released moment to moment
through breath, was explored. The stage performance that emerged titled
Hidden in Plain Sight first premiered in London in 2012, with public and
festival stagings in India in 2013. Elaboration of the post-humanist themes of
the performance in a case study, is the subject of a forthcoming publication.

An aspect of this exploration emerged from a profound dissatisfaction
with the discursive construction of the body as materiality in the field of
performance making. The counter-proposition was to explore the bodily
potential for musicality, as experienced through utterance of sound, resonance
and work with heightened physicality and the sonic properties of text. This
led away from the blank fabula rasa of physical matter and space, towards
Rasa theory and the exploration of performance energy!

During the Covid-19 pandemic, the theatrical performance was
reimagined as a digital theatre hybrid and streamed as part of the Edinburgh
Fringe Festival where it won an Infallibles Award for the Best Show in 2021.
The universal crisis of global health caused by the pandemic prompted a
renewed search for meaning making in a digital format, and a new
performative aesthetic emerged from an exploration of being isolated, with
mental health, voyeurism and the feeling of claustrophobia, as subject
material. A by-product of this creative process has also been a sustained
engagement with actor training pedagogy. The insights gleaned on well-being
in actor training, its wider implications for global health in a post-pandemic
educational ecosystem, and social resilience are therefore immediately
relevant.

From the memory of emotion to the “rediscovery” of breath.
Imaginative capacity in modern actor training is linked to “memory-based”
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approaches. These approaches were influenced by scientific movements in
psychology that took shape with the work of Pavlov, Watson and Skinner
among others. Their emphasis on forms of conditioning and the nature of the
stimulus-response loops, revealed powerful insights into mammalian
behaviour, for the time. It is no surprise then that Strasberg couches his
definition of acting in fairly explicit “behaviourist” terms - "Acting is
responding to imaginary stimuli”. Broadly, performance energy is to be
invoked through some form of emotional recall, a “memory of emotion”
based on past experience [2, p.152].

However, breath has emerged as the preferred locus of performance
energy over the last two decades, presenting a pragmatic approach to
philosophical and practical questions that have long dogged the field. These
post-Stanislavskian approaches or psychophysical approaches root
performance energy in the integration of breath and body, recognising that
emotional states can arise independent of mining the subconscious mind [3;
4; 5]. The vitalisation of traditional performance practices such as Kutiyattam
and Kalaripayattu, has also been informed by development of the patterns of
breath associated with various emotional states or dynamic movements [5; 6;
7]. Post-Stanislavskian here also implies pre-Strasberg, that is, a hermeneutic
approach to Stanislavsky’s work before the Anglo-American turn (and
fetishism!) associated with method acting. This close reading of Stanislavsky
might return the practitioner to focus on his engagement with yoga, breath
and the flow of energy, release of unnecessary muscular tension in the service
of expressivity, and connection to imaginative potential [11, p.64].

Contemporary actor training in some sense has returned to the
sustainable vitality of performance practices, reorienting towards embodied
perspectives. This trend, at least to some extent, took shape through the 1970s
New Age movements that cross-pollinated Jungian psychology with spiritual
practices linked to the vital energy potential implicit in the body. In some
instances this involves grafting an emancipatory project onto a popular
understanding of the chakra system to enable an increase in the actor’s
emotional and physical range [8]. In other instances an eclectic assemblage
of Reichian bioenergetics, yoga and shiatsu underpins the practice of
voicework for performance and increased well-being [4]. These
“intersections” West and East are charting new pathways into regulating the
nervous system, incorporating elements of therapy and insights about stress
resilience, for a holistic pedagogical framework for actors.

In the Western consciousness, the continental philosophical tradition
and the field of phenomenology is often the point of entry into the study of
affective response to an aesthetic experience, most notably in the work of
Maurice Merleau-Ponty and his particular conception of embodied
experience [3, pp.44-46]. However, there are alternative ingresses into the
terrain of embodied consciousness and Rasa theory is one of them.
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Rasa theory: from pedagogy to practice. Rasa occupies a pre-eminent
position within Indian aesthetics, finding primary elaboration in the Natya
Shastra of Bharata Muni, and further development and elaboration in the
works of Anandavardhana and Abhinvagupta among others [9]. Rasa theory
has been applied to a variety of artistic fields, widening its application to the
evaluation of poetry, literature and aesthetics in general, from its origins
within the field of dramaturgy. Rasa theory’s basic elaboration — a definition
of rasa — in the sixth chapter of the Natya Shastra presents the actor-in-training
with a robust proposition. “Rasa is the cumulative result of vibhava
(stimulus), anubhava (involuntary reaction) and vyabhicari bhava (voluntary
reaction)” according to the Rangacharya translation [10, p.55]. An alternative
translation to these terms is: vibhava (determinants), anubhava (consequents)
and vyabhichari bhavas (transitory states) [7].

The philosophical implications of this aphorism lead to the heart of the
rasa theory and the resultant debates inflect the locus of rasa from actor to
character to audience, from dramaturgy to literary criticism and to a rich
historical tradition where Indian philosophical schools exerted their influence
through infusion of their particular ideas — for example the Samkhya school’s
guna theory or the samyoga of the Mimamsa school. The density of this
discourse meant that “explaining this compact statement remained for a full
millennium and a half what it meant to explain aesthetic experience” [9, p.7].

However, the explanation of the aesthetic experience of rasa is of
somewhat less significance to the contemporary performer than pragmatic
application in the field of performance. A productive point of entry for actor
training is therefore a curiosity towards the performative elements discernable
in this material on Rasa, and a dialogic relationship to the underlying
philosophical systems. One such source of performative elements is the
Kutiyattam tradition which formalised between the 11" or 12" century, with
a variety of actor training manuals available for scholarly analysis, as well as
contemporary performers developing the practice [6, p.30]. In many ways the
training manual as a textual source is richer in its insights on the “how to” of
performance than an elaborate intellectual history of Rasa!

At the level of practice, Rasa theory finds harmony and resonance with
contemporary psychophysical systems that work with the actor’s body and
breath to create affective states. It is noteworthy that Natya Shastra begins its
taxonomy with a caveat. This caveat is nested within a narrative frame, a
conversation between the author of Natya Shastra - Bharata and a group of
sages — who are cautioned when they seek a list of five foundational
definitions. Bhartha concedes that “it is impossible... to know all about natya
since there is no limit to bhavas and no end to the arts involved” [10, p.53].
While this can be dismissed as a form of rhetorical strategy to mark off the
unknowable realm of possibility from the knowable subject matter that is
about to be enumerated, this cautionary note is worth remembering when the
affective domain is constrained for pedagogical ends — be it in the form of
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five universal emotions, eight or nine bhavas or any mediating metaphor such
a wheel, spectrum or gradient. The energy generating “building blocks™ of
Rasa theory serve performance when they are observable and playable. Even
the notorious shanta rasa — the ninth “inert” state of peace or serenity arising
from equanimity and transcendence — has a dynamic and playable form.

In Rasa practise a series of breathing sequences are taught to actors in
training. These are typically very young learners who are still learning muscle
movement and control. For the purpose of training young actors, this selection
of 8 or 9 states of being are the basic building blocks for study and mastery.
However, it is really a practice of open and voluntary exploration of a
sequence of breathing patterns. This sequence mimics a set of 8 or 9 universal
human conditions — each a breath response to a physical or imaginary impulse
that leads the practitioner to unfolding subtler aspects of being. This is a
voluntary exploration, so pleasure is embedded in the practice of the sequence
and the practice enables the actor to experience the vast landscape of
consciousness and existence. This pleasure of the aesthetic experience has
very little to do with the sensation of taste (gustation) which in some literal
interpretations is derived from the act of savouring a work of art. In live
performance, breath becomes an outward expression of the internal reality of
the performer as it integrates with body, voice, language and human
connection. This manifests as heightened presence. Pleasure, linked with
expression of the heightened consciousness cultivated by the performer
through physical action [11], is also where healing and well-being reside.

Rasa, embodied simulation and empathy. Theorists have tried to
characterise the relationship between an aesthetic experience, and its effect
on social behaviour [12,13]. In 1873 Robert Vischer characterised empathy
arising from aesthetics through the German term Einfiihlung, literally
“feeling-in” [12, p.141, 13, p.198]. In the Ten Dramatic Forms of
Dhananjaya written in the 10" century, the consciousness arising from an
aesthetic experience was linked with bliss, so much so that the self-other
distinction vanished [9, p.24].

The formulation of Rasa from within the aesthetic experience shares
significant resonance with advances in the behavioural sciences linked to the
discovery of somatic mirroring mechanisms, resulting from a specialised
class of neurons: mirror neurons and canonical neurons. [13, p.199] These
neurons, from their discovery in macaques, have been linked to a variety of
phenomena in the field of human social cognition.

Their role in “embodied simulation” has been described as “a functional
mechanism through which the actions, emotions or sensations we see, activate
our own internal representations of the body states that are associated with
these social stimuli, as if we were engaged in a similar action or experiencing
a similar emotion or sensation” [13, p.198].

While this particular conception of embodied simulation has been
elaborated in the context of viewing visual art, it is not hard to see how a
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performer’s breath is also mirrored by the audience observing the performer.
Rasa, in its performative form as codification of breath and associated states
of being, elaborates the neuro-physiological basis for empathy. In practice,
Rasa is empathy.

Conclusion. The trauma inherent in training has a deep and lasting
impact on the actor, her autonomy, and self-image of body and voice [14].
When actor training becomes about “fixing” the problems in an actor - her
embodied experience is deprioritised. Bringing the focus back to a felt
experience of the actor will help orient the training towards well-being.

This deserves greater importance in actor training pedagogy. The
experience of an overwhelmed nervous system was felt across the world
during the global pandemic. One of the strategies to regulate the nervous
system was to bring the focus back to breathing. The practice of Rasa involves
a process of voluntary entry into simulated states and a safe way of exiting
them via breath. This becomes a means to initiate a charged state with a
heightened sensory awareness for performance, while also having the tools to
regulate the nervous system back to a place of ease. This is empowering and
healing for the actor, and the larger educational ecosystem.
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SHAWL - THE UNIQUE TEXTILE FROM KASHMIR

Annotion
Among various arts and crafts of Kashmir, shawls remain the most well-known all
over the world. What is a shawl? Which are the various types of shawls? What goes into its
making? What are the multiple techniques for weaving the shawls? What are the different
attributes that make it popular? Despite several challenges, the craftsmanship of Kashmir
Shawl remained known throughout the world. The article will explore the art of the Kashmir

shawl.
Key words: Shawl, techniques, weaving, wool, patterns, design, artisan.

Cpuwmu Cagaiis’
Horcasaxapnan Hepy amvinoasevl yHueepcumemi
(Hvio-/[enu, Ynoicman)

1

H9JII - KAHLIMUPAEH )KACAJIFAH EPEKIIIE TOKBIMA

AHHOTauA
Kawmupoiy mypni condik-gonoanbanvl euepiniy iwinde wani OyKin anemoe e
manviman 6onvin Kana oepedi. [llani oecenimiz ne? [llaniniy xanoaii mypaepi 6ap? Omnoi
Kanai moxuowvl? Lllani moxyowiy kanoaii 20icmepi 6ap? Kanoaii apmypai ampudymmap onvi
manviman emeodi? bBipuewe Kuvinovikmapea xapamacman, Kawmup waniciniy webepiici
OyKin anemee manviman 6onovl. Maxanada Kawmup waniciniy onepi Kapacmuipuliobl.
Tyitinoi ce3dep: wani, mexHuxa, mokKy, J#CyH, OpHeKmep, OU3aiiH, KOJIOHepull.

Cpuwmu Cagaiis’
Vuusepcumem Jjncasaxaprana Hepy!
(Hvio-/[enu, Unous)

IAJb — YHUKAJIBHBIA TEKCTHJIb U3 KAIIIMHAPA

AHHOTaNuA

Cpeou  paznuunozo 0ekopamusHo-NPUKIAOH020 uckyccmea Kawmupa wanu
OCMAIOMCs CAMbIMU U3BECMHBIMU 80 8cem mupe. Imo maxoe wanv? Kakue bvieaiom 6udbi
wanu? Ymo exooum 6 ee cozoanue? Kaxue cywecmayiom mexuuxu niemenus wianeu? Kaxue
pazauunvle ampubymel Oenarom ee nonyaapuou? Hecmomps na meckonvko npobnem,
MAcCmepcmeo KauMupcKo Wanu 0cmagaioch U36eCmHulM 60 6cem mupe. B cmamve 6yoem
PACCMOMPEHO UCKYCCMBO KAUWMUPCKOU WUATU.

Knrwouegvle cnoea: wanv, mexHuxa, mMKA4ecmeo, Wilepcmv, Y30pbl, Ou3aiiH,

pemecieHHUK.
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Introduction. Conflicts, wars, famines, Kashmir region survived all
and its arts sustained despite facing significant setbacks. Artisans here always
displayed the remarkable quality of sustenance even in the face of odds; it
seems arts aided them to remain in sync with their inner selves. The most
wellknown craft from Kashmir to date is the art of shawl making. During the
mediaeval period of India, Sufi saints from Iran arrived in Kashmir to restore
a disturbed and conflicting society. Several natives adopted the new religion
or ideology to find solace in the existing chaos. Most of them were diverted
into learning new skills such as calligraphy, bookbinding, woodwork,
weaving etc., by the Sufi saints. They had established several learning
institutes like madrasas and khanegahs (hospices).! In the words of
Riazuddin Akhtar, “in the Islamic world, there was a tradition among
craftsmen of volunteering to build mosques or shrines free of any charge, to
earn merit in the next world; hence these institutions became focal centres of
several hand skills.”? [1, pg.323]. Several craft centres were opened within
the shrine itself.> This led to the emergence of new artisans who engaged
themselves in skilled craftsmanship not only for personal sustenance but also
for spiritual pursuit.

The art of Kashmir shawl is one among the many crafts which artisans
mastered and is still well-known across the world. The study explores what
makes the Kashmir shawl one of the unique textiles from India.

It has been said that the word ‘shawl was derived from ‘shal’, a word
in Persian that denotes a class of woven fabric rather than a particular article
of dress.* “Traditionally, Indo-Persian usage of ‘shal’ could equally well
apply to a scarf, a turban mantle, or even a coverlet. The distinguishing feature
is that the material is fine wool or some other kind of animal fleece.> Though
Persians wore it as a girdle and Indians across the shoulders, it is the latter’s
manner which became fashionable throughout the world”® [2, pg.1].

Shawls are either purely woven or ornamented with embroidery
(needlework) in Kashmir. Therefore, the region has two most significant
types of shawls, i.e. kanikar and amlikar. In the first category, the patterns are
formed within the weaving process, whereas in the latter, the artisan creates
the designs on the plain-woven shawl. ‘kanikar’ has been the traditional
method of weaving shawls, either woven in one piece or in small pieces sewn

! Riazuddin Akhtar, History of Handicrafts: Pakistan-India, (Islamabad: National Hijra
Council, 1988), 323

2 Ibid.

3 Ibid.

4 John Irwin, The Kashmir Shawl, (London: Her Majesty’s Stationary Office - Victoria
and Albert Museum, 1973), 1

5 .Ibid.

¢ Ibid.
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together by rafugar / rafooguru or darners’ which makes it one of the unique
methods of constructing a textile. Apart from the weaver, there are other
specialists like naggash (designer), tarah-guru (colour caller), and taleem
guru (Talim writer) involved in the manufacture of Kani shawls.® In taleem,
the design is transcribed into codes or symbols to help the weaver understand
the proper placements of motifs and colours. It requires remarkable skills to
translate the script into reality.” In the present times, kani shawls are woven
in one piece.

‘Amlikar’ shawls have plain-woven backgrounds with embroidered
patterns. Perhaps with the increasing demands for shawls from Kashmir, an
alternative for faster production was discovered by artisans here. Though
making amli shawls is also time-consuming, the process is quicker than
kanikar. Also, it is tedious to correct inaccuracies in kanikar, whereas, in
amlikar, it is easier to correct mistakes. Indeed a substitute was necessary,
and it was also not as expensive as kanikar shawls. In the words of D N. Dhar,
“Ali Baba was the man who produced this type of shawl at one—third cost of
the Kani shawls.”!° [3, pg. 72]

The woven/embroidered shawls are categorised into jamawar, durukha
and dushalas. A jamawar shawl has all over designs made so intricate that
the base colour is hardly visible. Patterns and colours are interlaced, so tracing
the beginning and end is difficult. D.N. Saraf states, “incidentally, kani shawls
have also been known as jamawars, for they were used as wraps around the
body.”!! [4, pg. 62] Earlier, the royals would buy them in yards and prepare
gowns or jama from them, as seen in miniature paintings during Akbar’s
era.'> A durukha is a method of making a bifacial shawl with two sides
contrasting or the same colours. Figure 1 and 2 depict both the sides of the
durukha shawl in kani embroidery from Mr Bharany’s collection. It has not
only the same patterns but also the same colours. According to artisans, when
the permutation of colours on the front and back sides are different, the shawl
is known as aksi (it implies the reflection in the mirror)'*. In a woven durukha,
the front and rear sides are woven alternatively. In contrast, in an embroidered
variety, the underlying weft thread is split, and each then is used separately to
form patterns on both sides.'* Dushalas, also called dushu, refer to shawls
made in pairs; these are branded under different names based on colour,
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design, and quality.'® Pairs of exactly matching shawls are joined together in
the middle. These kinds of shawls were generally made for males.

The designs on the shawls are distributed at various positions, which
have been termed as pala (head of the shawl), hashia (border on its length),
zanjir (chain stitch that runs above and below the pala), dhour (border
between the central field and the pala), etc’®. Several other classifications can
be found based on patterns such as pandar or those which have betel leaf
motifs, etc.

The textile is prepared from three kinds of natural wool, i.e. pashmina,
shah tus, and raffle.!’ Several shawls have been produced from the
combinations of shah tus, pashmina and ordinary wool (raffle), having either
plain backgrounds or decorated with embroidery or woven patterns.
Presently, several types are being formed by mixing woollen threads with
either cotton, silk, nylon or acrylic. Indeed the fragments collected from old
& deteriorated antique shawls are stitched and re-used as palas or otherwise
on new fabrics. Figure 3 depicts antique Pallas attached with matan (field)
prepared from pashmina and ornamented with amli technique. These are
called restoration shawls constructed and joined entirely with needles.'®

Shawl, a woollen garment, undoubtedly necessitated fleece from
mountain goats and sheep to produce its fibres. Kashmir has had a long
history of using natural materials for making shawls. Due to the geographical
locations and political conditions, the wool came to Kashmir from elsewhere.
Some of these regions were in Central Asia and China, such as Yarkand,
Khotan, Sianking, Lhasa, and Kirgiz steppe-land.!®

Earlier, the wool for shawls was popularly derived from the mountain
goat Capra Hircus which resided in Central Asia. It was tiny with straight
horns and delivered glossy and short hair to be used as wool, also known as
keli-phumb?’. The finest layer was obtained from the innermost layers of hair
strands around its physique, i.e. from the underbelly. The fleece protected the
animal from winter, and it was found to shed the same during the summer
months. This natural product was called the most superior of all wool-
producing goats by S. Turner, an English ambassador to Tibet, in 1783.2! The
goat delivering this kind of wool was considered similar to the Angora, and
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its various species were found at Erzurum, Eastern Turkey, and Northern
Persia.?? Kirman was also known for producing goat’s wool and thus
shawls.?® Indeed, wool has been the oldest fibre utilised by Persians to craft
textiles, which goes back to the neolithic period.?* Even in Persia, there has
been the tradition of drawing out the hair of the goat for weaving fine and
warm shawls. »The influx of Persians in Kashmir led to the transfer of
traditions, art, and culture. Today we can find several similarities between the
two regions, and the craft of shawl making is one of these.

The most popular wool in Kashmir is universally known as pashmina,
as the name evolved from the Persian word pashm?’S. Also named cashmere
in the West, The similar fleece began to be obtained from other animals such
as wild Himalayan mountain sheep like the Shapo (Ovis Orientalis vignei),
the Argali (Ovis ammon), the Bharal (Pseudois nayaur), and the Himalayan
Ibex (Capra Ibex).?” It has been claimed that Tibetan shepherd dogs could
also produce the same fleece at times.?® Studies reveal that extreme weather
conditions make the finest qualities of thread on the animal’s body. Today
Capra Hircus’s wool comes from the eastern regions of Ladakh at 4,500
meters (14,750 ft.) above sea level.?® The area is known as Chang-Thang, and
half of it falls under the part of Chinese Tibet.’*® Many artisans have labelled
the goat Ladhki khat or pashmina goat. Also known as Changra, they are
domesticated by the shepherds of this region.

Frank Ames has mentioned in his book that the people supplying goat
fleece are called Changpas, the nomads whose occupation is to herd yak,
sheep, horses and goats.’! They deliver the central segment of the pashm from
Chang-Thang to the Kashmir region. The best wool arrives from those goats
that grazed the greenest meadows.*> The Changpa collects the fleece from
various areas and vends it in mass quantity; the buyers connected with the
shawl trade thoroughly examine colour gradations of the wool and
accordingly determine the final price. The whiter the colour of the fleece, the
more acceptable the quality. 3

The most expensive, most delicate, and rarest wool in the world comes
from Ibex (Capra Ibex Siberica) or Chiru, a wild Tibetan Antilope
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(Pantholope hodgsoni) now one of the protected species. They graze at high
altitudes, i.e. almost glacial temperatures. The fleece they deliver is shah
pashm or king’s wool, asli tus or shah toosh / tus. The animal rubs itself
against the rocks during warm months and sheds the hair which grows close
to its skin.>* Monique Levi Strauss observes stated, “some travellers who
witness this fleece assumed that shawl’s raw material came from a plant
which grew like cotton”. 3° [7, pg. 15]

According to some artisans, the hair around the neck and the belly of
the animal is of the finest quality. With ageing, the mammal’s fur develops a
shiny texture. If the species is a few centuries old, it could grow golden layers
on its exterior.>® The goat is available at approximately 18,000 feet above sea
level, where the temperature falls to minus forty degrees centigrade. The area
descends into the Himalayan ranges of Indo-Tibet.

Conventionally the fallen fleece was collected and supplied to the
weaving centres by Nepalese merchants, who received it from Tibet.>” It was
one of the tedious processes of collecting raw material, and therefore the
prices were high.*® Gradually the business began to take the form of the black
market.* This led to the slaughtering of these goats to accomplish the
growing and pressing demands of the buyers. Therefore the government of
Kashmir imposed a ban on the use of as/i tus (king’s wool) for making shawls.
However, these kinds of shawls could never be produced in large quantities
due to scarcity of raw material, imposition of heavy duties and highly time-
consuming collecting, cleaning, spinning and especially weaving.*’ In 1821,
the entire region of Kashmir had only two looms that specialised in the
weaving of the king’s wool. !

According to Frank Ames, the dealers of these shawls never allowed
the finished product to be 100% clean so that the leftover hairs could prove
the genuineness of the asli tus.*?

Shawl dealers referred to the shah tus as the ring shawl, implying that
the entire fabric could be passed through the ring. ** However, in the present
times, some artisans/dealers have developed the knack of slithering other
shawls through finger rings.

Raffle is another kind of wool commonly utilised in the production of
shawls in Kashmir. The raw material initially was perhaps obtained from the
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outer layers of domestic goats like Changra. As of today, raffle shawls are
produced mainly out of lamb’s or sheep’s wool from Kashmir. The shawls,
thus made, have an inferior texture and are far more economical in
comparison to the previously mentioned types. Earlier, i.e. before 1800, the
raw material came from Ladakh and Tibet.** With the spell of the epidemic
in these areas, the supply came from nomadic tribes of Kirghiz, who imported
it to Yarkand and Khotan.** Later the chief source of second grade wool in
Kashmir came from Siankiang, especially Turfan.*® With increasing demands
and inadequate supplies, the goat fleece became extremely expensive, leading
to the impurity of thread and diminishing standards.*” This led to the usage of
the fleece available from local animals of Kashmir. The wool also comes from
the Merino sheep, known mainly in Australia.

Process of manufacturing

a.)Yarn

As buyers, when we perceive a variety of handicrafts around us, we
often fail to realise the artisans' highly elaborate and dreary hard work behind
its making. There are several processes which a shawl goes through before
appearing in its complete form. The first process involves deriving the wool
from the mammal’s body. The method of removing hairs is different in all
three types of animals. Combs are used for plucking the deepest and the
softest layers of the pashmina goat. The finest wool, i.e. shah tus, can be
obtained from the hairs that the wild antelope shed. Herders or shepherds
shear sheep to make shawls out of raffle wool.

The raw wool is sold to the retailers, further selling these to spinners.*®
At this stage, the thread is unclean; therefore, the following shawl production
process requires cleaning and wool. The women in Kashmir have traditionally
handled the activity since the ancient period. They separate the soft and coarse
hairs of the raw material while dividing superior and inferior variety through
combs.*’ The former is generally reserved for the warp threads on the looms
or making the most delicate shawls. These have either pure white colour or
dyed with light hues. On the other hand, the somewhat courser or greyish
fleece is dyed and used as weft on looms.*® The wool is generally cleaned at
four levels, 1.e. Coarse hair, Phiri or Seconds, Dust/Foreign substances, and
Fine wool.’! Separating thread from the hair itself has been tiresome and
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lengthy. As accounted by William Moorcroft, “to acquire the second level, a
quantity of husked rice is steeped in clean cold water, for a day and a night,
or longer, until it becomes soft, when it is ground or bruised upon a stone slab
to fine flour.” 32 [8, pg. 168]. The layer is then applied to the wool to harden
its texture. After an hour, the flour is shaken and removed to free the wool,
usually torn to pieces through nails to form a square, elastic pad called tumbu
that helps extract the second level or Phiri.3 It is most often developed into
second-grade shawls. Moorcroft further says, “the next step requires
extending tumbu into a mala which is then folded up to the size of the tumbu,
and deposited in a deep pot of red earthenware, called a faksas, to be out of
the way of dust or accident, till required for the spinning wheel.”>* [8, pg.
169-170]. The last layer thus achieved is the finest. Such an elaborate
procedure may or may not be followed today, but women separate the
different layers through combs, and the yarns are hardened by applying layers
of starch to them.

b.)Spinning

The process then progresses to the hand-spinning of the yarns by
women on the wheel. The spinning wheel (yender) is made of wood with an
iron spindle attached for rolling the wool’s drawn-out threads.>” It could
require eight days to spin a considerable quantity of yarn; hundreds to
thousands can be taken out even from a small bunch of shawl wool.>® These
yarns can be about 2,500 yards in length, generating warp threads for the
loom. According to Monique Levi Strauss, “the women prepare the warp by
doubling the threads, drawing it out while twisting it slightly.”” [7, pg. 15]
Two thousand to three thousand warp are fixed for a wide shawl on the loom.
The more delicate threads are frequently used for warp, while the slightly
coarser ones are for the weft. Thousands of women spinners, both Hindu and
Muslim, have tremendously contributed to the shawl industry. As stated by
D.N. Dhar, “they sat and sang songs with the buzzing of the wheel,
sometimes, till late in the moonlit night.”>® [3, pg. 69]. Women have even
worked under oil lamps.>® Indeed young girls of ten years of age have also
been involved in spinning yarns.
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According to some artisans, the hand-spun yarns are more delicate than
the machines' poorer and thicker strings. While the finer qualities are still
hand—cleaned and hand-spun, the yarns (raffle) are also prepared through
machines and softened through chemicals, and artisans buy these from the
shops.

c.)Dyeing

These yarns are utilised or dyed with natural colours before setting up
on the looms for weaving. Keeping in mind the colours and patterns of the
shawl, the weaver gives it to an expert whose task is to divide these yarns into
skeins. These are further provided to dyers or rung-rez for applying various
tints. (Figure 4 and 5). There has been a tradition of using natural dyes in the
shawls from Kashmir. In the words of John Irwin, “the process required the
extraction of colourants from several sources in nature such as blues and
purples from indigo; orange and yellow from carthamus and saffron; reds
mainly from logwood.®' [2, pg.6]. The yellow pigment could be prepared
from a grass named woftangil in Kashmir.®? Iron filings and wild pomegranate
skins could help produce black and sometimes light brown; reds were even
obtained from wood called /ine or a drab from walnut skins.; English green
baize made available the most delicate greens and light blue.®® Earlier, some
dyers claimed to generate sixty-four different shades from the same dyeing
process by estimating the time to keep the yarn under a particular dye. The
artisans of the Mughal era made diverse shades amounting to three hundred,
which were reduced to seventy-four during the Sikh period (Diwan Chand
Sharma, Kashmir under Sikhs, 1983, p. 171).%

In modern times where textile mills are increasingly using synthetic
dyes, the art of preparing dyes through animal excreta and vegetables still
exists in Kashmir but only for finer shawls. Yarns of pashmina and shah tus
are dyed by Kashmiri rung-rez but not a raffle. The shades are now often
imported to Kashmir from outside, primarily Switzerland, because of their
supreme quality. According to some artisans, the natural dyes retain the
original attractiveness of the shawl, and therefore these are still in use. Such
pigments act as a shield for microbes and preserve the light fastening of the
textile. The presence of tannin (tannic acid) in most raw materials, such as
pomegranate, etc., is responsible for maintaining the life of the shawl. Water
in Kashmir also is an excellent source for producing fine colourants because
it contains salts (i.e. negative ions) that add to their freshness. Even for the
preparation of the natural pigments, the chemical is used, but the latter is
extracted from biological environs. Therefore these natural dyes are preferred
by artisans. Most of the raw materials for making dyes are widely available
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in Kashmir, making them cost-effective. Also, these are produced in huge
quantities.

Natural colourants are prepared from vegetables like capsicums,
turmeric, etc.; flowers like saffron, etc., waste like used tea leaves,
pomegranate rinds, insect excreta, etc. Regarding the dyes, Moorcroft has
stated,

“Each has a separate denomination; for instance, the crimson is termed
gulanar (pomegranate flower); the best kind is derived from cochineal,
inferior tints are from Lacand Kirmis (chermes), distinguished as Kirmisi,
Kirmadana, and Kirmisi lac, or cochineal and lac chermes; or colouring
matter extracted by boiling from European broad-cloth.% [8, pg. 175]

The most significant of all is the red dye which is cochineal in nature,
i.e. it is produced from the female bodies of the insect Coccus Cati.’® Northern
Persia and Armenia have been famous for breeding these insects; their bodies
are crushed and mixed with mordents to produce red dyes.%” Kermis, another
dyestuff, is obtained from a female insect named Kermococcus vermilion also
makes hues of red such as crimson and carmine.®® The pigment is better
known as scarlet in English and is deemed to be pleasant and colour-fast.® It
is commonly known as /ac in India. Vegetables like red capsicum or paprika
also deliver red tints.

Besides red, yellow dyes are popularly used in the manufacture of
shawls from Kashmir. The most crucial paint comes from safflower (gol-e-
rang).”’ The colour is taken out from the petals and florets of the plant labelled
as Carthamus tinctorious. It is grown as a field crop in Persia, where its leaves
are collected, dried and pounded.”! The finest yellow is acquired from
saffron’s stigmas, widely available in Kashmir state. Biologically it is known
as Crocus sativus and has been famous in the Middle East, Egypt, Crete, and
Phoenicia since the ancient period.” Iran has widely cultivated the floral plant
since the Islamic reign, and now it is commonly grown in Kashmir. The dye
thus produced is remarked as the world’s most expensive. ”*

A widely used yellow dye is turmeric (karkum, and-cubeh); it is
extracted from roots and shoots of curcuma Domestica and curcuma longa
and has been one of the significant agricultural produces of India, Persia and
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Mesopotamia right from the classical era.”* Fenugreek seeds (methi) and a
grass named woftangil also help obtain yellow pigment. Besides,
pomegranate rinds also deliver mild hues of yellows.

Blues are exclusively obtained from indigo (nil, rang-e kermani, rang-
e vasmeh) drawn from the leaves of Indigofera tinctoria, one of the first dyes
prepared in the powdered form.” The leaves are grounded and kept inside
water for twelve hours of the fermentation process, which helps produce a
colourless liquid called glucisid indoxyl, drained out later.”® The yarns are
then immersed in the solution and exposed to air so that gradual oxidisation
results in the formation of a blue tint.”” Though India has been synonymous
with indigo, it is believed that the dye existed in the Pre-historic periods of
Egypt, Mesopotamia, and Palestine.”®

Greens could be achieved through English green baize. Hues of Browns
could be derived from walnut and pomegranate peels. Threads dyed in dark
blue indigo help to produce rich black colours.” It does not require to be made
in huge quantities as many of the wool delivering animals are black.

Colours extorted from natural substances tend to deliver different
shades in the same formation. Specific techniques are adopted to achieve
standardisation in dyes to overcome such difficulties. A mordant is added to
the tints to prepare and fix dyes to the fabric. It is mainly alum (zaj),
principally in the form of ammonium alum, aluminium sulphate (zaj-e safid),
potassium alum (zaj-e galieh), and sometimes chromium alum.®® Iron and
copper salts are used, sometimes by the dyers combined with astringents
(containing high quantities of tannic acid). The dual task of fixers and darker
tones are accomplished simultaneously. The astringents are also acquired
from various sources of nature.

Traditionally dyers located their workshops near the water resources.
The dyeing process was long drawn as they dealt with extraction, preparation
& dyeing. Nowadays, various industries produce natural dyes, so the job of
the dyer has been restricted to merely dyeing the skeins. In contemporary
times, chemical dyes are utilised much more in Kashmir as these can create a
wide variety of shades compared to natural dyes. The initial difficulty of
understanding artificial dyes' complex techniques has now been overcome.

d.)Warp and Weft Making

Once the yarns are ready to use, seven specialists engage themselves
before the beginning of the weaving process, and they are warp-maker, warp-
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dresser, warp-threader, pattern drawer, colour-caller, faleem writer and
pattern master®’. As stated by John Irwin, “it is the warp-maker’s job to wind
the length of warp to the correct numb of threads (usually 2,000 to 3,000
double-threaded warps being required for a shawl); the warp-dresser is to size
the warp with starch, and the warp-threader to pass the yarns through the
heddles and reed.”®* [2, pg.7]. The first step involves the warp-makers
(nakatoo) adjusting yarns for warp and weft, i.e. he divides the skeins into
warp and weft.®* The warp is always cut longer than the weft, almost double
the size, but the latter has more weight and thickness.®* The former act as a
base for textiles, whereas the latter are meant for creating designs and
patterns. Usually, for a shawl loom, a warp-maker organises 2000-3000 yarns
on the warp depending on the coarseness and the gaps between the threads.
Sometimes a single nakatoo is capable of setting two shawl looms in a single
day (William Moorcroft, Journey to Kashmir, Vol II, 1970, pg. 176)%

The yarns are then passed on to warp-dressers whose task is to apply
starch to the warps to produce stiffness. In the words of D.N. Dhar, “He
stretched the warp using sticks due to which threads could slightly get
separated and then dipped in thick boiled rice.”®¢ [3, pg. 70]. Once dried, the
layers of starch are brushed off; the rigidness helps the warp-dresser separate
the warp threads. *’

The function of the warp-threaders (beere gooroo or burn-gur) entails
setting the yarns on the looms, i.e. passing the threads through the needles.3®
In a loom, the warp is usually arranged vertically and weft horizontally. In
kani, looms warp are organised horizontally. Some artisans use silk warp to
prepare the shawls’ hashias (borders). In the words of Moorcroft, “the
operation of drawing, or of passing the yarns of the warp through the heddles,
is performed precisely in the same way as in Europe, and the warp is then
taken by the shal-baf, or weaver, to the loom.” [8, pg. 178]. Depending on
the shawl length, the warps range from twenty-five hundred to three thousand.

e.)Design and pattern making

Even when the actual process of weaving begins, the weaver is not the
only one engaged in the manufacture of shawls. The warp-threader arranges
the loom according to the shawl’s type, design, and pattern in consultation
with the weaver. Many times, the latter himself sets the yarns on the loom.
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But the weaver implements the designer’s creative ideas known as nagqash
or pattern drawer. It is the designer’s mind that decides the patterns for the
shawl. He is paid the highest salary, even more than the weaver. *°

The design’s colour plan is handed over to the tarah —guru. In the words
of John Irwin, “with a black-and-white drawing before him, the colour —caller
beginning at the bottom and working upwards, called out each colour, the
number of warps along which it was required to extend, and so on, until the
whole pattern or section of the pattern had been covered.”! [2, pg. 7]. A graph
man transfers the designs and colours to the graph paper. Based on the units
in graphs, the plan is transcribed into a shorthand code by an expert known as
taleem guru. The peculiar symbolic language is called taleem, understandable
only to the weavers & implies the colour of the weft thread and the number
of the warp through which it will be passed. It takes around a few months to
a year for a kani weaver to comprehend the particular language.

f.)Looms and weaving

Before mentioning weaving techniques, I would like to provide brief
information on looms. The section will explore the various components of the
looms and their types. In the age of mechanical production, it is unlikely to
have no machine looms in Kashmir. Indeed raffle shawls are today made on
power looms. Yet the larger community of weavers is still weaving shawls on
handlooms. These looms are made from wood which is available in the
region. Their main component consists of heddles, reed, comb, shuttles,
needles, peddles, warp, and weft.

The heddles (also called saaz in Kashmir) carry the warp, and their
number varies in different looms. In Kashmir, a kani shawl loom in Kashmir
has four alternately moved up and down by the weavers through peddles; the
heddles are positioned behind the reed. By pulling alternate heddles, i.e. first
and third or second and fourth, half of the threads are lifted, leaving the other
half straight, thus forming a space or a shed from which a weft thread is
passed. Heddle maker himself constructs this part of the loom. **> According
to the instructions received by the weavers, the heddle maker arranges the
number of heddles and the sequence of entering warp for a required pattern.”
The set-up leads to entering warp threads through the reed (also known as oat
in Kashmir), usually prepared by the reed maker. He, too, is a specialised
craftsman who constructs it from wood.”* As stated by Hans E. Wulf, “the
reed maker carries properly shaped end battens (golfak, badumak) and large
quantities of split bamboo to form the reed blades (alat, dandaneh, sim, nai)
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and several grades of cotton thread (nah) for winding around the rod halves,
thus keeping them together and the reed blades in between, the distance
determined by a thread.” [6, 195]. Its different parts are then fixed together
with an adhesive. Cloth strips are glued on top of the end battens.

As already mentioned, the designs and patterns are created through weft
threads on shawls. At the same time, the process of weaving weft on warp is
on the weaver and, from time to time, compacts the weft threads on a loom
with a beater comb (also known as kangin in Kashmir). In the present times,
reeds are used for the same. The purpose is to keep the designs in straight
rows; the warp threads separate and tightens the fabric’s strength by reducing
gaps between warp and weft.

Shuttles (mukh) and kani needles (fujlis) are meant to penetrate weft
through several warp rows. A shuttle has a single-coloured yarn which is
either thrown from left to right or right to left from the sheds, which are
formed due to the up and down movement of the heddles. Kani needles are
seen only on looms constructed for kani shawls. These are made out of wood
acquired from willow trees in Kashmir because of their smooth surfaces and
long lives. Weft yarns of several colours’® are winded on these needles
without eyes and placed together in front of the weaver so that he can use
them for forming patterns as described in taleem sheets. (Figure 6).

The other loom parts include peddle (khraw) situated at its bottom and
attached to the heddles. These act as a control device of the loom as it helps
the weaver shift heddles to alternate positions, thus supporting the
construction of the textile.

Jack or taaruch acts as a support for holding different components such
as heddles with the outer frame of the loom.

Beams (nawared) are attached to the side of the working weaver to
wind up the knitted fragment of the textile. As stated by Hans E. Wulf, “when
the weaver has woven several wefts, and the shed gradually moves too far
away from the breast beam, the warp is loosened by being slipped off the
ground pegs and moved towards the weaver, so that the material already
woven disappears under the beam.”” [6, pg. 200]

Kani shawl weaving is one of the oldest handicrafts of Kashmir since
the time of the Mughals. The shawls are woven from pashmina yarn. The
government of Jammu and Kashmir has granted a geographical indication to

%, Ibid.

%, Around hundreds of kani needles are generally placed before the weaver on the loom.
These are of several colours which are repeated at different positions to help the weaver
coordinate designs within the same row.

7. Hans E. Wulff, The Traditional Crafts of Persia — Their Development, Technology, and
Influence on Eastern and Western Civilizations, 200
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the kani shawl, making it illegal to sell shawls made outside of the Kanihama
area as kani shawls. *® (Figure 7).

Different Kinds of L.ooms

There are several types of looms in Kashmir that aid in producing
different kinds of shawls, but these may not be unique from each other.
Generally, the looms for shawls are made of wood.

Pashmina loom or sandal want is a loom used to make plain pashmina
shawls woven through shuttles. The loom can also be used for making Kani
shawls.

Pit loom — One of the oldest looms has four-foot operating heddles
hanging inside the pit that helped in twill weaving.®® The shuttle is in the
shape of the hollow cylinder around which weft yarn is wounded, and it works
on the ‘throw and catches’ principle.'®

Frame loom — Almost like a pit loom, but its frame is set up at the floor
level with a bench for the weaver. Comparatively, its structure is fixed and
rigid.

Pedal loom -It is quite like a power loom and is operated with legs.
Ordinary wool can be woven on the same as it has good synchronisation.

Tara loom- is a semi-automatic form of frame loom, but the frame is
made of iron. Apart from making bed sheets, tweeds, etc., it is also used for
making shawls.

Power loom — Raffle shawls are woven on power loom

Weaving Techniques

Kani or twill weave — Kashmir is most popularly known for its weaving
in the kani technique, also known as twill weaving. When the weft is passed
over one warp and under two warp, the fabric forms a diagonal or parallel
ridge over its surface. The structure moves diagonally in regular succession.
It is similar to the tabby weave except for the interlacing of two down and
two up warp threads. The method is also used for weaving carpets in Kashmir.
Apart from kani, there are a few other kinds of weaving techniques utilised
by artisans for making shawls. These are:

Pashmina Saada — 1t is the simplest method of weaving pashmina
shawls where warp and weft are usually of the same colours. The cloth is
woven on sandal waan, as already mentioned.

Chase Bulbul — 1t is another technique of weaving shawls. The name
implies a nightingale’s eye as the pattern has a dot enclosed within a small
diamond shape. The design is repeated all over the fabric, visible only when
seen with a keen eye. In this weaving method, warp and weft are of the same

% “Kani Shawl”, the Wikipedia-the free encyclopaedia last modified April 20, 2022,
https://en.wikipedia.org/wiki/Kani_Shawl

9 Janet Rizvi, Living Traditions of India-Crafts of Jammu, Kashmir and Ladakh, ed. Jaya
Jaitley, 38
100 Tbid.
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colour. Four peddles were utilised for this kind of weaving on the loom,
depicting the chasme bulbul pattern on a raffle shawl.

Towel Weave — This technique makes the fabric appear like a towel,
1.e. coarse from one side and smooth from another.

The warp threads tend to break on, remaining stretched for too long on
looms while the process of weaving is on. Weavers painstakingly repair this
through ‘lost mending’ because it remains indiscernible from the right side.!*!
To reduce the splits, the yarns are moistened with rice flour paste.

Either the shawls are simply woven, or these are further embroidered
with patterns. In present times, amlikers are the most prevalent. The designs
are stitched on the surface of the woven shawl with needles having eyes. The
threads drawn through the eyes are either made from cotton or silk.

g.)Embroidery

Romans have described the craft as ‘painting by needle’.!*? Kashida is
one of the well-known embroideries of India.!®® Unlike other parts of India,
the men from the region are considered specialists in the art of needlework.'*
The art is age-old as bronze needles have been excavated from the sites of
Mohenjodaro. Several figurines from Indus valley sites have depicted
embroidered draperies.!? Perhaps the craft was well known at the time of the
Mughals, but the concept was popularised in Kashmir due to a rafugar named
Ali Baba. Also, by the end of the eighteenth century, the shawl industry faced
adversities due to heavy taxation. Khwaja Yusuf, an Armenian agent, played
an instrumental role in producing the shawl with a hand needle to bring down
the prices and save the levy imposed.!? Gradually the craft became more
famous than kani weaving. Unlike weaving, the craft began in small
manufacturing units under master artisans; it is now done from home.'"” Men
and women from villages do embroidery work in Kashmir region.

Embroidery techniques begin with the design plan and tracing the same
over the textile by professional experts like naqqashband (nagshaband) or, in
other words, tracers.!® The fabric is placed on a flat surface with the
perforated design sheet above. !®The charcoal or chalk powder is rubbed on

101" Monique Levi Strauss, Romance of the Kashmir Shawl, 15

102 D.N. Saraf, Arts & Crafis-Jammu & Kashmir, (New Delhi: Abhinav Publications,
1987), 64

103 Dr. Shailaja D. Naik, Traditional Embroideries of India, (New Delhi: APH
Publishing Corporation, 1996) , 75

104 Embroidery in Zari is certainly an exception where women out-number men

105 Tbid.

19, Dr. Shailaja D. Naik, Traditional Embroideries of India, 75

197 'Sushil Wakhlu, Living Traditions of India-Crafts of Jammu, Kashmir and Ladakh,
ed. Jaya Jaitley, 63

108 Dr. Shailaja D. Naik, Traditional Embroideries of India, 76

109 Ibid.
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the sheet to leave an impression on the shawl below.!!® Many artisans add
gum arabic to make outlines more apparent; the lines are further darkened
with a pen or ‘kalam’. '!! In present times, the impressions of designs are also
created on fabrics through wooden blocks, which are later stitched with
threads.

Earlier, the threads utilised for embroidery on shawls were made from
wool. Nowadays, cotton, silk or synthetic fibres are used often, differing
based on embroidery, e.g. for ari or hook work, threads of yarn, staple or silk
are used on shawls. In contrast, silk floss is made the most for sozni
embroidery. Previously these threads were dyed locally with natural colours;
with the evolution of industries and fast production, these began to be
chemically tinted in mills.

Originally kashida was merely a darn stitch used by refugees to add
finishing to the shawl.!!? The styles of stitching gradually progressed to stem,
chain (most common), buttonhole (vatachikan), herringbone, Doria (open-
work), talaibar (goldwork), satin (meant to cover large areas), etc.'!?

The embroidery on the shawl is done at different parts such as the
border, corner, centre or all over. !'* There are certain types of embroidery
techniques which artisans in Kashmir use:

Sozni or Sozankar — One of the most commonly employed embroidery
in shawls, especially pashmina and raffle, also known as raised
needlework.''® The stitches are thin, refined, and delicate and look uniform
from both sides. Image 8 is a depiction of sozni embroidery on a pashmina
shawl.

Kani — 1t is areplica of kani weaving seen on the shawls from the region.
The stitches are intricately detailed and spread all over the fabric. The
coloured patterns follow a rhythm giving a striking glow to the base colour.
(Refer to Figure 1 and 2)

Papier Mache — a type of thick embroidery in raised form. It resembles
prominent motifs from papier mache products. (Figure 9)

Vatachikan — 1t is a kind of button-hole stitch that gives the appearance
of thick fillings on shawls, i.e. raised floral designs made from golden
threads—commonly used on raffle shawls.!!'® Perhaps the needles for the
embroidery are pretty long.

Zalakdozi — In this embroidery technique, threads are chain stitched
using a hook resembling crochet using staple yarn. According to John Irwin,

1

0 Ibid.

U Tbid.

12 Dr. Shailaja D. Naik, Traditional Embroideries of India, 77
113 Ibid.

114 Tbid.

5 D.N. Saraf, Arts & Crafts-Jammu & Kashmir, 64

116 Ibid.
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the method was brought to Kashmir by Damascus’s artisans under Sultan
Zian-ul-Abidin.!'’

Chikandozi — 1t is medium-fine needlework.''®

Rezkar — This technique involves multi-coloured threads and broad
stitches.!!”

Ari or Hook-work — It is a chain stitch technique that uses the hooked
awl. In the words of Sushil Wakhlu, “the ari is inserted through the cloth in
the form of a loop and is finally pulled up through the surface of the cloth to
form a stitch.”'?? [5, pg.69]. It is similar to zalakdozi, but it is done at home
by women in Kashmir.

h.)Finishing

The last stages of shawl production include finishing, trimming, quality
checking, washing, calendaring, and packaging. As stated by Moorcroft,
“once completed, the shawls are submitted to the purusgar, or cleaner, whose
business it is to free the shawl from discoloured hairs or yarn, and from ends
or knots: he either pulls them out severally with a pair of tweezers or shaves
the reverse face of the cloth with a sharp knife: any defects arising from either
operation are immediately repaired by the rafugar”'?!. [8, pg.184]. The
shawls are quality-checked, stamped and registered with specific duties
imposed on them from this stage.

The shawl then purchased is given for washing which is done with
immense care due to the delicacy and expensiveness of the material. The
washer-man conducts thorough examinations of holes and imperfections,
which, if found, are repaired by darners at the expense of the sellers.'?* This
then leads to the process of washing by dhobhi, who uses soap sparingly, only
in the plain white areas avoiding the embroidery and the coloured parts. The
wool softener is also applied to retain the suppleness of the textile. In the
words of G.T. Vigne, “the shawl is placed on the bottom, and while water is
poured on to it from above, it is trampled with bare feet for he stands in the
water & pulls it to and fro, he then slaps it hard against a flat stone. This last
operation is repeated three or four times before the shawl is plunged into the
flowing water of river Jhelum or its canal water. Finally, the shawl is set to
dry in the shade.” Doing so helps to remove excess colours from the shawls,
thus making them colour-fast. It has been claimed that the water from the
canal gives the textile its exquisite softness. White shawls are bleached in the

"7 Dr. Shailaja D. Naik, Traditional Embroideries of India, 78
18 D.N. Saraf, Arts & Crafis-Jammu & Kashmir, 64
19 Ibid.

120 Sushil Wakhlu, in the Living Traditions of India-Crafts of Jammu, Kashmir
and Ladakh, edited by Jaya Jaitley, 69. Ahmedabad: Mapin Publishing Pvt. Ltd., 1990
121 William Moorcroft de la, George Treback, Travels in the Himalayan Province of
Hindustan & the Punjab from 1819 to 1825, 184
122 Ibid.
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open air and exposed to sulphur fumes to improve whiteness.!'?* In the words
of William Moorcroft, “on drying the shawls set off for the procedure of
calendaring: a wooden cylinder in two parts is employed for this purpose,
around which the shawl, folded so as not to be quite as broad as the cylinder
is long, is carefully wrapped, being occasionally damped to make it fold
tighter; the end is sewn down: two wedges are then gradually driven between
the two parts of the cylinder at the open extremities, to force them asunder,
and the surrounding folds of the shawl are thus stretched to as great an extent
as is consistent with its texture.”'?* [8, pg. 185]. They are kept in this
arrangement for two days. Steam ironing is also one of the frequently used
stretching shawls after washing. Finally, these are packed to give them
protection and compactness. After passing through the long manufacturing
tunnel, the finished shawl passes through the hands of a few brokers before
finally reaching the shawl traders, who then make it available for sale at
markets and shops.

Note on Weavers/Embroiderers

While discussing the process of shawl making, it is hard to ignore the
artisans’ labour which flowers into one of the most delicate objects of art.
They are presumed to have come from Iran and categorise themselves as
Shias. With the heavy influx of art and artisans from Persia during the
medieval period, the art of shawl making could undoubtedly have been a
reflection of the same region. Gradually, artisans twisted these to their flavour
and style, giving it a Kashmiri identity.

Research Methods. The research was based on the historiography of
handicrafts, textiles, and Kashmir culture. My focus was on shawls from
Kashmir, especially the woven and embroidered shawls from the region. The
art of shawl making was examined based on the influences from Iran, Central
Asia and neighbourhoods around Kashmir. The research included
understanding the materials for making shawls and their biological sources,
particularly pashmina.

The literary sources included John Irwin, Monique Liivi-Straus, Frank
Ames, William Moorcraft, D.N. Saraf and many others. To understand folk
art practices in the contemporary period, the writings of Jyotindra Jain were
also studied.

The subject required observing numerous ‘visual materials’, which
included keeping the antique textile present in different collections and crafts
objects from the Kashmir region.

The research combined historiography with anthropological methods.
And for this, Raymond Scupin/ Christopher Decourse’s literature on
Anthropology: A Global perspective; Clifford Geertz’s essay on ‘Art as a

123 D.N. Dhar, Artisan of the Paradise, Art & Artisans of Kashmir-From Ancient to
Modern Times, 71

124 William Moorcroft de la, George Treback, Travels in the Himalayan Province of
Hindustan & the Punjab from 1819 to 1825, 185

64



Cultural System’ in Local Knowledge: Further Essays in Interpretive
Anthropology, etc. were consulted. The methodology also included doing
fieldwork in Delhi and contacting artisans residing in the Srinagar region
through emails. Direct field interviews (the author herself formulated
questionnaires) with artisans such as weavers & businesspeople working in
shawl making were carried out within Delhi, especially at Dilli Haat, Kashmir
Emporium Janpath and National Crafts Museum and Hastkala Academy.
Some scholars like Frank Ames were also personally met and consulted to
enrich the study.

The article has been derived from the M.Phil dissertation, which I wrote
on the Kashmir Shawl at Jawaharlal Nehru University, New Delhi. It presents
an overview of my observations during fieldwork and an analysis of the
historical study of textual & visual sources.

Literature review. Few of the comparative views of authors are cited
here to understand the craftsmanship of the Kashmir shawl.

a) The fine quality of woollen fibres of the Kashmir shawl is received
from animal fleece residing at high altitudes of Himalayan ranges. In her
article in Living Traditions of India-Crafts of Jammu, Kashmir and Ladakh,
Janet Rizvi stated that the most expensive, finest and rarest wool in the world
comes from Ibex (Capra Ibex Siberica) or Chiru, a wild Tibetan Antilope
(Pantholope hodgsoni). The animal rubs itself against the rocks during warm
months and sheds the hair that grows close to its skin, as Frank Ames in his
book, The Kashmir Shawl and its Indo-French Influence. Monique Levi
Strauss has pointed out the exclusive softness of the yarn in his literary source,
Romance of the Kashmir Shawl, “some travellers who witness this fleece
assumed that shaw1’s raw material came from a plant which grew like cotton”.

b) One of the uniqueness of the Kashmir shawl has been the mixing
and joining of different types of yarns/fabrics for producing a single textile.
In The Kashmir Shawl and its Indo-French Influence, Frank Ames mentioned
that many of the shawls had been prepared from three kinds of natural wool,
1.e. pashmina, shah tus, and raffle. Nowadays, several varieties are being
formed by mixing woollen threads with either cotton, silk, nylon or acrylic.
These days fragments collected from old & deteriorated antique shawls are
stitched and re-used as palas or otherwise on new fabrics. As per the write-
up by Sushil Wakhlu in Living Traditions of India-Crafts of Jammu, Kashmir
and Ladakh, there are kinds of restoration shawls constructed and joined
entirely with needles.

c) Women in Kashmir carried out the craft of shawl weaving to a large
extent, which scholars mentioned in their literary works. In the words of
Monique Levi Strauss in Romance of the Kashmir Shawl, “the women prepare
the warp by doubling the threads, drawing it out while twisting it slightly.”
Another writer, D.N. Dhar, stated his book on Artisan of the Paradise, Art &
Artisans of Kashmir-From Ancient to Modern Times, “they sat and sang songs
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with the buzzing of the wheel, sometimes, till late in the moonlit night” while
spinning and readying the fibres.

Results of the study. Today, the whole world cherishes the shawl from
Kashmir. Known for their meticulous skills worldwide, inspiration comes
easily to the artisans, where nature is bountiful, and enough flowers blossom
throughout the year. In the words of Brigid Keenan, “first come the fragile
blooms of spring: iris, narcissus, tulip, bluebell, almond blossom, crown
imperial, lilac; summer brings the more flamboyant, worldly flowers:
peonies, carnations and roses of every colour and size.” % [9, pg. 182]. He
further states, “with the onset of Autumn, the leaves of Chinar trees turn into
red, gold and copper, filling the craftsmen with awe. Then there are water
lilies from pale pink to maroon and full bloom lotuses on delicate and thin
stems. And nature has inspired geometric designs, too: tendrils and vines have
been looped and curled and twisted into a myriad of graceful arabesques;
flowers and leaves have been regimented into rows, roses have been massed
together to make abstract, spotty backgrounds and even water ripples have
been tamed into regularity.”1?° [9, pg. 182].

On the other hand, rarely can one find shawls with examples of fauna
or human figurines from the Kashmir region.

The artisans have been following traditional patterns and designs
flowing down from generation to generation with slight alterations in a few
places. Weavers and their families never disclosed their methods to retain
their specialities, such as gul hazara, implying a thousand flowers; gul andar
gul meaning flower upon the flower; gul velayet or foreign flowers, etc.!?’
Undoubtedly, Kashmir became famous for its craftsmanship in shawls, and it
was in demand both nationally and internationally.

But life has not been a bed of roses for the shawl weavers as they
overcame crises several times. Many weavers and their families perished due
to the devastating famine of 1877, and with them could have been vanished
the original art of shawls.!?® The craft almost went into the face of extinction,
but artisans’ ability to survive in the worst conditions brought back shawl
making in Kashmir.

There was never any shortage of customers for shawls. With time, the
lowering of standards was consequential. Francois Bernier once stated in
1663 that Indian customers constantly showed more concern for the cost
rather than the craftsmanship of the weaver or artisan. If it were not for the
patronage of the Mughals, the art would have been lost a long time back.'?’
This holds even today as buyers still have preferences for cheaper materials.

125, Brigid Keenan, Travels in Kashmir: A Popular History of its People, Places & Crafis
(Delhi: Oxford University Press, 1989),182
126 Th;
. Ibid.
127 1bid., 183
128 1bid.,201
129 Ibid.,183
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130 The apathy does not end here. The weavers were never given due respect
or justice by their higher authorities. Most of them slog day and night, living
in dilapidated conditions to provide us with beautiful works of art. They have
to face acute poverty, i.e. low wages, housing problems, poor health,
nutritional deficiencies, mental/physical exertions, eye strains, etc. Sadly, we
fail to understand the pathetic state of the artisans hidden behind the gorgeous
designs and brilliant colours of the shawls. The whole process of marketing
the goods through brokers and agents is also responsible for the poor profits
artisans earn from their craft.

Conclusion. The uniqueness of the textile from Kashmir is that it is
prepared from the finest raw materials from nature and is intricately
ornamented with the patient skills of the artisans who have been carrying
forward these legacies for generations. The shawl industry from the region
came under threat several times, yet it is remarkable to find traditional art
alive even today.

So famous are these that they are imitated in several places, especially
pashmina varieties. Nowadays, numerous shopkeepers, including non-
Kashmiris, claim to have ‘pure pashmina’ in their incredibly soft and delicate
stock. In the mushrooming web of bogus products, it is not easy for a buyer
to find genuine varieties. As told by an artisan, “One needs an experienced
eye to identify the pure pashmina shawl. According to them, the yarn’s
softness, colour, and lustre help determine the original variety. Some even
said that the purest pashmina might not be so supple. In other cases, the shawl
piece can either be tested in the laboratory, where the result should show the
presence of 11 to 14 microns within the textile or the yarn drawn out from the
shawl can be burnt and tasted, which can establish its identity.

It 1s significant to mention that Kashmir has been manufacturing shawls
for a long and its art has now reached its zenith. Today it has formed a special
place for itself in the world of textiles.

130, Shawls from Kashmir have been imitated time and again at various places. Amritsar is
one such city that manufactures low quality as well as inexpensive stuffs and attracts a huge
clientele for its products, perhaps even more than the actual shawl from Kashmir.
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APPENDIX
Illustrations

Figure 1. Figure title- Durukha shawl showcasing kani embroidery, front
side. Figure source- Mr C. Bharany’s collection, field photo by author

Figure 2. Figure title- Durukha shawl showcasing kani embroidery,
backside. Figure source- Mr C. Bharany’s collection, field photo by
author
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Figure 3. Figure title- Antique palla attached with pashmina and
ornamented with embroidery, contemporary. Figure source— shop at
Connaught Place, New Delhi, field photo by author
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Figure 4. Figure tile- Woollen skeins (pashmina). Figure source-
workshop at India International Centre, New Delhi in 2008, field photo
by author

Figure 5. Figure title- Dyed fibres of kani shawl. Figure source: India
International Trade Fair, New Delhi in 2007, field photo by author
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Figure 6. Figure title- Kani loom with wooden needles, heddles and taleem
sheet. Figure source: India International Trade Fair, New Delhi in 2007,
field photo by author

Figure 7. Figure title- Woven shawl using kani technique from Kashmir.
Figure source- Mr C. Bharany’s collection, field photo by author
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Figure 8. Figure title- Embroidered shawl using sozni technique. Figure
source- Farooq John (artisan), field photo by author

Figure 9. Figure title- Embroidered shawl using papier-mache technique.
Figure source- Farooq John (artisan), field photo by author
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PHULKARI!3!, SAMMI'32 AND SAADA PIND!3 —
UNDERSTANDING PUNJABIYAT!34

Annotation

Punjab, one of the diverse states of India, is known for its composite culture,
impeccable hospitality, delish food and incredible history; having been the site of great
partition, it is also replete with the stories of loss, suffering and resilience. While Punjab can
be seen and comprehended through various vantage points, the current paper proposes and
focuses on the proposition that ‘Punjabiyat’- the essence and way of being a Punjabi, is
reflected specifically through its attire-folk embroidery (Fulkaari and Baag), Folk-Dance
and Music Art forms (Sammi and Jaago) and the focal point of hospitality (Saada Pind).

Phulkari, literally translated as flower shape, is a folk-art embroidery that originated
in 15" ¢ by rural women in Punjab, and is popularly arranged on Dupattas'®. “Many
Punjabi women used phulkari (literally, “‘flower-work”) embroidery to decorate their daily
garments and handmade gifts in the nineteenth century. Illustrations only partially convey
the vibrant visual impact of phulkaris, and even color photographs fail to capture fully the
sheen of the silk thread. The embroidery ranges from striking geometric medallions in reds,
shocking pinks, and maroons, through almost monochromatic golden tapestry-like, fabric-
covering designs, to narrative embroideries depicting people and objects of rural Punjab .36

Initially intended to be given away to daughters in marriage and holding a strong
emotional value, the use of Fulkaari has widened and transitioned in the recent past. This
study asserts that it can now also be seen as a cultural symbol and an artefact, to convey the
bright and cheerful attitude of Punjabis and their general happy disposition towards life-
Carpe Diem. Similarly, the folk-dance art form of Sammi- a dance performed originally by
tribal women of Punjab, represents the true culture and spirit of Punjabiyat- the friendship,
longing, celebration of love and a sense of optimism for life. While Bhangra and Giddha folk
dance art forms have gained wide popularity; folk dance art forms like Sammi and Jaago too
need representation and space in academic and historical discourse. This paper also intends
to trace these two relatively lost dance art forms as signifying essentiality of ‘Punjabiyat’.
Further ‘Saada Pind’- roughly translated as ‘my village’; conveys a sense of oneness,
camaraderie, raw emotion and a place in time-space continuum where each stranger is

131 Phulkari- Shape of flower; traditionally a dress embroidered with flowers

132 Sammi- A Punjabi folk dance art form where women come together in circle, sing and
dance; for love

133 Saada Pind- My Village; synonymous with a sense of belongingness

134 Punabiyat- The essence and spirit of being a Punjabi (coming from state of Punjab,
India)

135 Dupattas- A long stole

136 Maskiell, Michelle Embroidering the Past: Phulkari Textiles and Gendered Work as
“Tradition” and “Heritage” in Colonial and Contemporary Punjab. Camridge Online,26
March 2010

75



welcomed with ‘Ji Aaayan Nu’'¥’. This study would establish how ‘Punjabiyat’; and
consequentially ‘Indian’ cultural art forms can be a possibility of re-looking at the lost values
of friendship, camaraderie, connection with the outside real world rather than a disparate
and robotic connect with the monotonous clicks on our smart devices.

Key Words: Punjabiyat, Phulkari, Indian Culture, Revivalist art forms, Dance and

Music.

Caxwu Yanana'

UPES!
(dexpaoyn, Ynoicman)

INXYJKAPU, CAMMMU KIOHE CAAJIA IMH/ - HEHIKABH/IbI
TYCIHY

AHHOTANUA

Yunoicmaunviy  anyan mypai  wmammapuvinely  0ipi  Ilenoocab  o3iniy  mypiui
MaOeHuemimeH, MIHCI3  KOHAKJICAUTbLIbIZbIMEH, O0aMOI  MAAMbIMEH JICIHE Kepemem
mapuxvimen mauviman. Xanol [lendocabd mypanvl mypni keskapacmap 6apuvl 6apimizee
manim, oyn maxanaoa "lendacadbu" — oyn ap6ip Ilendsicabmuinvikmoily - OMIp Cypy Caamol,
mypmuvlc-mipwiniei ouvly Kuim yreicinoe (Ilxyakapu men baae xanvikmulx kecmeoe),
COHOAU-aK, MY3bIKANbIK OHepi MeH Xanvlk ouiniy mypaepinde (Cammu men Jaago) scon de
KOHAKJICAUIbLIbIKMbL yillecmipy opmanviebinoa (Saada Pind) bavikarameinvl mypansl co3
60n1a0b

Ixynxapu, cesbe-co3 ayoapeanoa 2yn niwini Oecendi 0indipedi, 01- XANLIKMbIK
Kepkem Kecme, oHbl aneaut pem 15 eacvipoa Ilenooxcabmasvl ayvln aiiendepi KecmeneeH.
Conoatui-ag /[ynamma 0a keninen natidanranviiaosi. XIX acvipoa Ilendocabmoiy konmeeen
aulendepi KyHOeniKkmi Kuemin Kuimoepi MeH KOIOAH HCACANZAH CHIUNLIKMApbiH 0e3eHOIpy
Ywin nxyakapu Kecmenepin (co36e-ce3 "eyn sgcymvicmapul”) Konoanovl. Mnmocmpayusinap
nXYIKApUoiy meK ColpmKbl RNIWIHIH eaHa Kepceme anaodvl, minmi mMypri-mycmi
domocypemmep Oe xHcibex HCinmiy HCLIIMBIPIbIELIH MOBIK JHcemKize aimatiovl. Kecmede
Kbi3bL, Kb3&bLIM HCIHE KYPEH Kbl3bLl AUUbIK 2e0OMEMmPUsIbLK MeOalbOHOap, MOHOXPOMObl
anmui 2obenen opuexmepi Oetineneneen. Comuoati-ax Ilendocabmoly adamoapvl MmeH
MYPMBICMBIK 3aMMapul OetineneHeen MazmMyHobl Kecmenep oe dcui kezoeceoi.

bacmankwioa nxynxapu Kvizoapovl mypmvicka Oepyee apuanzan 601ambiH, KeuiH
Kesle OHblY KOJLOAHy asicul Keneuin, e3eepdi. byn sepmmeyde nxyikapudi nenoxrcadbmapowly
emipee Oezen ocapkuiH, bakvimmol kozkapacvin — Carpe Diem-0i dicemkizemin MaOeHU
HbLWAKH MeH apmeghakm peminde Kapacmwipyea boramuiHObiebl atumoliadsl. Con cuskmeol,
bacmankwvloa Ilendocab mavinaceinviy atendepi opviHoazan ou, Cammu XaniblKmolx OUIHIY
mypi, - IlenOcabudvly wviHalivl MaOeHUEmi MeH PYXblH, &HU OOCMbIebIH, MAXabOamulH
JHCIHE OMipee Oe2eH YMMbLIbICLIH, Kyuwmapavlebih 0in0ipedi. bxanepa men I'uooxa
XanviKmulK Ou oHepiniy mypaepi Keyinen manviman bonzanvimer, Cammu men I'azo cusxmol
XanvlKmulk OU OHepiHiy mypiepi aKaoeMUusiiblK JHCIHe Mapuxu OUCKYpCma manoayovl
Kaosicem emeodi. CoHblMeH Kamap, OYn Makaiaoa Ou OHEpIHIH CanblCmblpMaibl mypoe
arcozanzan exi mypi "llendoicadbu” masvinacvln 6indipemindicin aneapameis. "Caada ITuno"”
— wamamen "meniy ayvinvim” den ayoapwvinadvl. On yaKblmua-KeHicmik KOHMUHYYMbIHOA
Oipaix, cepixmecmik ce3iMiH, WbIHAULL IMOYUAHBI KepcemeOdi, OHOA ap belimanvlc adam
"Iorcu Aasn Hy" oen canemoecedi. Byn sepmmey "nenoowcadbu”, demex, "ynoi" maoenu enep
Gopmanapvl  OOCMBIKMbIY,  CEPIKMECMIKMIY, CbIPMKbl  WbIHALLL  JIEMMEH  KAPbLM-
KamvlHACbIY JCOANEAH KYHOLLILIKIMAPLIH Kauma Kapacmuvlpyea MyMKiHOIK Oepeoi.

Tyiiinoi co3oep: Ilenoocabusm, Dyaxapu, YHOI MaleHnuemi, IHCAHOAHEAH OHED
mypaepi, 6u JHcane My3blKd.

137 Ji Aaya Nu- I welcome you with my heart and soul
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Caxwu Yanana'

UPES'
(Hexpaoyn, Unous)

IIXYJKAPH, CAMMU U CAAJA ITUH/ - IOHUMAHHUE
IHNEHIKABUATA

AHHOTANUA

Ienoocab, ooun uz camvix paznoobpasnvix wmamos Huouu, useecmeHn ceoell
CNOJICHOU KYTbMYpOll, Oe3yNpeyHbiM 20CMeNnpuUMCmeoM, 6KYCHOU e0oll U HeBepOsImHOU
ucmopuet; AGIASICL MEeCHOM GelUKO20 pA30elenus, OH MAaKdice UzoouiLyem ucmopusimu
nomeps, cmpadanutl u cmouxkocmu. B mo epems kax Ilen0xcab mModicHo yeuoems u NOHAMb
C pasHblX MOYeK 3peHusi, 8 Hacmosiwyel cmamve npeondeaemcs u QoKycupyemcs Ha
ymeeporcoenuu, umo "llendacabusm"” — cywHocmv u 006pa3 HcU3HU neHoxcadbya —
ompasicaemcs UMeHHO 8 e20 oodedxcoe (HapooHou eviwiuexe (IIxyaxapu u baae), gpopmax
HapooOHo20 manya u My3vikaaibHozo uckycemea (Cammu u Jaago)) u KOOpOUHAUUOHHOM
yeumpe 2ocmenpuumcmsa (Saada Pind).

Ixyakapu, 6yxkeanvHo nepesooumoe Kak @opma yeemka, npedcmasisiem cooOol
HApOOHYI0 XYOO0IICECMBEHHYIO BbLIUUBKY, KOmopdas Ovlia 3aseneHa 6 15 eexe cenbCKumu
arcengunamu 6 Ilenoocabe u wuporo ucnonvzyemes na [ynammax. B desamnaoyamom eexe
MHO2UE  NEHONCAOCKUE  HCEHWUHbl  UCNONb30BANU — GIUUGKY —NXYAKapu  (OYKEanbHO
“ysemounan paboma’) oOna yKpaueHus ceoell N08CeOHe8HOU 00edHCObl U NOOAPKOB PYYHOU
pabomul. Hnmocmpayuu auwlb HaACMuyHO Nepeoaiom spKoe BU3YaibHOe B030elcmeue
phulkaris, u 0adce yeemmuoie pomozpaduu ne Mo2ym noaIHOCMbIO nepedans OJ1eCK ULeIKOBOU
Humu. Belwuexa eapvupyemcs om SpKUX 2e0MempU4ecKux MeOdibOHO8 6 KPACHbIX,
WOKUPYIOWUX PO308BIX U HOPOOGIX MOHAX, 00 NOUMU MOHOXPOMHBIX 30JI0MbIX 200€1eHOBbIX
V30p08, NOKPLIBAIOWUX MKAHb, 00 NOBECTNEOBAMENbHBIX 8bIULUBOK, U300PANCAIOWUX TTI0OCH
u npeomemsl cenvckozo Ilendicaba.

Iepsonauanvno nxyaxapu umeinr 0COOEHHVIO IMOYUOHATLHYIO YEHHOCHb U ObL
npeoHasHaden Oisl nepedayu O0YEpsIM 8 3aMYNCeCE0, UCNONb308AHUE €20 PACUUPULOCH U
UBMEHUNIOCH 8 HeOdHeM NpOWIOM. B Hacmoswem uccied08aHuu yYmeepiucoaemcs, 4mo
menepb NXYIKaApu MONCHO MAKICE PACCMAMPUBAMb KAK KYJIbIMYPHbIU CUMBOJ U apmedarm,
nepeoarowull apKoe U HCusHepaoocmHoe omuouienue neHoxcabyes u ux obuee cuacmaugoe
omnoutenue x ocusnu — Carpe Diem. Ananocuumnvim o00pasom @opma HaApoOHO20
manyeeanvnozo uckyccmea Cammu, mawey, NePEOHAYAIbHO UCHOTHIEMbI HCEHUSUHAMU
naemenu Ilenooicab, npedcmasisiem ucmunuyto Kyaomypy u oyx Ilendacabusma — opyaicoy,
cmpemieHue, npasoHo8anue 006U U YYECME0 ONMUMUIMA RO OMHOUEHUIO K JCU3HU. B mo
epemsi Kak ¢hopmvl HAPOOHO2O MAaHYe8aIbHO20 uckyccmea bxanepa u I'uooxa npuobpenu
WUPOKYIO NONYISAPHOCHb, MAKue GopmMbl HAPOOHO20 MAHYEBAIbHO20 UCKYCCMEA, KAK
Cammu u Hazo, modice HysHcOAOMes 8 NPEOCMAGNIEHUU 8 AKAOEMULECKOM U UCTIOPUYECKOM
Juckypce. B smoti cmambe maxace npeononazaemes Rpocieouns 3mu 08e OMHOCUMENIbHO
ympauennvle  QopmMbl  MAHYEBANLHO20 — UCKYCCMBA — KAK — O3HAYAIOWUe  CYWHOCHb
"Ilenoocabusma’. Janee "Caaoa Iuno" npumepno nepesooumcs rax "mos OepesHs’;
nepedaem 4y8Cmeo eOUHCMEd, MOBAPUUECEd, UCKPEHHUX JOMOYull U Mecmd 6
NPOCMPAHCMBEHHO-BDEMEHHOM KOHMUHYYMe, 20€ KaAdNCO020 He3HAKOMYA NPUBEHCMEYION
Towcu  Aasn  Hy’. DOmo uccredosanue ycmauagiusaem, «ax "nenmooicabusm” u,
credosamenvio,  "unoutickue”  Kyibmypuwvle  Qopmul  ucKkyccmea — mMozym — cmamo
B03MOJNCHOCIBIO NEPEOCMbICTICHUS. YMPAYEHHbIX YeHHocmell Opyaichbl, mosapuuiecmsa,
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83AUMOOMHOWEHUI  C  BHEWHUM  DeanbHbIM  MUPOM, a He pAa3PO3HEHHbLIMU U
pobomusuposannbiMy “KoOHHeKmamu” Ha HAWUX UHMENNEeKMYATbHbIX YCIMPOUCMEAX.

Knwueevte cnosa:  Ilenoxcabusm,  Ilxyaxkapu,  Huoutickas — xyremypa,
Bospoorcoenueckue popmur uckycemea, Taney u my3vixa.

Introduction. “The moment we use the word Punjabiyat, it suggests a
reference simultaneously to something that is very tangible while still elusive.
This dual character opens the term to many imaginations and possibilities. Is
Punjabiyat a concrete socio-political reality, a project, a movement in process,
something in the making, a mere idea floated by some ivory-tower
intellectuals and literary figures...”!3®

‘Punjabiyat’ — the term essentially replete with pluralistic meanings,
connotes different realities in different contexts. Being a site of contested
histories, shared culture, a deep-rooted sense of hospitality and warmth as
well as socio-political conflicts and changes; Punjab and its culture has
garnered attention from academicians, historians and cultural theorists alike.
It has come to be associated with the movement of reviving Punjabi language,
as a statement of rising from the political strife during partition and also as
the essence of being a Punjabi. It is the last context that this paper is mainly
concerned with. What does it mean to be a Punjabi? How do we define the
tenets of Punjabiyat, if any? Is Punjabiyat an elusive concept or entrenched in
the very fabric of Punjabi culture? Can we envisage a recreation of a new
model of living and being, that takes us back to good old times where
celebration, joy, warmth, and community were a normal way of living? The
current research looks at Punjab from the novel lens of ‘Punjabiyat’ — beyond
the earlier discourses on Punjab mainly focused on partition, or political
significance and role in freedom struggle.

Research Methods. This paper proposes that Punjabiyat can be well
comprehended through the cultural lens of its attire (represented by Phulkari),
a dance form (Sammi) and quintessential village space (Saada Pind).
Applying the theoretical functionalist perspective to the current study, one
can assert that these varied forms of culture not only work together as a
system to fulfil society’s needs of representation, a sense of belonging and
order and structure; but in this case also refer to a point, which can be a locus
of revival of certain lost values in the social structure. This paper utilizes
primary methods of data collection, using interviews, and observations; along
with the secondary data collected from the existing literature review. The
main proponents of Phulkari revivalist movement were interviewed, along
with the Phulkari makers, Sammi and Jaago dance performers and people
from the village.

Context and Observation.

138 Singh, Pritam. The Idea of Punjabiyat. 3 June 2010
78



InYIT
AT ; o -
AL AT
e Waot W
e W,

Figure 1. Geometric Patterns in Phulkari; From Personal collection of
Sakshi Chanana

Phulkari, an ancient embroidery art form of Punjab, creates floral
patterns on the wrong side of Khaddar fabric, utilizing Phat ka Dhaga'>’.
Some theories trace the origin of Phulkari in emotional tones of it being an
art form that was handed over from mothers to their daughters on their

139 Phat ka Dhaga- Silken Thread
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wedding, and some other point out that it originated out of the domestic
necessities. However, it is fairly clear that the commercialization of Phulkari
is relatively recent phenomenon, not yet devoid of emotional undertones. This
age-old Punjabi linear stitch is used as Odhni'*’ , diicor items like cushion
covers, saree works, blouses, head-scarves and shawls.

Traditionally limited only to the floral patterns, over the time it started
capturing the different day to day experiences and lives of Punjabi people,
including figurines of animals, birds and geometric patterns too. “Phulkaris
and baghs had innumerable designs displaying imagination, originality and
an excellent knowledge of colour blending. In a narrative from the field, one
of the shopkeepers of a handloom house who used to sell the old phulkaris
and baghs mentioned that local women were very innovative and would often
assign names to the motifs that they designed. Some of these were defined as
dabba bagh (quadrilateral) and jajahajan wala bagh (aeroplane). It was not
necessary that all Baghs designed with quadrilateral designs would look
similar. In view of the fact that these women designed without any drawings,
the actual design following a similar design shape may look very different”.!4!

The different forms of Phulkari’s finished products include Bagh!*?,
Darshan Dwar!*, Sainchis'** and Chopes!®. These varied forms connect the
art form with storytelling in intricate ways. It shows how a Bagh Phulkari
could signify prosperity and abundance, or Darshan Dwar a reflection of the
architecture of the given times or how Chopes could be an expression of
unbridled love. These stories weave together a time of nostalgia, love,
community and womanhood. Phulkari in Punjab is also associated deeply
with the idea of being a woman, and I assert that it is popular even today not
only because of its bright colors and intricate art, but also as being
representative of woman’s life colored with various hues, each experience
adding to its sheen, and a sense of pride in wearing womanhood with pride,
joy and love.

The fact that Phulkari has been showcased in Philadelphia Museum of
Art, USA as well as Partition Museum in Amritsar, India goes on to further
reiterate its significance as a cultural artefact and its return to roots. One of
the items- Sainchi Phulkari, 20" ¢ made by an unknown Punjabi, is an image
of trains described thus, “The large trains embroidered on both sides of this
Sainchi Phulkari have engines puffing thick black smoke and cars filled with
passengers. The center square may be a train station or a board for playing
Chaupar — a popular Indian game or perhaps both. Does the scene reflect the

140 Odhni- traditional heavy dupattas
14l Anu H Gupta and Shalina Mehta. Bonfring International Journal of Industrial
Engineering and Management Science, Vol. 4, No. 4, November 2014

142 Bagh- Overall embroidered Phulkari

143 Darshan Dwar- Phulkari with architectural motifs

144 Sainchis- Narrative embroidery

145 Chopes- wedding gift given by maternal grandmother
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embroider’s everyday world or her dreams and imaginings?”'*® The
embroidered past and slow fashion come together in contemporary times, as
Phulkari reaches beyond the sub-continent.

These built-in narratives of Phulkari, also speak of its historic past, the
strife caused by political turmoil, the impassioned lives of Punjabi women,
their inimitable strength and an ingrained desire to live life to the fullest,
inspite of all the odds.

Kirandeep Kaur, one of the eminent names in the revivalist movement
of Phulkari in Punjab came up with the concept of Mela Phulkari'*’ along
with Dr Alka Pande!*®. It is held annually and aimed at reviving, conserving
and sustaining this art form and keeping the essence of Punjabiyat intact. She
asserts, ‘“Phulkari was always an intricate part of Punjabi culture.
Traditionally, it was something made only for one’s close people and as a
representative of love and blessings. However, in the aftermath of partition,
when everything changed overnight, Phulkari became a secondary activity
amidst the dislocated lives of people”.!#

In a candid conversation and interview, she also shared how it was time
to educate many rural folks about the value and legacy of Phulkari as many
of them had an unaware attitude and needed to be educated. Statements like

“grJl HS I8, A JUI™ I&7 37150 or some villager showing up to restyle it

146 rSaEpchi Phulkari. Philadelphia Museum of Art.
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Figure 2. Sainchi (Philadelphia Museum of Art- Picture Credit)

147 Phulkari Fair (held annually in Punjab)

148 Dr Alka Pande-Art Historian and Punjabi Art Revivalist

149 Kirandeep Kaur, Founder Mela Phulkari and Revivalist

150 ‘Baagh’ — Phulkari Form, have disappeared, we made it Table-Cloth (Interview with
rural women)
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saying, “feg Aar g1 J, 89<! nde 5672151 point out to a legacy that needs

to be preserved, as essence of Punjabiyat. Phulkari is all about celebration of
life, and it has transformed over the years. From a leisurely activity replete
with love and emotion, it gradually became a commercialised art form, owing
to many reasons, the major being shift in the way of living and fragmented
lives post-partition and further, in post-independent era, the Green revolution
also contributed to people opting for having enough economic resources to
buy it, rather than spend 2-3 months in getting one Phulkari wear-ready. Over
the last two decades, there have been rigorous attempts to recreate the magic
of those older times, with Phulkari becoming a favourite not only of people,
but also big designer names, who utilise it to sustain the art form. It is
especially popular with Punjabi Indian Diaspora, who want to be rooted to
their land, inspite of living in a foreign country.

Figure 3. Orginal Vaari Da Baagh — From Personal collection of
Harjinder Singh and Kirandeep Kaur

151 This is my Baagh,Please restyle it into Jacket (Conversation with rural women)
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Figure 4. Original Ikka Baagh — From personal collection of Harjinder
Singh and Kirandeep Kaur

While Phulkari represents the cultural spirit of Punjabiyat by continuing
to be of deep interest to the people, art-historians and academics alike; the
folk-dance art forms like Bhangra, Giddha, Jaago and Sammi are also
intricately tied to the spirit of Punjabi culture. The Dance art forms like
Bhangra and Giddha already have world presence, but not much academic/
art discourse has been weaved around dance forms like Sammi and Jaago'>2.
“Bhangra participates in the construction of global punjabiyat through the
activation of cultural resources to which ‘primordial sentiments’ are attached.
Whether the primordial return is possible or not, Bhangra texts celebrate an
apriori Punjabi ethnicity in romanticized narratives of the Punjabi

homeland”.!33

152 Jaago- Punjabi dance form to ensure conjugal bliss

153 Roy, Anjali Gera.
https://punjab.global.ucsb.edu/sites/secure.lsit.ucsb.edu.gisp.d7_sp/files/sitefiles/journals/v
olumel9/nol/CompleteFileJPS 19 no 1 2012.pdf#page=114
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= Bildnummer: 69667537 Datum: 11.02.2016 imaga/ZUMA Press February 11, 2016 - Patiala, Punjab, India - Girls students perfarm Puhjuh foik
I' I‘ Ia dance Sammi during the Pungaii University Folk Festrval et Pemjati University, Semmi Dance is = folle dence of the Punjeb state of Ingie. It
originatad from the tribal communities of Punjab and is performed by the women of Baazigar, Ral. Lobana and Sansi tribes, The :osh.lrne of this dance is color

Figure 5. Sammi Dance (Image- World Wide Web)

Sammi, as pointed earlier, is a Punjabi folk dance art form where
women come together in a circle and dance. The oral folklore is that Sammi
Dance is an ode to love, it is a dance form in which women wear bright
colored Kurtas'>* and flowing skirts called Lehangas'>®, Dupattas, coupled
with a silver ornament in hair and sing and dance to the rhythm of claps in
circular motion. This Sammi Dance is representative of yearning and pining
for love, and is believed to be associated with folk-lore of Prince Dhola and
Princess Sammi. Like Phulkari, the bright resplendent colors of Sammi
women dancers and their make-up, is also representative of Punjabi culture.
There is also great delicacy and tenderness in Sammi. Its backdrop and setting
are generally a village scene/ every day rural setting like a well or a village
chowk.

Earlier, it was only performed by women without aid of any music, but
over last 3 decades or so, it is being performed with ‘Dhol’'*®, especially
during university festivals and competitions as well as stage performances
across the globe. One of the popular refrains in Sammi Dance is —

154 Kurtas — Upper Wear long shirt for women
155 ehangas — Long flowing skirts
136 Dhol — Musical Drum, played by two sticks
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This folk-song generally accompanied by Sammi dances, delineates the
story of a woman who is expressing her sense of longing and wait for her
lover to come and eat food that’s being cooked by her. She creates a scene
describing an attic over the attic, where Tandoor 158 is being heated and she
laments the fact that her lover is far away and can’t eat the food that she makes
so lovingly. This simple story weaved in a song, expresses not only her love
and longing for her lover, but also the emotional connect that is associated
with food. Food/Cuisine therefore, also becomes a binding agent of love and
connection in Punjabi culture- or the essence of Punjabiyat. The Sammi dance

form then, along with other famous folk dances of India, is an epitome of rich
Punjabi culture and heritage.

Figure 6. Saada Pind Heritage Project, Amritsar (Web)

157 A Punjabi folk-song generally accompanied by Sammi dance, describing a woman’s
eternal wait for her lover.
158 Tandoor — Clay oven used to make bread.
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‘Saada Pind’ roughly translated as ‘My Village’ stands for the village-
a geographical settlement where most of inhabitants rely on agriculture for
their sustenance. However, this paper asserts that a Punjabi village, fondly
called- ‘Saada Pind’- is also a site of warmth, hospitality, kindness and a deep
love and affection, even for the outsiders. Since the times immemorial,
Punjabis and their culture has been steeped in the philosophy of ‘Atithi Dev
Bhav’— a space where guests are considered no less than God and are
welcome with all respect, unconditional love and care. The idea of Punjabiyat
also entails that culturally it is our duty to honor anyone who visits our home
and our land. Growing up in a Punjabi family, I have had many experiences
which instilled the values of kindness, remarkable hospitality and unswerving
devotion.

5‘
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Figure 7. Saada Pind Project site (Web)

‘Saada Pind’ then, is an idea, a notion, a place in time-space continuum
which contains lush-green fields, tall Peepal and Banyan Trees, village heads
and men sitting around in ‘Chaupal’'®® in the evenings and having
conversations about life and business; women cooking delish meals, smiling
and happily going about their day’s work- at home or outside, wearing
traditional Kurta and Salwar!®’, adorned with colorful bangles on wrist, and

159 Chaupal — a shared community space, generally under the trees in villages
160 Salwar — a kind of pants/ lower worn by women with Kurtas
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often anklets in feet. The scenes of guests and family people sitting together,
and sharing a good laugh over special meal of Makki ki Roti and Sarso Ka
Saag!'®! with home-made butter and Lassi or Chole Bhature'®? is not a usual
sight in Punjab. Infact, ‘Saada Pind’ is also a heritage project located in
Amritsar city, and houses different facets of Punjab in its entirety.

These little cultural norms make Punjab different from many states
around the world; and hence the philosophy of Punjabiyat. It is still one of
those places in the world where people take out time for each other in their
joys and sorrows’, share a good meal and laugh and bond over their shared
history of pride, trauma and grief. What emerges then, is an indomitable spirit
of way and being that does not give up and sustains itself. This indomitable
spirit and courage, a combination of strength and warmth, hard-work and
leisure, is what defines Punjabiyat in the true sense.

Conclusion. In understanding Punjabiyat, we also comprehend the
nuances of Punjabi language, its speakers, their way of living and responding
to the world outside. One common thread among all the three cultural art
forms considered for this paper- Handicraft (Phulkari), Folk-Dance and
Music (Sammi) and settlement (Village) is a sense of patience, love,
celebration and a positive and bright approach towards the vagaries of life.

It is exactly this kind of outlook and approach that we need today as the
global citizens. When our homes are filled more with the chatter of clicks on
our devices, and there is an eerie silence on the dinner table, interspersed with
‘like’, ‘love’ and ‘heart’ reactions on the social media handles, may be it is
time to pause and look at ourselves and ask if there could be a better way of
doing things- maybe we could all pick up a thing or two and return to our lost
values of camaraderie, community love, friendship, celebration of everyday
life and living; all the values enshrined in Punjabiyat.
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PERFORMING RITE IN THE HOLI

Annotation

The article is an in-depth study of the performing rite in the major festival of Holi
celebration in marking communities with complex performances. This article deals with the
complex performances of Holi among the Gor Banjara Lambani, a nomadic, pastoral
community of Karnataka. It is a systematic descriptive analysis of the different stages of
celebration as well as production of orature in the performance. It extensively deals with the
Holi spring festival and analyzes the complexity of the rite of dhund as the celebration as a
part of Holi. It investigates how time, space, and human bodies are its elements to create
activities and events for the process of community life. The mythical significance of Holi in
the performance and gender role in the Dhund rite are analyzed.

Key words: Holi, rite, orature, dhund, performance, complexity, etc.

ULlanxap Pao’
Onep oncone scmemura mexme6i, INU
(Hvio-/[enu, Ynoicman)

HOLI MEPEKECIHJIE POCIM KACAY

AHHOTanuA

Maxana xypoeni xouwviibiMOapovl aman ememin Kayvbimoacmwikmapoazvl Xoau
MeUpamvinbly 6acmel Mepexecinoe OpbIHOANAMbIH paciMOi 3epmmeyee apHanaosl. Byn
maganada  Banoowcap  Jlambanu  maynapeindasvl  Kaphamakauely — xewneni  marn
Wapyauvlaviabl KaybiMOacmbieblHOagbl Xoauoiy Kypoeni KoUubLiblMOapbl Kapacmulpblidobl.
Mynoa mepexeniy apmypii Ke3eHOepiHe JiCylieni cCunammamansblk mauoday HeacarblHAOb,
COHOQU-aK Ccnekmakavboeei ueuleHOiKk OHep KOUbLILIMbIHbIY CUnammamacsl Oepineoi.
Counvimen Kamap, makanaoa Xoau KOKmem MepeKeci e2iiceli-me2iceili Kapacmulpbliaobl
Jicane 0e Xonu mepexeciniy Oip bonimi peminde 0XyHO paCiMiniy Kypoeriniei manoanaobwl.
Kozamowix emip npoyecinde ic-apekemmep MeH OKULANAPObl KYPY dieMenmmepi peminoe
yaKvim, Keyicmik dcone adam oOenenepi zepmmenedi. Kymvicma Xoaudiy opvinoayoazvl
Mugmix magvinacwl dicame JXyHo pacimindei eeHOepiK pos maidanaosl.

Tyiiinoi co3dep: Kacuemmi, carm, opaxyn, OXyHoO, OHIMOINIK, KYPOeniniK jxcane m. 0.

Ulankap Pao’
HIxona uckyccme u scmemuxu, JNU'
(Hvio-/[enu, Hnous)

COBEPHIEHHME OBPAIA B ITPA3JHUK HOLI
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AHHOTAIUA

Cmamwvsi npedcmasnsiem co60u yenybienHoe ucciedosanue UCHOIHUMENbCKO2O
00psda Ha 2nasHOM Npa3OHuUKe Npa3oOHo8anus Xoau 6 coodwecmsax, Ommeuarujux
CclodicHbie npedcmasienus. B oamoii cmamve paccmampusaiomes CLodiCHble NPeodCmasieHus.
Xonu cpeou I'op Banoocapa Jlambanu, xkouesoli ckomosooueckou obwunvt Kapnamaxu.
Dmo cucmemamuyeckuli ONUCAMENbHBII AHATU3 PA3TUYHBIX 9MAN08 NPA3OHOBANUS, d
makdice OnuUcamue NOCMAHOBKU OPAMOPCKO20 UCKYyCccmea 6 cnekmakie. B cmamove
NnOOPOOHO paccmampugaemcsi 6eceHnull npazoHux Xoau U aHAIu3Upyemcs ClONCHOCHb
06psida Oxynoa kax uacmu npazoHosanus Xoau. Hcciedyemcesi epemst, npocmpancmeo u
uenogeueckue menda KAk 2AeMeHmbl cOo30amusi Oelcmseutl u codvimuti 6 npoyecce
obwecmeennou dcusnu. Ananusupyemcs mugpuueckoe 3HaueHue Xoau 6 UCNOIHEHUU U
2eHOepHast poib 6 0opsde JxyHo.

Knrouesvte cnosa: Cesimoe, 00ps0, opakyis, OXyHO, HPOU3E0OUMENbHOCHD,
CILOACHOCHD U T.0.

Introduction. The Holi spring festival is best known as an ancient and
contemporary ritual practice in the large Indian subcontinent. It is the survival
of a primitive fertility ritual, combining erotic games, comic operas, folk
dancing etc. provides the rhythm of collective life. The people celebrates with
great enthusiasm. The celebration of it varies region to region and community
to community. The name of the Holi spring festival is also various like Holi,
Holika, Holika Dhahan, Kama Dhahan and so on. The origin of the Holi
spring festival is also different from community to community and region to
region.

The Gor Banjara Lambani, a nomadic, pastoral community of
Karnataka has a wide variety of oral songs during the performance of Holi.
Time, space, and human bodies are its elements to create activities and events
for the process of community life. The participants and spectators are
members of the community. The time and place provides the space for the
performance. The performance place is a forest settlement called Tandas. In
the month of Phalguna purnima night has the special preference and an
opportunity given to its members to make fun and forget enmity towards each
other and live life as peacefully.

There is no definite historical origin of the Holi in the community
although it performs its traditional ways in their settlements (Tandas) every
year. Usually, it begins in the month of Phalgun and ends at the end of month.
The community believes Phalgun is the last month of the year, after Holi, the
new year begins. According to community member ‘we are following the path
of our forefathers to celebrate the festival’'®*. The close observation of Holi
performance lyrics indicates the Holi ritual is based on seasonal change. The
farewell of the old season and welcome of the new season is a key feature in
the performance. The people want to burn all difficulties in order to welcome
new life. Thus, celebration of Holi festival performance for nearly fifteen
days is based on the notion of welcoming new seasonal change with
vasanthostva (happiness). The Gor Banjara Lambani pastoral community has

163Bharat Naik, date 13.03.2014 Kunikeri tanda Koppal district.
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created their own culture according to Laxman D Satya “Banjara society has
generated tremendous diversity within in terms of language, customs, beliefs
and practices.” %4

The Gor Banjara Lambani pastoral community’s Holi festival
performances are means of recovering their peasant tradition through folk
poetry. The songs and actions celebrated during this seasonal festival are
influential and represent the richness of Orature in the community. Holi
festive production’s orature in the performance are symbolic behaviors
towards fertility rite. The Holi spring festival performance highlights the
complexity. The celebration of Holi in the community is structured in two
parts by the local panchayat. The first part is celebration of dhund, a birth
declaration rite performance on the space of a newborn child’s house is
special consists in Holi celebration. The second part consists broad
celebration of Holi itself in the community's common space. The performance
of dhund, a birth declaration rite, highlights the complexity in the community.
It produces the idea of male child for the community, while rituals encapsulate
ideas central to a culture and are often closely tied to myths, they are intended
to bring about specific ends.!® The community’s females play an important
role during the performance of Holi. They worship as a form of Devi

(goddess) and request Holi fire for male children. The oral song on this is (g
ST ST BT STt S AT Set a6t s Wi wmee) It means “Holi come and Holi go every

year to give a male child to father. Oh brothers.” Therefore, people perform
dhund for male children to identify them as a part of society. The composition
of traditional narrative performance dhund rite for new born male children
reminds an ancient myth in the community.

The notion of Holi celebration exist with belief, community have a
belief that Holi goddess as sexual fertility, and it gives male child. The
universalization process of the idea of male child, they created the rhythmic
song, recited it as a repeated slogan to make the idea popular among
community people. The nature of the performative activities highlighted the
patriarchal notion of male child. The identification and political responsibility
decided on the day of the Holi spring festival, political power such as leader,
secretary, horse rider, protector of cow, teacher, to take care of parents and
other supporting body of the family.

Holi is the celebration and involves whole night singing and dancing by
men and women in front of the newborn male child’s house as well as the
village public place. In this festival Lambani women play, particularly with
sticks, beat men folk with those sticks, and tell jokes with love and affection.
For them this festival is a message to forgive and forget all hatred and live
together with love and affection. Here, gender plays an important role in the

164Satya, Laxman, D. Colonial Sedentarisation and Subjugation: the Case of the Banjaras of
Berar 1850-1990. The journal of peasant studies,24:4, 314-336,
165 Ritual p.87.
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Dhund rite. As it is meant only male child, whereby the community can be
seen as taking over the singularity of the birth of the male child, while other
parts of the birth ceremony are for both male and female children. In the
celebration itself, this gender construction is openly staged with certain
reversal of patriarchal order and mainstream morality. It is only by looking at
the relation between different kinds of performances, even within a festival
and its relation with rites of passages, that gendering as well as bonding of
the community can be studied.

Methods of research. In engaging with the community performances,
I need to specifically address the central aspect of orality — declaration/speech
as well as songs — and their interrelation. For this I draw from Ngugi’s
conception of orature where he says “orature expresses the interdependence
of all existence. Performance is the central feature of orature. It involves the
performer, audience and performance space.” (2007:4). For instance, in the
Holi spring festival people sings with dance. The song suggests that, you
cannot find Kashi anywhere; instead Kashi is in our parents and grandparents.
One needs to see these songs in its relation to its function as
speech/declaration. It is this perspective that allows one to see these acts as
transfer of knowledge. Daina Taylor strengthens my theorizing as she claims
that “performances function as vital acts of transfer, transmitting social
knowledge, memory, and a sense of identity through reiterated.” (Diana
Taylor 2003:2-3). The lyrics of the song transfers social knowledge and this
is done through embodied behaviors and as she says, it ‘suggests that
performance also functions as an epistemology’ or as a way of knowing.”
(Diana Taylor, 2003:3). I also explore memory as a significant category of
performance, both as creating norms as well as creating an alternate space-
time from the present. Apart from Diana Taylor’s works, 1 will engage
specifically with Jan Assmann’s ‘Religion and Cultural Memory’ where he
says “like consciousness, language, and personality, memory is a social
phenomenon” (2000:1) Further he suggests “two different modes of
remembering episodic memory and semantic memory. Episodic memory
refers to our experiences, semantic memory to everything we have learned
and memorized. It is called semantic because it is connected to meaning and
reference.” (2000:2) “Halbwachs has shown that people need bonds in order
to develop a memory and to be able to remember.” (2000:4) the name giving
a performance for instance bonds relatives and community members together
as they recall their past. The performance gives suitable meaning to that
context and bodily performance of the people who gather to celebrate the
performance. While looking at cultural memory, this perspective also allows
me to look at how cultural memory makes one learn the traditional values and
norms which ancestors have followed for generations.

Literature Review. The elderly person of the community stated in a
proverbial sentence which consists of the historical origin of the Holi in their
community. The study traces the origin of the Holi celebration in the
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community on the basis of elderly person’s opinion. In ancient times, the
couple of the community did not have children for a long time. They went to
the saints and worship many gods and goddesses and worship Kamdev for the
children. They took an oath on Kama deva for children and for the result of
the worship they got male child. From then onwards they started to celebrate
the Holi spring festival in their community. As a result of worship of Kamdev
they had a child in their community. Therefore, every year they started to
celebrate Holi for asking sons from the Kama deva. The myths are created
and recalled on every occasion of Holi.

In interview an elderly person answered why Holi called as Kama
Dhahan. The community has belief that God Shiva burnt Kamadev who
distracted his prayer.'®® This might be interpreted as the idea of burning our
sexual desire after fulfillment of children. Yet, the Holi spring festival is
regarded as sexual goddess of fertility for community. Thus it is more
prominent to be remembered by couples for children. A meaningful legend
has been created around the celebration. The couple of the community does
not have children, they worship the Holi goddess in result they had children,
particularly male children. Thus, for them the Holi festivals oral songs
indicates it as sexual goddess. Hence, the Holi celebration permits a special
performance of both freeing as well as sexual and romantic conflict with
words and verses between man and women.

Roy Burman collected a mythical story around the Holi celebration of
the Gor Banjara Lambani community. According to him ‘There is a myth
associated with the Holi. It is believed that there used to be a demon named
Dhundia who devoured the children. On the full moon night of Holi, the entire
Tanda people were on guard, being heavily equipped with sticks and other
weapons. In order to keep awake the people took liquor and were making
marries, singing and dancing. Taking advantage of this the demon stealthily
entered the Naik’s house and the Naik sheltered him. On learning this, the
people of the entire Tanda encircled the house of the Naik and forced the
demon to come out. The demon was killed instantly as it came out of the
house. The dancing and merry making continued even after. In the morning
the dead body of the demon was cremated outside the Tanda. The villagers
next fined Re.l to the Naik for having sheltered the demon. Even now the
naik pays Re.1 customarily to the Tanda.’'®” This myth was created to get free
from traditional authority and punish if necessary to the authoritative person
in the Tanda.

The celebration has mythical significance. The community started to
celebrate in such a way that the mythical story becomes true. The performers
are divided like, Radha and Krishna, Gopis and Gopas, Geranis and Geriyas
these pairs hail from the cowherd of Gaur Banjara Lambani community to

166 Ramchandra Karbhari Pandargera tanda, 20 March 2015
167 Roy, Burman. Ethnography of a Denotified Tribe. A Mittal publication. 2010. 82-83.
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play Holi festival in the open yard in the forest settlement. They are dancing,
singing, for enjoyment and developing conflict between the sexes, seeking
the laughter in the celebration during the particular time period.

Motiraj Rathod puts “Holi rejuvenates the whole body and mind.”
Further he says Holi is for singing and dancing. Gor used to drink, sing and
dance throughout the night. The community people heavily drink desi (daru)
wine during the festival. They believed it makes one forget all sorrows in life.
The ancestor knows the primitive idea concerning the locally made wine. The
new generation does not know how to make local wine, leading them to
import expensive wine.

The brief description of men’s dance in circle. In the last month of
the year (Phalguna) people gather every day in the open ground at evening
actively and collectively assemble to do pleasurable activities like singing and
dancing. They dance and sing in groups. It does not require a stage set scenery
costume, they require only friends and an open ground which is a public place.
In the dance oriented song, the performer stands in a circle. They hold each
other’s hands together and move in a circle. They go one step ahead and one
step back. The footsteps in a systematic manner shows simplicity. In this
performative context varieties of songs are sung. The dancing group has a
leader who is well known to sing and recall songs from the last Holi
celebration and he sings first in the group and the chorus imitates verses in
the same rhythmic style. It shows individual and collective. The couplet of
Holi sung by the group leader and his lyrics rapidly sung by collective
members of the group.

The poems have been composed to entertain the gathering. The lyrics
of the songs strengthen the oral tradition of the local culture. The lyric goes
like a couplet. The couplet keeps repeating. In the spring time all the trees are
occupied with fragrant flowers and fruits. In the midst of it, their grandfather
got evil eyes. His dear wife saves from the evil eye. Here is an example from
this tradition.

T IR HGAT AT The days of summer flower blossom.

AT A o ART Ghanalal you may be a victim of evil eye.

it At At 7. My grandmother removes evil vision to make it safe
from evil eye.

T AR T T Salt-chilly she used to save from evil eyes!!

a7 3o st mifEk: The days of summer fruit will emerge.

EEIGIEIKIEE S LuW O brother Seva Bhaya you may be victim of
evil eyes.

ary ard A AsK wfeA: . Your mother removes evil vision to make it
safe from evil eye.

g A AT IR ife: Dharmani, your mother removes evil vision to
make it safe from evil eyes.
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& 3=t U fewgper Aif@: The days of summer lamon fruit are grown.

BT A A9 AL Hammulal you may be a victim of evil eyes.
AT 7t 9 SR Fwfea: My mother makes you safe from evil eyes.
T AR SR TS Salt-chilly she used to be protect from evil

eyes!

The Holi spring festival performances express seasonal changes, like
various flowers, fruits, new leaves emerging out of old trees, weather
temperature goes high, bird’s sweet song and remembering of their ancestors
as well as evil eyes on them. The evil should be removed by their mother and
their wife. It is a spare time activity for fun, community members get involved
in singing and dance activity just for fun, and it gives them relief from their
day to day activity, including all elders are involved in such kind of activity.
Therefore, it does not require skill and experience to dance. The dance steps
are very easy, everyone can play. Songs and dance are an integral part of their
life, it represents group activities. The Holi spring festival celebration is
handed down from generation to generation with some modifications and new
songs created to perform dance; they are dancers as well as singers and
spectators. The children imitate their actions the way their elders do. The
dance performances represent people’s way of life. This is also the collective
consciousness of a community member. The relationship among the (group)
artist or dancers or actors are very friendly, the audience also imitates their
dance, in that sense all are performers in real manner.

Invitation of Holi. On the day of the Holi mother of the newborn child
goes house to house to call the people for Holi festive activities. An elderly
women gather at public places to invite all the people to play Holi and give
them permission to play Holi through the following song.

O T e S

el TR -

reft At R Bl A St
Breft B wa

“Who may die, who may live; o brothers let us play Holi collectively
and happily.”

The invitation from the elderly women for the play of vibrant Holi
celebration with the community men. The men accepted the invitation in the
mood of joy, hoping that they would have fun playing Holi with women.

Men request for permission to play Holi through chorus song. On
the full moon night of the Holi the Tandas youth seek the permission of the
naik to celebrate Holi they sing a song called wanjana to take permission from
every member of the community particularly their women to play Holi
through the following song.
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‘IR AT AT TSt “Oh, brother, after twelve months Holi came.

JTER g/ = eaer wer gt | Oh, elderly people, come let us play Holi!

ekt ardl foor wa st g9 @aren st Oh, Aunt and grandmother don’t be
angry, so that we play Holi.

Fh STt Tt 7 e gw weren gt ! Oh, Aunt and cousin don’t be angry,
so that we play Holi”!!

Male’s invites to female for performance of Holi through rhythmic
song.

MR- ot @ 1fer sema Oh! Fair skinned girl, young boy is calling
you.

T searadi Areqt R The Boy is calling you to teach dancing

et R aF g i He teach you dancing and he teach laughing

g ke frerra @ e el ! He teach laughing and he teach crying!!

When you accompany us you will learn singing, dancing, laughing as
well as crying. Crying is also a psychological need to get relief from
difficulties, we forget all sorrows when we cry. It is an act of mental balance.
Thus, romantic Holi invites females for everything to get experience.

The males of the Holi player call females respectfully and request them
to play Holi with them. They promise to teach them singing, dancing,
laughing, as well as crying. When gerani respects geriyas invitation and
comes to play Holi with him. The intelligent playful geriya changes the tone
of his singing, the lyric and tone of the song changes into double meaning.
For instance, the following lyrics goes like this.

“B q =t 7 =ier ©: % g9 ®: “Oh, dear girl, the sun resides or the moon
resides in your veil?

T A =T 7 i w6 ®: Oh, dear girl, what is in your skirt?”

The keen observer Geriya describe women dance with following
couplet,

Hies gIqll ai =Rt 3 it Oh my beauty! You have a sixteen feet wide skirt

73 g U ser With a nine feet drew string and tie

FHar At =\ 3 et When you walk both skirt and string sway,

Tkl 319 a’t g’ Swing to and fro as you move

iz Tafet a’t wiaet 3 ot Oh my beauty! You have a blouse with sixteen
mirrors

Feehd! 3T AR & Y ours are miraculous mirrors!

The love song is enchanted to describe his beloved’s beauty. Banjara
youth sings lyrically describing her dress, the way she moves in her brilliantly
colored mirrored skirt that has a heavy cowry sting to accentuate the
movement. He extols the beauty, the brilliance of the mirrors as they catch

96



the light. This song is a testimony to the youth’s imagination and his ardent
love for the girl.!%®

BRY 91 wre &9 ged 7 = Oh, beautiful maiden, your parents have gone to
Pandharpur

vett Trgg Ry @1 9 it =t So that the god of Pandharpur will bless you,
Oh, beautiful maiden

@ oW gfRm B’ 9t Many young men are enamored by your
beauty, chorichaniya

e e Id B w1 g 7asm s Follow the main path and do not take a
shortcut

T SR FHiRRET R Tkt B 9t If you stray your path will be full of
thorns and sharp

Stones will wound your tender feet

May the god of Pandarpur protect you, chorichaniya. !¢’

These interaction songs are sung during the Holi dance performance by
male and female in public places. Naik opines ‘the dance circle is the symbol
for their unity which acts as a fence for protecting their cultural tradition!7°.

The brief description of women’s dance in circle

Lambani women stand very closely in a circle while holding hands. The
surrounded women go on dancing regularly stepping forward and backward
and bend their bodies backward and forward with movements of the limbs
and steps in tune with rhythmic chorus songs. The embroidered multicolored
costumes like mirrored blouses, long skirts and head shawls of the beautiful
Lambani women add grace to this circular dance. The Lambanis have learnt
this dance from their ancestors and practice this dance wherever they stay.
The characteristic of this dance is the movements of the body. The dance has
a specialty of articulating passionate joy and enthusiasm with a rhyming
couplet at the end. The specialty of the dance was repeated voice, and
rhythmic stepping finely blended together. It provides good physical exercise
during rhythmic dance. The couplet composed specially for the dance to
entertain with women. The rhythmic movements of the body in the
background of beautiful songs and gorgeous dresses.

The female invitation to male for performance of Holi through
rhythmic song.

fat fadit Afen @9 srema Beautiful maiden is calling you.

T srerrerR Af@n 2 smama She calls you and gives her leg on your hand

e gmemeR Afer w1 wema She gives leg on your hand make physical
intercourse from you
AT FaTer it S gaa She makes ups and down while making love.

168 Naik D.B. 4rt and Literature of Lambani Banjara, Abhinav Publications, 2000, P.42
169 ibid. 47
170 Tbid. 135.
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The ‘love songs’ are a vital part of the Holi spring festival in Lambani
community life. It gets respected on Holi celebration. People express their
inner feelings in the form of songs using double meaning words to get relief
for new life. The attraction is prominent rather than love between male and
female in community life.

The Holi songs give freedom to express love and affection toward each
other in the Holi festival. The song grants sexual license from the respective
elderly woman shows their desire of the uniting male and female in the form
of song. The rudeness and erotic permission plays very important role to pay
Holi festival. This permission is directed towards fertility of men and women.
The invitation act is a very important old custom among the Gaur Banjara
people. Few opposed the primitive custom of celebration in their Tanda shows
the restrictions come slowly on sexuality. Women sexuality was controlled
by men over time in the Tanda. Now people are scared to use the romantic
song for enjoyment. The shyness took place to speak about the sexual desire
among men and women. The special intention of this kind of song is to
support to playing together, it directly promotes fertility.

Requesting all families for celebration of Holi. After preparation is
done they assemble at the house of those people who have suffered due to
deaths and other losses, and console them. Then they start singing and
dancing along with the family members of the widowed families. They sing
folk songs on this occasion.

The song goes like & et AR 3o 7 T F1E, & G- AU ST I TH FieH FadT@
amr the meaning of slogan is no one is eternal, and all are perishable on earth.
Only the moon and nine lack stars are eternal. Forget your sorrows and let’s
play Holi. They specify nine lakh stars on the sky. The sun is one among
them.

After the invitation is done, they are assembled at the house of the naik.
He needs to present them Re. 1, for the Holi fire to light. They select the proper
place to light Holi fire. After a spot is selected, a small hole is dug on the
ground and naik places a rupee coin in it. In that place they assemble firewood
to light the Holi fire. The two main gariyas are selected to arrange the
function. To collect firewood and select the place of Holi fire and do all other
activities related to the festival. The main two geriya must be from different
clans, the Jat and Bhukiya. They should be getting married next year.

The stages of the Holi festive performance

1. Pal (tent)

The Holi celebrative night at nearly eight o’clock in front of the
newborn boy’s house a tent will be made. It is accepted that the making tent
on newborn child’s house is marks the beginning of the main Holi celebration.
On this occasion there is a song which sung by women #RI 7= et @€ @ietl T
ST AR T h1eT 3T& ST AR a’t arer. Oh, my strongest strength lays on my only
dear son. Your father not brought alcohol. The tent is symbol of the shelter
for the new born boy which made father and mother for his future. In that
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shelter one needs to be do better to run community. Whole night there will be
program organized by the parents in front of tent women make puree with
singing Holi song under the tent. The men dance and sing romantic song to
tease women make her to reply for them. In the song men says we will hold
you with golden chain, women reply with suitable answer as riddle like @’ &

T TR | wrRest ot wigr sAter! Oh, animals we will not be with you, if you tie
with a golden chain.

2. Fire lighting

arel ket =menr wArEr The sun is rising up slowly

gt wet Let us light the bonfire of Holi.

All people gather to hold the Holi fire lit in a small distance in front of
Tanda in open ground at the time of full moonrise early in the morning.
According to instructions from the people the Holi fire is lit by two selected
geriya in every Tanda, the gathered people throw wooden sticks on the Holi
fire and they believed that, their mistakes and clashes are thrown into the fire.
This is regarded as an honorable privilege to everyone in the Tanda. They
sing and dance for a while, collect ash from the Holi fire and put each other's
forehead to greet each other with affection and give blessings to each other
like as mother Holika goddess bless you. Finally they return to the village
with a chanting song.

Ted W ¥ $R @ren ¥ g zfe 7 ¢ ! Earlier we used to reside in the jungle
and mountains, now we came to Tanda.

AT T e @, @ st @ ga! Swami came from Nagpur. Are you
swami or messenger?

The song seems to be evidence of their forest residence. The elders sing
the song how we came to jungle to Tanda. From the forest they enter into the
Tanda, the history of roaming in forest memory has transforming in their Holi
festival performance. Then they sing and dance for a while return back to
Tanda. While returning they made two boys as Nagasami. Holi fire ash put
on their body children dance painting their bodies with the ash. The ash of
which are used to rub people and to be spread in the fields. The ash is collected
from the fire and put it on elder’s forehead and take blessing from them. The
morning to afternoon play Holi with color made by kesula flower. The group
of elderly men and women joyful celebrants go home to home to give the
blessing and condolence to each house whose members had been bereaved
during the past year. Elderly women pray blessing for those who are childless
couples and pour water on them in front of the house in the community and
collect gift from them in form of money. On the day of Holi celebration
women are rushing out to take battles with their men. Particularly they beat
their husband as well as their brother-in-laws while singing double meaning
song. The every Tanda has resounding with chorus song. The group goes to
the community center where nagara has been kept for a long time and makes
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it a sacred space and they visit to take blessings from it. Then they start to
sing songs for the ger.

3. Ger

Ger is a form of gift collecting. The next day is dedicated to collecting
gifts and giving their best wishes to the community members as well as
neighbors, friends of the other community. Thus Tanda, an older male female,
separately goes house to house greeting the Holi festival and collecting gifts
from them. The early in the morning as soon as they return from the farm to
light the Holi fire to the community's common place, where their nagara drum
is kept, and pray for it. They dispatch to their home, after breakfast is done
they prepare for Ger late morning to afternoon. The good fortune of the person
will be sung during this movement. If somebody is successful he needs to
give more gifts to the dancing group, if some household has a special program
like marriage, birth of male child he needs to give more gifts as a form of
money. The gifts are collected from the good fortune household and sung
following songs by men in order to bless their family.

2. & FmEr e mesfl 72fed Oh, friend, teacher will give you.
... BL... %11 ari war fot Oh, friend, good thing happen to you
.. ... A e g Oh, friend, yours is faithful wealth
... 8.3 T Tt ot Oh, friend, one grow into twenty one
. B3 Fs1et aqetri Oh, friend, you will be tired to give
.. B geen § @evr Oh, friend, grow like a tree.
..BL... %1 ger & Feii Oh, friend, grow like ‘gullar’ fig fruits

...BT... 3 fowsger § gree Oh, friend, grow like lemon fruits on tree.

The song is sung by each and every household to collect gifts from the
head of the family and give him blessings for good life. The collected gifts
are shared equally at the end of the festival. Then people prepare for the dhund
rite of the male child in front of the child’s house. They sing the good wishes
song.

Requesting for son from Holi

Those who had no children, prayed to the Holli Goddess for sons. Those
who have sons arrange a rite called Dhund scholars opine that the dhund is
nothing but birthday celebration of the son as well as collective identification
of the male child. Those who had no male child, he prayed to Holi Mata as
Goddesses for son. The women of the community sing the following song to
ask for a son from the Holi Goddess.

T AT Bt 21t W sier seT 9|: Y ou don’t have shame Holi, give male child
to my son.

I | Bt gt AN ser Jer @|: You don’t have hesitation Holi, give son to
my son.

Aoy oy oy oy Ny

17! Shri Krishna is regarded as a friend to everyone.
172 Garuji is referred to the spiritual teacher for guidance of the community.
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A i =e Bt AR oer 7 o1 3|: My son love you Holi, give son to my son.

afer wli s fod at 8 % A aten: If we got son’s birth like moon, we
organize Dhund rite in my Tanda.

o e =21 g4 4 g & AR ateA: If you give me a son like the sun I organize
Dhund in my Tanda.

| Tl 2T g 48 e A diea: If we get son like gold we organize Dhund
rite in my Tanda.

=t wfet s gl a1 g % un areA: If we get son like silver we organize
Dhund rite in my Tanda.

The women sing songs to pray for male child. They want a son like the
sun because the son is a well-known source of fertility and progresses their
clan. The nature of the performative activities highlighted the patriarchal
notion of male child. The identification and political responsibility decided
on the day of Holi ritual, political power such as leader, secretary, horse rider,
protector of cow, teacher, to take care of parents and other supporting bodies
of the family. Male and female are well known fertility to be seen in the songs
of the Holi. While singing this song the water is poured on the bride and
bridegroom by the elderly women singing and praying dancing in front of
their house.

TRI-STUY 7 WhTE Bt /rar aiF st & Let keep respect to visit each other’s
house Holi goddess will give you blessing.

M-S 7 e gt 7rar aF et & Let have respect every person Holi
goddesses give you son.

IS 7 ThE aTast dF well & Let preserve respect to everybody
teacher will bless you.

HTC ST HH TS A1 o1 dF Wit Let’s retain respect, Naik bless you.

Reciting each and every line repeatedly men and women go to each and
every household to get gifts from every house in the Tanda. Through this act
the people reunite and forget all misunderstanding attitudes towards each
other in the Tanda. They greet each other for fun. Thus the Holi spring festival
requires mass participation; various motives are involved of in its celebration
in the Tanda. This mass participation is associated with the cultural
performance of the people.

4. Dhund:

The rite of Dhund in the Holi is a seasonal rite which is celebrated only
once during every child’s first year of his lifetime. It is an annual rite for the
community, each and every year they celebrate for new born children of the
community. On the first day evening new born child’s parents build a tent
with woolen cloth in front of their home, whole night Jararan program
(awakening program) the next day evening is the celebration of Dhund
performance and worship of Holi bonfire.
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It is a rite celebration for male children in the Tanda evening at nearly
four o clock: Those who have a son arrange a rite called Dhund, scholars
opine that the dhund is nothing but birthday celebration of the son and good
wishes to the son in the community. D.B. Naik wrote in his research work
“The Lambani performs Dhund ceremony during the Holi festival. This rite
is performed in a house where the male child is born. The age of the child is
counted on the celebration of the birthday. In the Dhund performance the
child’s mother is made to sit under a tent holding her child on her lap; in front
of the house and a lot of wheat puree and sweet food are placed on all the four
sides. The elderly people, youngsters and children bless the child with a song,
called dhund geet. The song is sung along with sticks rhythm while beating
the sticks on one big stick. The song sung by elder person in the community.
The meaning of the song is clear male dominance and it suggests the social,
political and economic condition of the society. Some phrase of the song goes
like this: ‘ogat sreT ARt X 3T =/t Frrt &, First son will become the chief of
the community and the second will become secretary of the village and so on.
After this they go to another child’s house and perform the same song. As
Naik argues, this song of blessing signifies the desire of the community for
the child to “grow” and provide service to society.

The Dhund Geet

=l afen =va & Charik chariya champa flower twig.

gfem =w w1t @ Chariya has champa flower’s pride.

3at ofn seR s Wake up brother go to father in laws house.
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YR S 9 et s Go to Father in laws Neighbour.

Rt o= arer el Assemble panchayat in laws village.

vgare dt @t @@ Take approval of bride and bring her from father in
laws panchayat.

A oA R & Bring bride to home.

g MY 3@ 31 . Your panch come to look at bride.

& 3y Rra 7 a4 Mother in law guides them.

2 YR uH W& Father in law gives bitternut.

aEl-aret ueen a=d.: Bride and Bride groom arranges bed.

vt W am = They eat bitternut together on bed.

Teed! ST Akt . Let this first child be a chief.

3T =R/ wRIW L Let the next son be a secretary.

HI =R =l g Let the next son a horse rider.

3T =R/ &t wata. Let the next son be a shepherd

3TN gl /7 -4 7 3Ra¥: Let the next one be a protector of the parents

3T w=R/I Rre=-Rrarea: Let the last child learn and teach.

frem &7 s@@ =1 - He invites to everybody to learn.

I Tt At 31gt: Holi came and make sound of stick.

ST ST R [ofeT I1aer 9 Let him grow, let him grow.”

They go five times repeating the same song with rhythmic style.

We are what our society demands, in the Holi spring festival
community celebrates as a rite of a new born child to identify him as society’s
new member. Through organized performance the society demanded their
male children in the community. They accept to become a leader or do any
one of the social necessary roles to identify him as a part of a large part of
society. The pastoral nomadic community created as well as adopted certain
rites and ceremonies to settle down on certain occasions to make ceremonies
for making their youth the backbone of the community.

It suggests the social, political and economic condition of the society.
The organization of the community leadership was understood through the
performance. People keep the past in mind and they react and represent past
events in present life. The Holi spring festival is a rite of a new born child to
identify him as society’s new member who became a leader or do any one of
the social necessary roles to identify himself as a part of a large part of society.

The ritual battle between men and women. The game is organized
during the Dhund rite and male and female players. In the game male wins
the sweet pot from women. The organization of the game is to establish
gender equality in the Tanda itself. The hierarchical divisions disappear in the
game, women get a chance to beat their husbands and brother in laws when
they sing double meaning songs. In the courtyard of the newborn child's house
their parents prepare (Khir) sweet food and keep it in the pot. The pot is kept
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under the two wooden sticks. The sticks are deep in the soil. The pot is hidden
under the woolen cloth. The men folk need to take that sweet food and women
oppose taking food; they beat men with sticks. Men run away to protest from
women. It is a competition between married men and women. The men
attempt to seize the food and run in another place to protest from women. It
is not easy for men to win sweet pot from women. At the end men win the
competition. In the process women lose all fear and respect. They stout
wooden sticks to beat their husbands and attack all the men. The men protect
themselves from the women. It is interesting to note that giving and receiving
gifts between brother in law and sister in-law are especially significant,
similarly, playing male and female together is an important feature of Holi
ritual. It seems like good humor for the audience. It shows anti-normative
behavior of people. That is not permitted in any social context. Turner has
opined that in many societies liminality involves play. When the social norm
breaks down, its constitutive elements are similarly freed from their regular
modes. Further he says communitas is characterized by equality, immediacy,
and the lack of social ranks and roles.

They dance in groups of both men and women in front of a newborn
child’s house. The Holi spring festival is for enjoyment for the people every
person participates in it. The total process of Holi performance is welcoming
new members in their society. They all are giving gifts to the children. Then
there is recognition that that child is a part of their community. It shows the
community’s individual and collective creativity. It shows a group of people
sharing their creativity in a public place. Through practice and participation
people learn their old tradition which their forefathers created.

The Holi spring festival performance begins with invitations of
neighbors for play, likewise farewell to Holi festival at eight o'clock after
Kama dhahan the last day evening people burn the Holi fire worship and
throw some grain (food) on the fire, giving thanks to the God. Mother takes
their babies to Holi fire, five times in a clockwise direction around the fire, so
that children are blessed by Agni, the god of fire. They collect bonfire ash and
put it on their forehead. The community members sum-up Holi festival with
songs which suggest it to be normal and do not use double meaning songs in
any circumstances. This ritual give massages to community people to live
with brotherhood, respectful to each other with dignity and helpful with each
other and to keep unity in community.

Geriyas and geranis playing, dancing, singing in a group on open
ground in Tanda is come to end after the geriya and the gerani danced around
the fire separately one group after another the gerani sings greft 31wt St greft STt
St Af@e T It S 9 st (Holi come and Holi go, please give the son to the
father) this song is sung while going five times round to the Holi fire repeating
the same song with rhythmic style at the end of the Holi festival. It shows
they have male child’s expectation from every Holi. The geriya sing, w/i T,
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greft gt % i@, Oh my dear ram Holi went away what we shall do. These lines
sing repeatedly like hymns to farewell the Holi festival.
Shaf dr o Bt T Brel sumor e areswr it ¥ gl gawor,

If we live, play Holi again and again, Holi is fun for parents,

Holi needs to stay still for ten more days.

With this song people sum up the Holi festivals in Tanda. Holi feast and
bhang/wine should be served by the newborn child’s father. The community
feast is made to eat each and every household of the community. A peculiar
game is played about the time of the newborn child’s courtyard. People do
terrible things and do not hesitate to do such things during the Holi festival.
The license permits us to drink bangs and alcohol, and shout while throwing
ash and mud at each other. The every participant express sexual desires in
form of song. The community establishes its cultural behavior patterns
keeping in mind their ancestors. To some extent the performance shows a
breakdown of historical gender norms.

5. Wanjana. It is a prayer song sung to sum up the Holi festival. At
the end the last vanjana song is sung to give suggestions to the people that do
not use the Holi song at any time. The restriction on the Holi songs made
because most of the songs are the free sexual expression. In this song
everyone sits near the Holi fire ground and discusses the issue of what
happened in the celebration of the Holi. Distribute the coconut and puri which
are made by male children at the time of dhund rite. Elderly members sing
the Wanjana song. In this song they say whatever we did in the celebration of
Holi is just for fun. In the festival we use many such songs which are not part
of daily life. After this assembly we do not use such song, if someone uses
the double meaning song of Holi he will get punished.

6. The goat sacrifice:

The offering of goat sacrifice was performed after the successful
completion of the Holi festival. The purpose of goat sacrifice performance
recalls previous hunting and gathering pastoral stages and collective eating
ritual as well equal sharing (Bhaga) among all members of the community.
The performance of goat sacrifice ritual not only recalls but keeps alive the
collective memory, or constitutes the collective memory. As Paul Connerton
puts the memory of group conveyed and sustained by (more or less ritual)
performances.'”

The festival performance is a collective activity, it produces traditional
knowledge, for social change. The traditional Holi festival is associated with
fertility, wealth, and productivity. The celebration connected with joy,
merrymaking and the desire of male children in the community. The modern
cultural performances of the Holi take different shapes, for example the songs
are turned towards social awareness to make a better society. Instead of using

173 Connerton, Paul. How Societies Remember. Cambridge, England: Cambridge
University Press, 1989, 4
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double meaning songs, people are using new songs which are social
reformation about the evil practices in the community. The song does not
remain enjoyable but it has some particular intention to do better in society.
The evidence for traditional performative purposes was to make their children
faithful towards their parents for instance.

Sreft, . el &= 3ar L@ wa e You are saying Kashi-Kashi. Where is
Kashi.

wi-aTg 7 9 o Freft @ A 9.9 Pray your mother and father and look at
Kashi

FTEI-aTaT 7 ke et s@er WrE-Arst Worship your grandma and grandpa and
look at Kashi.

The performance motif is to make aware of individuals in the family
and realistic towards their parents. The contemporary performance objective
is to call for social change. For example, the following song clearly shows
how the song got a chance in a different circumstance.

eht 3R wrS gaw st ) Do faithful things to make better society

BRI-81 ad frar ar e Provide good education to girls and boys

ST e ot s ¥ smfrr Oh wake up, bamaniya

ST Hig HiS sieatt L st Speak sweet words oh bamaniya

The performance clearly suggests the community member to wake up,
speak sweet words, take the best education, and do good work for the
community. The performances make some good impressions on the people in
the community.

Conclusion. This article dealt with a systematic analysis of the Holi
spring festival. The everyday evening singing and dancing performance of
elderly people is regarded as leisure time activity to get relief. The main
festival celebration process analyzed various romantic songs with simple
dancing steps. The analysis involved Dhund ritual in the festival, it is
identification of male children with profession in the community. The
organization of play between men and women. The proverbial verses during
the Holi spring festival not only regarded for fun but intentional meaning
involved social formation in its singing. The participation in the festival is to
express and share with other human beings to build respectful relationships.
The act of male female involvement is for the creation of humor seen as
breaking the social ranks, the creation of the lyrics in that particular situation.
Thus, the Holi spring festival is the principal festival of the Gor Banjara
Lambani pastoral community. For the community it is a seasonal festival
dedicated to spring and celebrated as the New Year festival. The celebration
has multiple purposes but it is a specialty that lays in for male children of the
community. The Holi spring festival performance is intended to express and
perform traditional proverbial verses to transform values and attitudes in
contemporary times. It is also the process of socializing individuals into the
community. The romantic songs and verses are expressed to have a good time
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in the Holi spring festival. The performances of the festival while reciting
wishes of well —being and prosperity of the community. During the Holi
spring festival performance, burning of large bonfires is a huge waste of wood
which is lost for other living flora and fauna in their surrounding environment.
The reduction of the wood burning can make the Holi spring festival.
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This paper proposes to look at the issues of accessioning, cataloguing, audio-visual
documentation, storage and retrieval of Folklore and Intangible Cultural Heritage (ICH)
from the perspective of policy-making as well as implementation of the same with respect to
the performance domain of Indian Arts. It also intends to look at the evolving character of
living folklore through a contribution in understanding the process through which tradition
changes rather than fixating on tangible forms as well as representation of the same in
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of working with audio-visual material in a music archive for the last ten years, ascertaining
the fact that in spite of best of efforts to uphold the community in matters of safeguarding
ICH, often rigidness of metadata structures may fall short to our intentions. Hence, the
research will also devise ways in which the metadata may propose a scheme in incorporating
a space not only for information but an excavation of those layers of experience from which
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Hlanmany Maoxcu!
Texno-Ynoi ynusepcumemi
(Kanvxymma, Ynoicman)

1

®OJIBKJIOPAbBI CAKTAY: YHAI OHEPIHAEI'T KOJI
KETIMALJIIK, KATAJIOT'TAY, KYKATTAY, CAKTAY )KOHE
I3AEY MOCEJIEJIEPIH HIETY

AHHOTANUA

byn maxanada ayouosusyanoder Kyscammamaza Koi JCemKizy, Kamaiocmay,
gonvrnop men pyxanu maoenu mypanvt (ICH) caxmay ocone i3dey, cascammovl 23iprey,
COHOQU-AK YHOI OHEpIiHiY OPLIHOAYWBLILIK CANACHIHA KAMblcmbl Macenenepoi Kapay
yevinwvliaovl. Conoaii-ax, asmop @oavKIopobly IE0OYUSIBIK CUNATNbIH KAPACMbIPAObl
Jicone Oe onapobl Kamaioemayea OauiaHvicmvl Macenenepoiy WewimMin  YCblHaobl.
Maxanada convimen Kamap CoHebl OH HCbLIOAZbL MY 3bIKALIK MYPALAMMAbl AYOUO8U3Yandbl
mamepuanoapmer Jcymuic icmeyoiy dcexe magcipubeci kopceminedi. Kannvt ICH xopzay
MacenenepiHde  KayblMOACMbulKmbl — Koadayaa Oazelmmanzan Oapivlk —Kyui-dcicepee
Kapamacmau, Mmemaoepexmep KYPulLIbLMbIHbIY KypOoeiniel Kobinece manianka catl Keameuoi.
ConvimeHn Kamap, 3epmmey JCYMbLCbIHOA Memaoepekmep Keyicmikmi mex aknapam yuiiH
&aHa emec, COMbIMEH Oipee JICA3LLIBIN  ANLIHAH —apme@aKm MYpagamKa —aybicy
CXeManapviHbl 20iC-MaCciioepi YCblHbLIAObL.
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Tyiiinodi co3dep: pyxanu madenu mypa, Porvkiopucmuxa, mypagam magxcipubeci,
MYPpazam KOLNeKYUSLIAPbIH KAMAI02MAy, MYPa2ammslk memaoepexmep, yYHOI oHepi.

Hlanmany Maoxcu!
Texno-Mnoutickuii ynusepcumem’
(Kanvkymma, Unous)

COXPAHEHUE ®OJIBKJIOPA: PEHIEHHUE BOITPOCOB
AOCTYIHA, KATAJTOIrM3AIUMN, JTOKYMEHTHPOBAHNA,
XPAHEHHUSA U ITIOUCKA B MTHINUCKOM HCKYCCTBE

AHHOTAIUA

B smoii cmamve npednacaemes paccmompenv 60npochl 00Cmyna, Kamanocuayu,
ayouosu3yaibHol OOKYMEHMAYuu, XPAHeHus U NOUcKa QONbKIOPA U HEMAMeEpPUarbHO20
KyabmypHozo Hacneoua (ICH) ¢ mouku 3pewus paspabomiu ROIUMUKY, d MAKdHCE
peanuzayuu mozo dce 8 OMHOUIEHUU Chepbl UCNOTHEHUS UHOUNICKO20 UCKyccmea. Aemop
makoice Hamepesaemces paccmMompems I60I0YUOHUPYIOWUL XaPAKMeDP HCUB020 PObKIOPa
yepe3 6K1A0 8 NOHUMAHUE NPOYeccd, NOCPEOCBOM KOMOPO20 MEHAETCA MPAOUYUS, BMECNO
mozo, Ymo0bl 3aYUKIUEAMbCS HA MANEPUATLHBIX POPMAX, A MaAKdHce NPeocmasiiams ux 6
B0NPOCAX, CEA3AHHBIX ¢ Kamanocusayuel. B cmamve makoice ompasicen TuuHbIL ONbIM
pabomvl ¢ ayOuosusyanbHeIMU MAMEPUATAMU 8 MY3LIKATLHOM apXuge 3a nociednue 0ecams
Jem, NOOMEepHCOarwull. mom Gaxm, 4mo, HeCMOMpPs HA 6ce YCUIUs HO NOOOepHCKe
coobuecmsa ¢ eonpocax zawumel ICH, uacmo scecmrocms cmpyKmyp MemaoaHHbIX
Modicem He coomeemcmeosamy Hawum Hameperuam. CnedoeamenvHo, Ucciedo8anue
MaKoice nPeodoACUm cnocobdvl, ¢ NOMOWBIO KOMOPBIX MEMAOAHHbIe MO2YI NPEONONCUND
cXemy GKIIOYEHUs. NPOCMPAHCIBA He MONbKO 0151 UHPOpMAYUY, HO U 0I5 PACKONOK mex
crI0es onvlma, U3z KOMOPvIX 3ANUCAHHDBLIL apmedaKkm nepexooum K akmy apxueupoeaHusl.

Kniouesvie cnosa: Hemamepuanvnoe Kymvmypnoe Hacnedue, @onvkiopucmuxa,
Donvrropucmuxa, Apxusnvie Ipaxmuxu, Kamanoeuzayus Apxusnvix Koanexyuii, Apxusnuvle
Memaoannwvie, Unouiickoe Uckyccmeo.

‘We accept folklore as inherent rationality,
the wisdom of being and becoming, and not as pre-
logical mind; we accept folklore as fundamental
experience of human life, and not as vestige of pre-
industrial societies,; we accept folklore as responsible
partner in the re-construction of a new world order,
and not as one taking refuge in security;, we accept
folklore as creator of its own future, and not as
passive receiver of a given incontestable destiny,; we
accept folklore as dynamic force, and not as static
and fragile object. Why salvage folklore? Only to
satisfy modern man’s ego? Must it stay as a museum
specimen, for tourist attraction? Let us realise that
the preservation of folklore is as much ‘our’ need as
‘theirs’. The post-industrial society, with all its
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scientific and technological glory, has begun to feel a
loss of meaning in life. It wants to look back at
folklore for its own redress, for its own future goal of
recreating a cohesive lifestyle.’

- Safeguarding Folklore, Baidyanath Saraswati, from
UNESCO meeting on the Safeguarding of Folklore,
held in Paris, on 24-28 April, 1 989.174

As human culture is realized not to be static and is accepted to be
continuously produced and re-created by people, the same may be extended
in reading of folklore traditions where nomenclature of the cultural field is
defined in terms of social discourses of power and hierarchy. UNESCO has
been fundamental in issues related with world heritage and active in
increasing awareness of the arbitrariness of several categories in the field of
cultural traditions and their interrelatedness.

The United Nations Educational, Scientific and Cultural Organization,
commonly known as UNESCO, was initiated as a step towards reconstruction
of a world devastated by the ravages of the Great World Wars. The
international conglomerate stood to represent many voices of the one world.
As Chiara Bortolotto considers in her research,!”” the commitment of
UNESCO in the specific field of cultural expressions have had a long history
thereafter, since its inception. However, the organization’s approach towards
cultural heritage was fostered by the Convention Concerning the Protection
of the Natural and Cultural Heritage held in Paris in 1972. Though dialogues
initiated with issues of preservation of natural landscape and cultural
monuments, the fact that tangible cannot be safeguarded without the
involvement of the intangible elements seems to have escaped from the initial
view of the policymakers. Strictly limited to the traditional notions of
classical art history and shaped by the principles of Western museological
practices, the Convention report engaged with ‘cultural heritage’ as well as
‘natural heritage’:

Article 1.

For the purpose of this Convention, the following shall be considered
as "cultural heritage":

— monuments: architectural works, works of monumental sculpture
and painting, elements or structures of an archaeological nature, inscriptions,
cave dwellings and combinations of features, which are of outstanding
universal value from the point of view of history, art or science;

174 http://ignca.gov.in/safeguarding-folklore-baidyanath-saraswati/
175 Bortolotto, Chiara. “FROM OBJECTS TO PROCESSES: UNESCO'S INTANGIBLE
CULTURAL HERITAGE'.” Journal of Museum Ethnography, no. 19, 2007, pp. 21-33.
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— groups of buildings: groups of separate or connected buildings
which, because of their architecture, their homogeneity or their place in the
landscape, are of outstanding universal value from the point of view of
history, art or science;

— sites: works of man or the combined works of nature and man, and
areas including archaeological sites which are of outstanding universal value
from the historical, aesthetic, ethnological or anthropological point of view.

Article 2

For the purposes of this Convention, the following shall be considered
as "natural heritage":

— natural features consisting of physical and biological formations or
groups of such formations, which are of outstanding universal value from the
aesthetic or scientific point of view;

— geological and physiographical formations and precisely
delineated areas which constitute the habitat of threatened species of animals
and plants of outstanding universal value from the point of view of science or
conservation;

— natural sites or precisely delineated natural areas of outstanding
universal value from the point of view of science, conservation or natural
beauty.!’¢

Such categorization was criticized from its adoption as the stress lied
on great monuments and artistic masterpieces and remained oblivious to the
process that generated the ‘material” artefact. In 1973, following a request to
the Director-General of UNESCO by the Government of Bolivia to add a
Protocol for the protection of folklore to the Universal Copyright Convention,
UNESCO, through its culture sector, undertook examining the safeguarding
of this heritage globally. This is considered as the normative action in relation
to the field of intangible cultural heritage.

However, such categorization is not completely beyond the scope of the
sacrosanct proposed by the wisdom tradition in the West. For example,
Aristotle’s distinction between things that exist by nature and things that exist
by craft is a matter of regard across several of his writings including
Metaphysics as well as Nicomachean Ethics. Nevertheless, such
compartmentalization falls short in documenting strong interconnections
between natural and cultural assets and of the need for their integrated
management. More recent philosophers such as Dan Sperber argues that
every function is continuous between nature and culture.!”” It is such
syncretization which suits the demands of the Global South where earth is a
living entity and even our most mundane biologically based activities depend
on engagement with cultural artifacts.

176 https://whc.unesco.org/archive/convention-en.pdf
177 Sperber, Dan. Seedless Grapes: Nature and Culture, in 'Margolis and Laurence', 2007.
pp. 124-137.
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Returning to the trail, the underrepresented issues continued to gain
more attention within UNESCO to such extent that in the 1980s a programme
was developed for the study and collection of what came to be known as ‘non-
physical’ heritage. To that effect, the UNESCO World Conference on
Cultural Policies held in Mexico City in 1982, extended the definition of
heritage to the entire gamut of cultural tradition:

The cultural heritage of a people includes the works of its artists,
architects, musicians, writers and scientists and also the work of anonymous
artists, expressions of the people’s spirituality, and the body of values which
give meaning to life. It includes both tangible and intangible works through
which the creativity of that people finds expression: languages, rites, beliefs,
historic places and monuments, literature, works of art, archives and
libraries.!”®

During the 1980s, UNESCO was also able to distinguish between
protection of legal issues such as intellectual property, copyright, trademark
and patent from preservation and in 1989, adopted Recommendation on the
Safeguarding of Traditional Culture and Folklore. In this Paris convention,
there was an attempt to define folklore not as the unique creation of an
individual but rather existing in versions and variants through customs of a
community.!” Considering the importance of folklore as an integral part of
cultural heritage and living culture, the following definition was
recommended:

Folklore (or traditional and popular culture) is the totality of tradition-
based creations of a cultural community, expressed by a group or individuals
and recognized as reflecting the expectations of a community in so far as they
reflect its cultural and social identity; its standards and values are transmitted
orally, by imitation or by other means. Its forms are, among others, language,
literature, music, dance, games, mythology, rituals, customs, handicrafts,
architecture and other arts.'%

Such an understanding, was successful to provide due recognition to the
evolving character of living folklore as well as contributed in understanding
the process through which tradition changes rather than fixating on tangible
forms. Suggestions were also made in matters of preservation, concerned with
protection of folk traditions.

After the end of the Cold War, and more particularly in the era of
globalization, increased interest for intangible cultural heritage as a source of
cultural identity, creativity and diversity was expressed by Member States
through the General Conference and the Executive Board. The importance of

178 https://unesdoc.unesco.org/ark:/48223/pf0000052505

17 See also, Pacific Regional Framework for the Protection of Traditional Knowledge and
Expressions of Culture, 2002. Available at
https://www.wipo.int/edocs/lexdocs/laws/en/spc/spc002en.pdf

180 http://portal.unesco.org/en/ev.php-
URL_ID=13141&URL_DO=DO_TOPIC&URL_SECTION=201.html
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intangible cultural heritage was highlighted by the launching of two
programmes: the Human Living Treasures system (1993) and the
Proclamation of Masterpieces of Oral and Intangible Heritage of Humanity
(1997).

Thereafter, in 1999, UNESCO and the Smithsonian Institution,
Washington D.C., co-organized an international conference entitled ‘A
Global Assessment of the 1989 Recommendation on the Safeguarding of
Traditional Culture and Folklore: Local Empowerment and International
Cooperation’. The Washington Conference pronounced that the term
‘folklore’ has generally been considered inappropriate, but emphasized the
importance of its definition as it stands in the 1989 Recommendation. The
conference then recommended that a study be undertaken on a more
appropriate terminology. The conference also recommended that Member
States submit a Draft Resolution requesting UNESCO to undertake a study
on the feasibility of adopting a new normative instrument on the safeguarding
of traditional culture and folklore.

In 2001, ‘Report on the Advisability of Regulating Internationally,
Through a New Standard-setting Instrument, the Protection of Traditional
Culture and Folklore’, which drew on a document prepared by Janet Blake
from University of Glasgow, significantly shaped the terms of the 1989
document. This entailed a shift from artifacts to people and their knowledge
and skills. Rather than emphasizing the role of professional folklorists and
folklore institutions to document the records of endangered traditions, the
focus was redirected on sustaining the traditions themselves by supporting the
practitioners. '8!

Considering the importance of the intangible cultural heritage as a
main-spring of cultural diversity, path-breaking amendments were postulated
in the general conference of UNESCO held in Paris, from 29 September to
17 October 2003, at its 32nd session, commonly termed as The Convention
for the Safeguarding of the Intangible Cultural Heritage. The Convention
adopted the definition of Intangible Cultural Heritage (ICH) as “the practices,
representations, expressions, knowledge, skills — as well as the instruments,
objects, artefacts and cultural spaces associated therewith — that communities,
groups and, in some cases, individuals recognize as part of their cultural
heritage.” 82 It also located oral traditions, performing arts, social rituals,
knowledge practices concerning nature and the universe as well as traditional
craftsmanship as intrinsic components of ICH. Shifting the stress of the
initiative from the singular to the plural community now implied that
safeguarding the viability of ICH practices would include the identification,
documentation, research, preservation, protection, promotion, enhancement
and transmission of a complete process rather than the end product. Each State

181 See, Barbara Kirshenblatt-gimblett. Intangible Heritage as Metacultural Production, in
‘Museum International’, 2004, 56:1-2. pp. 52-65.
182 htps://ich.unesco.org/doc/src/01852-EN.pdf
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Party was also to generate one or more inventories of ICH present in its
territory, which were to be regularly updated. Each State Party was
recommended to endeavour in ensuring the widest possible participation of
communities, groups and, where appropriate, individuals that create, maintain
and transmit such heritage, and to involve them actively in its management.

Over several decades of trying to define traditional folklore,
UNESCO’s theorization of ICH foregrounded the agency of those who
perform the traditions that are to be safeguarded. It also asserts the framework
that people come and go, but culture persists, as one generation passes it along
to the next. In addition, it recognizes that the stakeholders are not only carriers
and transmitters of culture but also agents in this enterprise. UNESCO
stresses the need for communities to take control of their heritage and
acknowledges the importance of collective memory in upholding ICH
practices.

Such approach fostered by UNESCO also brought the dialogue between
institutions and the community at the forefront. Stressing the importance of
local participation and a bottom-up approach in safeguarding of heritage, the
museums and archives were liberated from the role of guardians and could
now participate to develop new skills in the field of social action in facilitating
community participation. In an active measure to designate competent bodies
for the safeguarding of ICH, Government of India sought participation from
Indira Gandhi National Centre for the Arts (IGNCA) to prepare an inventory
of ICH present within the national territory, with a view towards revitalization
and effective safeguarding of the same. Later, Sangeet Natak Akademi was
endorsed as the nodal agency.

The 2003 convention also stressed on establishing documentation
institutions for the intangible cultural heritage and facilitating access to them.
This demanded a great responsibility on part of the archives, wherein
accessioning as well as cataloguing emerged as an important phase in the life
cycle of artefacts acquired by archives, libraries, and other cultural heritage
organizations. When artefacts are accepted into an archive repository's
holdings, materials are ascribed with a unique and permanent accession
number that aims to get material under basic archival control. The process of
accessioning documents the receipt of records and lays the foundation for
subsequent arrangement and description work. As archiving corresponds to
systematic storage of material, it is important that each repository tailors the
layout of accession forms to suit its needs.

The complete process of accessioning may be further categorised into
several levels, depending upon the working scheme of concerned repositories.
In this respect, it is important to remember that collections make up an
archive. So the process of accession must address both tangible as well as, in
extension, intangible components of the same. At the initial level, the work
focuses on establishing the preliminary physical and intellectual control of
the collection and documenting the legal status of the collection, in certain
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cases. Next, the arrangement of the collection and the resulting finding aid is
to be established. Often arrangement may reflect a hierarchical relationship
of the materials within the collection, as most vulnerable among the artefacts
must be digitized first. Handling of the material is a prime consideration too.
An archivist must be aware of how sensitive the artifact is to factors such as
heat, light, climate etc. The following step ensures that the collection is being
processed for full digitization. The process of digitization, in this regard, is
conducted within set parameters and best quality of digital copy is generated
as per archival standards. Often users’ copy or reference copy of lower
denomination is produced of the same for common usage. As far as audio-
visual material is concerned, it is expected that archives would also come up
with checksum for the purpose of detecting errors that may have been
introduced during the transmission or storage of the digital material.

As role of the archive is not only to provide access but also information
regarding the artefact, cataloguing of the processed material must be inclusive
to all kinds of information as far as possible. Often the heritage material may
come in carriers of all shapes and sizes with labels containing information
about the content. But the archivist must not solely rely on that which is
provided but also cross-check the same by engaging with the content itself.
All relevant information regarding the archived material is preserved in
metadata sheets. Metadata is often described as ‘data about data’ and is in the
digital environment, a detailed and specific extension of cataloguing practice.
However, when associated with digital collections, it is a necessary part of
their use and control. Metadata technologies used most widely in libraries and
archives around the world ensure easy access to data. In its broadest sense,
preservation metadata may include any contextual information required to
provide sustainable access to content. In addition to technical requirements,
this might include information required to authenticate the content in every
respect. In this broad sense then, preservation metadata may contain full
details about some or all of the following:

e any non-file-based carriers the content has been held on, including
their condition;

e the replay equipment used in the transfer process, and its
parameters;

e the capture equipment used, including known rendering software;

e format information on the resultant file, including the digital
resolution;

e the operators involved in the process;

e checksum — the digital signature that permits authentication of the
file;

e details of any secondary information sources;
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e all relevant information pertaining with the content that may make
searching and retrieval of the content in archival records more accessible for
the future users. '3

However, personal experience of working with audio-visual material in
a music archive!'®* for the last ten years have ascertained the fact that in spite
of best of efforts to uphold the community in matters of safeguarding ICH,
often rigidness of metadata structures may fall short to our intentions. Wax
and Wire Cylinders, 78 rpm discs, spool tapes and similar obsolete
technologies of sound recording inhabit a space of neutral materiality in a
digital sound archive as ours. However, in spite of attempting to include all
relevant details provided in the carrier of the analogue object, the metadata is
always elusive in such a music archive where every interaction with the
digital file provides endless opportunities to enhance the understanding of the
wisdom traditions embedded in the audio artefact.

We have had random unidentified audio files in our music archive
which has been frequently imparted with identity when practitioners
belonging to the community have paid a visit to our archive and spent
countless hours on narrating their own memory centering a particular song or
a historic rendition. But the challenge lies on implementing techniques
through which such narratives may aid the metadata of one’s archive for there
are times when an archivist is left to speculate on the chances of
accommodating audio recording of a practitioner’s narration as an extended
metadata to a digitized audio file. It is in moments as these that epiphany
reveals itself to make one realize that in archives as ours one does not only
preserve samples of artistic tradition but also prosthetic memory of an entire
community. The archived object speaks of a time that is no longer. Or, rather,
the archive holds a multiplicity of voices speaking of a multiplicity of times
that never existed in the form of a single consistent origin of the object.

Anybody associated with the archiving of performing arts would know
that a large pool of data about a collection — ranging from the collection itself
to the history of a particular piece of recording within the collection — is
actually stored in the folklore that is held within the archival community.
They do not find their way into the database primarily because much of it
cannot really be accommodated within the rigid formats of the catalogue
structure, such as writing metadata in a machine-actionable form using XML
schemas.

But if the metadata may device a scheme in incorporating a space not
only for information but an excavation of those layers of experience from
which the recorded song travels to the act of archiving, then perhaps our
digital archives will have memory tags for the management of classification
and access. If archives are to constantly bear in mind the desire of the target

183 For more, https://www.iasa-

web.org/sites/default/files/downloads/publications/TC03_English.pdf
184 For further information, https://sites.google.com/view/anicm-ju/home
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users from the future, then it must devise strategies of committing it to the
future. As Derrida would remind us, the concept of the archive shelters in
itself the memory of the name ‘arkheion’, the residence of the superior
magistrates of Greece, the ‘archons’.'®® The archons are not only the
guardians of the documents that they safeguard but also have the power to
interpret their archives. Hence, if archives are to constantly bear in mind the
desire of the future users, then it must devise strategies of committing it to the
future.
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INDIAN MINIATURES (PAHARI PAINTINGS A STUDY OF
INDIAN LANDSCAPES, SOCIAL LIFE AND LOVING SONGS OF
GEET GOVINDA)

Annotation

The article highlights the history of the Indian miniature as a carrier of unique
cultural information. The author considers the artistic miniature not only as a special genre
of Indian culture, but also as a means of transmitting social traditions, culture, values,
including religious ones. Pahari and Kangra miniatures are considered under the direct
influence of the topos, in the context of their historical and chronological development. The
author gives a commentary on each miniature, its color painting, highlights the main themes
and images, connects local motifs with the history of the country, religion.

Key words: Indian miniatures, Pahari miniatures, local motifs, culture, history.

Cyoxcama Azpaean’
Jlanum Kana akademusicblHbly Cmyousicol
(enu, Ynoicman)

YHAI MUHUATIOPAJIAPBI (ITAXAPU CYPETTEPI - YH]II
IMEU3AXKIAPBI, KOFAM/IBIK OMIP )KOHE 'MTA
I'OBUHJAHBIH MAXABBAT 9H/JIEPIH 3EPTTEY)

AHHOTADUA

Maxkanada YnOi munuamiopacvinely mapuxvl epeKuie MaOeHUu aKnapammoly
MAcbIManOayuwvicel  peminoe Kepcemineen. Aemop Kepkem MUHUAMIOPAHbL — YHOL
MaOeHUeminiy epeKuie JICaHpbl peminde &aHa emec, COHbIMEH Kamap Ko2amoblk
Oacmypaepoi, MaOeHuemmi, KYHObLIbIKMAPObI, OHblY [wiHOe OiHU KYHOBLIbIKMAPObl
JrcemKisy Kypaawl peminoe kapacmuipaowl. Ilaxapu men Kanepauwly munuamiopaiapul
monocmuly mikeneu acepiHeH, ONAPObIY MAPUXU-XPOHOIOSUANLIK O0aMYbl MYPSbICLIHAH
Kapacmulpoliadvl. A6mop apoOip MuHuUamiopaga, OHblY YA cypemmepine mycinikmeme
bepedi, Hezizei maxvipbinmap meH Oetinenepoi bonin Kepcemeoi, sHcepeinikmi Momuemepoi
el mapuxviymeH, OiHIMeH OalliaHbICIbIPAOb.

Tyitinoi ceszoep: Ynoi munuamwpanapei, Ilaxapu munuamiopanapsl, srcepinikmi

momuemep, Ma()eﬂuem, mapux.
Cyoorcama Azpasan’

Cmyous 6 Axademuu Jlanum Kana
(Henu, Unous)
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WHJIMHACKUE MUHUATIOPBI (KAPTUHBI ITAXAPH —
WCCJIEJJOBAHUE MHINVMCKNUX MEN3AXKEMN,
OBIIECTBEHHOM )KU3HU 1 JIIOGOBHBIX INECEH T'TA
TOBUH/1bI)

AHHOTAIUA

B cmambse oceewgaemcest ucmopuﬂ um)uﬁcxoﬁ MuHuam}Opbl KAK HocumenA
VHUKAbHOU  KYIbMYpHOU  uH@opmayuu. Aemop paccmampusaem Xy00XHCeCMEEHH)IO
MUHUAMIOPY He MOIbKO KAK 0COOEHHbLL JHCAHP UHOUTICKOU KYIbMYypbl, HO U KAK CPeOCmE0
nepeoayu 00WecmeeHHbIX Mmpaouyull, KyJavmypul, YeHHOCmell, 8 MOM YUCILe PeTUSUO3HBIX.
Munuamiopvr Pahari u Kangra paccmampusaromcs noo HenocpeocmeeHHbiM GIusHuem
monoca, 6 KOHmexkcme ux MCW[OPMKO—)CPOHO/ZOZMVECK'OZO pa%umuﬂ. Agmop 0aem
KOMMEHmaleZ K Ka.?fC()Ol:i MuHuamiope, K ee yeemonucu, 6bl()€./lﬂ€m OCHOBHblEe memsl U
06pa3bl, ces3vleaem JIOKdAJIbHblE MOMuUBsbl C ucmopueﬁ CmpaHbl, peﬂueuu.

Knrouegvie cnosa: unoutickue munuamiopsl, munuamiopvl Ilaxapu, noxanvbhvie
MOMmMUEsl, KYIbmypd, UCIOPUSL.

Indian miniatures are the best lens of Indian Art and culture. Pahari
paintings are very popular for showing the real picture of social life, culture
and nature. These paintings are the living celebration of festivals, social
gatherings and Radha and Krishna’s sweet relationship. We find
exceptionally beautiful landscapes in Kangra Kalam. Kangra paintings
are the lyrical picture of Radhakrishna’s eternal love based on Jaya
Deva’s Geet Govind. Pahari school developed and flourished during the
17th to 19th century. Pahari miniatures are the panorama of Indian art.
They depicted social natural content of time. Miniature Paintings are the
evidence periodically change of society. Between the 17th and 19th century
some beautiful miniatures were done in many small kingdoms under the
guidance of kings and emperors to show their royal empires. Though all the
miniatures had been done on patra (pat-chitra) marble, wood, ivory panel
also. The earliest miniatures are found in Pala school Image of
contemporary Buddha and scriptures while Buddhism was flourishing
in the East. Jainism also inspired miniatures more artistically in western
India. Pala school was the father of all miniature paintings. The
Mughal style of painting was amalgamation of religion, culture and
tradition. Persian art created a new era of art with the local rhythm.
After Mughal miniature Rajput art developed were called Rajasthani
miniatures. Rajasthani paintings gave birth to Pahari art.
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Pic.1. Radhakrishna’s eternal love

Pahari paintings.

Pahari paintings are those that originated in mountains or hilly areas.
Pahar is the word of Hindi Language meaning mountain. The word Pahar
became the pahari in local essence. In this way the art that took birth in the
lap of mountains of Himalayas are called Pahari paintings.

We find many schools of miniatures under the aegis of Pahari school
that are Guler school, Kangra school, Chamba school, Garhwal and Basholi
school. All these schools have minute differences in facial, costumes and
landscape structures due to urban developments. The noted centres of Pahari
paintings were Basohli, Mancot, Nurpur, Chamba, Mandi and Garhwal.
Basohli and Chamba are the pre Kangra paintings. In Basohli, artists did the
portraits of the kings with their consorts. These artists spread all over the hilly
area for their living. Guler Kalam was also developed, having a long tradition
of paintings among all the Pahari schools. Nain Sukh was the prominent artist
of Guler Kalam whose two generations carried the legacy of Pahari
miniatures. The main and first origination of Pahari paintings was Basohli
miniatures from Bassoli area of Jammu and Kashmir. After Basohli Pahari
miniatures game in many other regions but in Kangra it reached its pinnacle.
The Kangra paintings are lyrical and most synonymous to the style. Most of
them are based on the love lyrics of Radha Krishna of Geet Govind composed
by great poet Jaya Deva.

Kangra paintings or Kangra kalam blossomed under the
patronage of Raja Sansar Chand (1775-1823).

Sansar Chand was the foremost artist who took over the tradition of
Kangra kalam to flourish. Kangra paintings are based on Geet Govinda,
Bhagvata puran and many more stories of epics like Nal Damyanti, Ragmala
and baramasa. Some of the paintings depict the pictorial scene of Maharaja
Sansar Chand and his courtship.
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The paintings on Bhagvata Puran are the remarkable achievements of
Kangra Kalam. Paintings that depict the Rasas are called Rasa Pachayayi.
The Pain of Gopi and Radha truly painted in the miniatures. The painting on
Ashtniyakas or eight heroines is the main theme of Pahari paintings. These
are the Ashtanayika:

1 Vasakasajja Nayika
Vira Kanditha Nayika
Svadhinabhartruka Nayika
Kalahantarita Nayika
Khandita Nayika
Vipralabdha Nayika
Proshitabhartruka Nayika
Abhisarika Nayika

Kangra paintings are the depiction of Shringar rasa (full of happiness).
When the waiting is over and nayika is about to meet her lover. She is
decorated with ornaments, flowers and beautiful clothes. Nayika is considered
as Radha and Nayak is Krishna in the whole kavyas.

Kangra paintings are the true picture of the lifestyle of society with the
natural beauty of that period.
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Pic.2. Main striking points of Kangra paintings

Deep lush greenery catches the eye of everyone. All the trees, creepers,
mountains used in green hues with light and dark effects. It gives eternal
freshness to the Kangra kalam. Artists present nature in the background with
full enthusiasm and human figures small in size ...as it indicates nature has a
big place in our lives, we should protect and care for it.
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The colours of dresses are according to the scenic view. Most of the
women‘s attire is light pink and red and men in brown grey and blue also. The
faces of Radha Krishna are according to the region.

The most popular theme of Kangra kalam is Bharah Masa by Keshav
Das. The Grism ritu or the month of May and June had been painted by the
artists by showing a natural environment without water and clouds. Virahani
(the woman who is waiting for her lover) who has become the dry plants
without leaves and flowers.

There are so many paintings of Geet Govind which depict the mental
state of the heroine by showing the natural beauty according to her.

Kangra Kalam of Pahari paintings are divine.

Pahari paintings are divine in themselves. They carry the sound of birds
chirping, blowing of wind and the voice of cloudy sky. Pahari artists are super
creative masters. They created a philosophical environment to give mystic
touch to each of their creation. Pahari art is superb in innovative creation skill
full improvisation and delicacy of brushes itself. Kangra is the art of the
common man like the creation of day to day’s life activities.

Pahari art inspired humanity

This art is also the symbol of ethos ideal characteristics of humanity.
These paintings are completely lyrical. They have music inside. So the music
can be felt when we see the paintings. It is really the great thing about Kangra
Art.

Pahari paintings are embedded with the spirit of spirituality and rich
Indian cultural heritage. The Art sprang from sociocultural needs and
literature. The Kangra art is the great representation of universal beauty and
sublimation, spiritual depiction and emotional expression beyond the limits
of climate.

Ten states of Radha in separation

Radha is in love with Krishna. The desire for union shows that she
enjoying spring and from seeing it she is feeling his closeness. But when the
does not fulfilled, then ten conditions add on Nayika’s grief are —

1. Radha’s longing
. Abhilasha
. Secret
. Anxiety
. Smiriti
. Gun Katha
. Agitation
. Delirium sickness
9. Stupor
10. Derangement and death
Some painting description can clarify the beauty of Kangra paintings

1) The festival of Spring (Plate number-1)

0NN N B W
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All the Cowherds and Gopi’s are celebrating the spring festival with
the sound of musical instruments. Woman’s head covered with her scarf aur
odnis as usual and man wearing the traditional Kangra cap. Sometimes it gives
the impression of Mughal art also. All or have a pink colour water fountain
in their hand.It looks like holi festival. The picture which shows Radha and
her friends calmly accepting the onlaughs Krishna. In the words of OC
Ganguly (Masterpieces of Rajput painting) describes how the syringes in
their Happy flow augment. The passion of love like outraged showers of rain.
The whole season can be described as the ballet of love.

2) Radha and Krishna in a Grove
(Courtesy: Victoria Albret Musuem)

From Guler to Kangra, artists kalam grew with more maturity. This was
the reign of Raja Sansar Chand. It looks the whole picture is the translation
of Sanskriti’s pottery Geet Govinda. Lotus in the ponds are beautiful and
give smiles to Radha Krishna faces. A sharply arm is “graceful as a lotus
stalk” while lover sitting by a stream is “a beautiful sound of poetry”.
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3) Krishna and Govardhan Parvat (Plate no. 3)

The beautiful picture of Kangra Kalam. The annual worship of rain god
Indra was done by Krishna and his cowherd friends on which they’re lovely
livelihood is directly dependent. Then the mountain was worshipped
accordingly and offerings were made with great happiness. Krishna showed
himself in a very small figure. And appeared sitting in the middle of the
summit he showed himself in an ordinary presence. Beautiful bond of respect
towards the mountain is the main theme of the painting.

Krishna and the Milkmaids
(W. G. Collection. Oxford)




Writing in 1912 of Kangra Painting Coomaraswamy admirably evoked
the picture “The mood and inspiration of this picture”. Their ethos is unique
“What the Chinese achieved for landscape is accomplished for human love.”
The arms of bvasare each other’s neck, eye meets eye, the whispering sakhis,
animals, birds and trees all bound with the rag of Krishna’s flute. This art is
only concerned with the reality of life, above all with the passionate love-
service, conceived as the means and the symbol of all union. Mughal to
Rajput art’s post effects are clearly visible on the men — women‘s friendly
gesture.

“Though it is very difficult to take the touch of regional culture but
through these paintings undoubtedly we can say Indian Miniature was its
best”. Ritu Varang Colours used in Kangra miniatures are purely natural.
They have the same effect of tone like fresh flowers, water showers and
different types of trees. Colours have been prepared with mineral extract.
Kangra paintings are the beautiful example of lyrical blending of form and
colour. Though the paintings are too old so maintenance is necessary. Some
NGO (Kangra Arts Promotion Society are doing great work to preserve the
Kangra Kalam.
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Sukanya Sarker!
INDIAN INSTRUMENT MAKERS IN PERFORMING ARTS

Annotation

The currently popular Indian Musical Instruments have undergone tremendous
changes during the passing of time. This has occurred in terms of its playing styles, modes
of presentations and its architecture. What caused these changes is remained to be studied.
There might be some inter-relationship between these four factors, namely, the
changes/advancement occurred in playing techniques, picking preferences of playable
materials, changes in execution styles and the changes of architecture of the instruments.
Consequently, the effect of changes in the society which directly reflected on the
patronization and general attitude of the people towards this art form may have played
important roles in the changes in music. How the musicians felt the urge of widening its area
of penetration amongst the masses of the world and what was the impact of globalization on
this art and craft remained to be studied.

Key words: Chikari, Chhauni, Tumba, Plecturm, Pegs, Chiselling, Seasoned, Drum,
Teak, Tun, Wood, Khan, Sen, Kanji, Sharma, Rabab, Sarod.

Cykanws Capxep'

OPBIHJAYHIBUIBIK OHEPAEI'T YH/I ACHHAIITAPBIH
OHAIPYLIUIEP

AHHOTANUA

Kaszipei yagvimma manviman yHOI My3bIKATbIK ACRANMAPbL YAKbIM 6me Kejle YIKeH
e3ecepicmepee  ywiblpaosl. bByn owvly  oublH  cmuni,  YCblHy — maciioepi  JcaHe
apxumekmypacvlHaH Kepinedi. Byn e3eepicmep Hemen 6atinanvicmel exenoiei ani Oe
sepmmeyoi Kasxcem emedi. Kannvl mopm gaxmopowiy apaceinoa Kanoai 0a 6ip 6aiiaHbic
bap, aman aumMKaHOa OUHAY MEXHUKACLIHOA OONEaH  ©32epicmep/yxcemindipyiep,
OUHAMBIIAMBIH  MAMEPUAndapovl manoayoasbl apmMulKUbLILIK, OPbIHOAY MaHepinoesi
e32epicmep J#aHe acnamapobly apXumexmypacsiuvly e3z2epyi. [{emex, oHepOiy ocbl mypie
aoamoapovly KAMKOPAbIEbl MEH JHCAINbl KO3KAPACbIHA MiKenell acep emKeH K02amoazvl
o32epicmepOiy acepi My3blKaHbly 032epyiHde Maybi30bl POl amyapybl MYMKiH. JKannwvl
MY3bIKAHMMAp — 271eMOIK  M20eHUemKe eHeeHOe Kanoaul cesimoe 0010bl dicoHe Oe
orcahanOanyOviy 6Hep MeH KoleHepee acepi Kanoai 6010bl, OCbIHbIH Oapaviebl anodebl
yaxvimma a7 0e moavlK 3epmmeyoi Kaxcem emeoi.

Tyiinoi cezoep: Xuxapu, UYxaywu, Tymba, Ilnekmp, Kasvlk, 00, WHIHOAIEAH,
bapaban, Tux, Tyne, azaw, Xan, Cen, Kanosu, [llapma, Pabab, Capoo.

Cyxanvsa Capxep’

UHJUVCKUE MTPOU3BOJIUTEJIN UHCTPYMEHTOB B
NCITIOJTHUTEJBbCKOM UCKYCCTBE

AHHOTauA
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Tlonynsapuvie 6 Hacmosiyee 6pemsi UHOUUCKUE MY3bIKAIbHBIE UHCMPYMEHmbl
npemepnenu 02pOMHble USMEHeHUs C medeHuemM pemenu. Mo NPoU3OULIO ¢ MOYKU 3PEHUs.
cmunell uepsl, cnocobo8 npeoCmasieHus u apxumexkmypul. 4mo 6vi36an0 dmu usmMeHeHus,
ewe npedcmoum uzyuums. BoszmooicHo, cywecmeyem HeKOMOpPAs 83aUMOCEA3b MeHCoy
yemvlpoMsa Hakmopamu, a UMEHHO: USMEHEHUAMU/YIYUUEeHUAMY, NPOUZOUEeOUWUMU 8
mexHuKe uzpsl, npeOnoYMmMeHUAMU 8 8blO0OPe BOCNPOUZBOOUMBIX MAMEPUANOS, USMEHEHUAMU
6 CMUISAX UCNOJHEHUS U U3MEHEHUSIMU apXumexkmypvl uHcmpymenmos. CiedoeamenbHo,
GIUsSIHUE U3MEHEeHUll 6 obujecmee, KOmMopvle HENOCPeOCMBEHHO OMPA3UIUCh HA
NOKposUmenbcmee U 00ujemM OMHOULeHUU H00etl K MoMy Udy UCKYCCMEd, 803MOICHO,
Cblepanu 8adiCHYIO poJib 8 USMEHEHUX 8 My3bike. Kak My3bIkanmul no4y8cmeo8anu Jdceianue
pacuupums 001ACMb C80€20 NPOHUKHOBEHUSL 8 MUPOBYIO KYIbMYPY U KAKOBO OblLIO GIUsHUE
2100anu3ayUU Ha SMO UCKYCCMEO U PEMECIO, euje NPEeOCMOUm Usyyums.

Knwueevte cnosa: Xuxapu, Uxaymu, Tyméa, Ilnexmp, Konvuuku, Pe3voa,
3axanennvini, bapaban, Tux, Tyue, [epeso, Xan, Cen, Kanosu, lllapma, Paba6, Capoo.

Introduction. In this age of globalisation such an international journal
is an welcome step for the cultural world. There is no denying the fact that
India has a very rich cultural heritage since time immemorial. But for quite a
long time India’s contribution to art and culture has not been focused
worldwide. It is true that during the ancient and mediaeval period some
eminent foreign travellers visited India. They toured widely in our country,
jotted down their observations on Indian social and cultural aspects and
carried our culture to their respective countries. But their efforts were very
much limited and confined to a small area. Hope such a journal would be of
great help to carry Indian craft of Instrument making to large parts of the
world. My article would be a sincere attempt to make a study on Instrument
Maker who hitherto has not been given adequate importance which they
deserve.

Specific Issues. Our main focus will be on the instrument Sarod which
is now well accepted as a prominent musical instrument. The instrument has
its linkage with Afghanistan. Sarod has undergone considerable changes in
terms of its playing techniques, use of music materials in presentation and in
its architecture. This study will include the nuances of making of the Sarod
of different styles. It will also give an idea of the socioeconomic condition of
Instrument Maker and the effect of modernization in their craft as well as life.

I have tried to make an analytical study of Instrument makers who
dedicated themselves to their art forms in accordance with the needs of the
maestros and disciples of different gharanas have sincerely endeavoured to
survey the expertise of the Instrument makers in different parts of India. 1
have done a survey of the owners and sellers of different musical shops of
different cities. I met almost all the experienced makers of today and
descendants of legendary makers in the different cities and suburban areas of
India. I covered someone artists’ experiences with the makers from all the
four Gharanas. I am grateful to the makers, sellers, the maestros and their
descendants who have helped me a lot in this endeavour.

My study is more or less unbiased. I have attached some relevant
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photographs. This study of Instrument Makers is in accordance with the
thought of a self-reliant nation and the concept of the “Make in India” project.

Undoubtedly Sangeet Natak Akademi played vital role in shaping the career
of Instrument-maker who often live a very simple daily life along with their
craft. The idea of making Sarod started with Rabab which was an Afghan folk
instrument.

Origin and Structure of Sarod

The body of the Sarod is made of a single block of wood preferably
teak. But Tun and Mehgani are also used. The body of Sarod can be divided
into three parts.

1. The peg box — 6 peg or 8 peg

2. The fingerboard — (One and a half foot — 18inch)/19 inch

3. The resonator — (enclosed with the parched goat skin) — 9 inch —
11 inch.

The peg box is almost 1 ft. long and 7 inch in diameter. This part is
solid from inside. Tuning peg of the main playing strings are put on either
side. The finger-board is covered with a metal sheet. On the right side of the
finger board pegs of sympathetic strings are fixed in two rows. The finger-
board is hollow from the inside and narrower near the peg box, but gradually
becomes broader near the resonator.

The third portion of the Sarod is resonator. This is roundish in shape
and 9 inches in diameter. This portion is covered with a very thin parched
goat skin. Upon the middle portion of resonator a bridge made of bone about
3 inches long is fixed. The main playing strings rest upon the bridge in their
respective grooves, but the sympathetic strings pass through the holes drilled
in the bridge.

There are mainly two types of Sarod — the one with 6 pegs and the
other is with 8 pegs. Both are equally developed but have distinctive features
of their own. The type of Sarod which has 8 main strings and 2 Chikari strings,
has a small extra bridge near the upper nut and four drone string rest upon it.
These strings are tuned to the main notes of the raga which is to be played.
This type of Sarod also has an extra resonator fixed in the bottom of peg box.
It is longer than other type of Sarod.

Apart from these characteristics there is no other major difference in
the structure of the Sarod of these two varieties. However sometimes the
shape of drum of both varieties varies a lot and therefore the tonality is also
quite different. The Sarod, with 8 main strings and 2 Chikari strings are played
by Ustad Ali Akbar Khan, son of Baba Allauddin Khan and his disciples.

In all the other gharanas, the Sarod with six pegs is played. The drum
of this type of Sarod is comparatively small and oval shaped. Ut. Amjad ali
Khan’s Sarod is of this type. It has 6 main strings and 2 Chikari'®® with a

186 There are two strings in Chikari of Sarod. It is generally tuned in the upper octave of the first note
or Sa. Sa is known as Sharaj . The tone Sa in Western music is called as Tonic of a piece or scale.

129



shorter body ad 11 sympathetic (7araf) strings. He uses the nails of his two
fingers.

Nowadays the Sarod of Senia-Shahjahanpur differs slightly. Their
drum is almost roundish and they use a wooden resonator and along with six
main string and 2 Chikari. Sympathetic string varies from 11 to 15.

The Sarod is played with the help of a plectrum held in the right hand
by means of two fingers and thumb. This plectrum is called “Jawa” which is
made of coconut shell. Formerly a plectrum made of wire was used, which
was not good enough. After many experiments with various materials such as
horn, stone etc., it was found that the coconut shell is best.

Gopal Charan Sharma and Durga Charan Sharma

Gopal Charan Sharma, the finest maker of Sarod since pre-
independence period stayed in undivided Bengal. He used to visit the
maestros of the time and regularly went to Dhaka, Rajshahi, Gauripur,
Bhawal known to be important cultural centres. But later on he came to
Kolkata and settled there. He had a retail shop in Chitpur road and worked for
all Maestros of Sarod.

His brother Durga Charan Sharma also assisted him. His instruments
were almost flawless. After Gopal’s demise his business was carried on by
his brother Durga Charan Sharma. He made Sarod for eminent Sarod players
like Pt. Radhika Mohan Maitra, his disciple Pt. Nimai Chand Dhar and later
for Pt. Narendranath Dhar. Mr. Sharma’s son Mohan was a good artisan.
Unfortunately Gopal Charan Sharma’s contribution to the art faded out to
oblivion with his death.

Sarod made by Durga Charan Sharna
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Hemen Sen's contribution as a Maker

The most prominent Instrument maker was Hemen Chandra Sen. He
was appreciated for his Sitars, Tanpura, Sursringar, Surbahar. In 2003 he
received the Hafiz Ali Khan award for his lifetime achievements from the
Indian Prime Minister Sri Atal Bihari Bajpayee.

With his good sense of music and his close association with leading
musicians, he established his own shop in 1946 in Calcutta. Baba Allauddin’s
brother Ayet Ali trained him how to make a Sarod. Within a short period of
time he mastered the art of making Sarod. He achieved a worldwide
reputation for the unique sustain and richness of sound. His Sarods are very
nicely designed.

Many Sarod makers are indebted to him. He trained many makers under
his guidance. Mr. Sen was sceptical about modern times. In an interview he
lamented that Sitar or Sarod making is no longer as it was before. In earlier
days’ people were passionate about Classical music as the standard of
musicians was much better. The disciples were trained for years before being
allowed by their Gurus to perform publicly. Unfortunately, those golden days
are now things of the past. The younger generations believe in a short cut
form and their only ambition is to perform in television competition.'®’

Mr. Sen’s excellence as a Maker was recognised in the music world
and his fame steadily rose to the peak. In recognition of his calibre he was
invited in 1982 in an International fair organized by Government of India in
London. There he represented Indian cultural heritage of musical instruments
and the crafts of making and shared his sound knowledge with knowledgeable
persons. He also visited some parts of USA and conducted workshops on the
making of Sarod and Sitar at the Ali Akbar College of Music in California in
the same year of “Bharat Utsav” in 1986.

Some of his instruments were exported to other countries. Mr. Sen’s
shop “Hemen & Co” is a favourite among musicians from various countries
including U.S., Spain, Germany, Switzerland and Egypt.'8?

After Sen’s death, Ut. Amjad Ali Khan told the “The Telegraph”

“His touch was like that of an Irani Hakim. Touching the Sarod, he
would know what needed to be done when it came for repairs. He gave a
different dimension to the tonal quality of a Sarod.”!®’

Hemen Sen’s two sons have worked with their father for decades and
now continuing their father’s tradition. His death was a great loss. The makers
of today lack the expertise of Mr. Sen.

187 https://www.india-instruments.com/hemen-sen-sarod-maker.html

188 https://www.vintagesitars.com/post/a-history-of-hemen-sen-

:~text=Legendary%20sarod%?20players%20like%20Amjad,the%20%22greatest%20sarod%20mak
er%22

189 https://www.telegraphindia.com/west-bengal/sarod-maker-with-sixth-sense/cid/562126
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Entrance of Hemen Sen’s shop near
Triangular Park, Kolkata

Hemen Sen

Hafiz Ali Khan Award by K R. Narayvanan Photos of Hemmen Sen

Allauddin Khan's Photograph Experienced artisans of Ratan Sen
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Ratan Kumar Sen

According to eldest son Ratan Sen, the yearly sale of Sarod is 25 to 30
pieces in average. They supply their instruments to different parts of India.
The standard concert quality of Teak wood charges are too high. It varies
from 80k to 1.5 Lacs.

Every minute details of
measurement make a lot of difference
in making. (Even half of an inch may
matter a lot.) They give their best
materials, best workmanship in
making every instrument. They take a
special care in making renowned
Personality’s instrument. Generally,
they make a Sarod with standard
seasoned wood under the following
specifications:

1. Diameter of the drum — 10.5
— 11 inch

2. Length of metal board — 19
inch (6 pegs)

3. Length of metal board — 18
inch (8 pegs)

4. Peg box length (15 — 17)
inches for 8 pegs (12 — 14) inches for
6 pegs

He also sell fibre glass box for Sarod and Sitar.

Tapan Kumar Sen

The younger son Tapan Kumar Sen is carrying the heritage. Both of
them are dedicated artisans. Both learnt the finer aspect of Instrument making
from their father.

In the opinion of Tapan Sen some sense of music is essential to make

a good & perfect instrument. He thinks maintenance is also a very important
part of Sarod or any other instrument. He believes in making quality products.
He thinks in final stage special care is needed for finer adjustments.

According to Tapan Sen at the time of changing the skin of the drum
temper is extremely important. The seasoning, odour and proper chiselling of
the wood are needed for perfect sound.

133



The expert hand, perfect
measurement can make a standard
instrument. He informed me that
Kanailal and his son Murari were
great makers. Both Hemen Sen and
Kanailal exchanged their knowledge
about different string instruments.
Hiren Roy was a great Sitar maker.
They shared their knowledge with
each other.

The mistakes must be rectified
before finishing work. “Tumba” has
certain significance for balancing
the Sarod and an effect on sound.
Seasoning, odour, fibre and
chiselling of wood is of utmost
importance. The measurement of
plate and drum should be proper.

Sarod before Chhauni with plate

Tapan Kumar Sen working with a Sarod with Mahadev Pramanik

View of the Tapan Kumar Sen’s shop
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Describing the importance of
proper chiselling

Reputed Maker Dulal Chandra Kanji

Dulal Chandra Kanji, a carpenter, was from a rural background. He
joined in a Naskar’s Musical Instrument making Company known in 1958.
As he did not get adequate knowledge of instrument making he joined
Legendary Sarod maker Hemen Sen’s workshop in 1961. Under Mr. Sen’s
guidance, he learnt all the minute details of instrument making. He came into
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contact with some maestros of Hindustani Instrumental Music. After some
time he used to visit eminent instrumentalists for proper maintenance of their
instruments since 1980s. After gathering adequate experience and minute
details of instruments specially the Sarod he started to make his own
instruments..

s 1“ I} )

Dulal Chandra Kanji with Sukanya Sarker

PHOTOGRAPH'S OF DULAL CHANDRAKANII'S INTERVIEW

He slowly learnt to differentiate the texture of sound and tonal quality
under the guidance of some noted musicians. Mr. Kanji started his own
“Oriental Musikraft”. The quality of his instruments are satisfactory. A
common complaint is that the accuracy of tuning of the pegs is not perfect.
Whenever required he tries to solve the issue. He has a good business in Delh.
He also looks after the maintenance such as parchment or Chhauni of the
drum (belly of Sarod) and some other work. Mr. Kanji has done a lot of
innovative work with the advice of eminent instrumentalists. But as I have
already mentioned the problem of tuning the pegs still remains. A market
study reveals Kanji’s instruments are more or less good. But some customers
are not satisfied. Mr. Kanji informed about the scarcity of some product.

But the some eminent artists of Mumbai are more or less satisfied with
the work of Mr. Kanji. He puts extra effort in making instruments of noted
artists. His charges are more or less moderate and it varies from Rs 30k to
80k according to the quality of the wood. He worked for many institutions all
over India. In 2018, Sangeet Natak Akademi invited him to be a part of a 3
days conference.

Mr Kanji’s workshop is in a remote village in South 24 Parganas of
West Bengal . He has many other promising technicians for making of
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different instinstrument. He used to supply fiber-glass box for instruments.
He exports his instruments also.

Mr. Kanji has been appointed by the Deputy Curator of Sangeet Natak
Akademi to train some young persons who have keen interest in this craft. He
has allotted the different types of work to his trainees according to their
aptitude. Sometimes the Deputy Curator visits Mr. Kanji’s workshop to assess
the progress of trainees.
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Instrument maker Subhas Chandra Bhowmik

Subhas Bhowmick belongs to a family of expert carpentry and had
keen interest in the craft of Instrument making since his youth. His father
Kanailal worked in Legendary Sitar maker Hiren Roy workshop for some
time. After that he served Radha Krishna Sharma’s workshop for many years
and learnt the craft’s detail of instrument making. Kanailal established a
musical shop in Howrah more than 60 years ago. He started with repairing
work of Sarod. From 1984 Subhas joined his father's business.

He gathered a certain level of expertise after working with his father.
Later on he gained knowledge of making standard Tanpura. According
Subhas, they named it “Tanpuri” which is played as accompanying
instrument with Instrumental music. Subhas had worked for legendary
instrumentalists. He can make many types of instruments. But at present he
makes Sarod, Sitar and Santoor.

He used to dispatch a lot of Sarods for export. He has also a good
business with many shop owners of Mumbai, Delhi and other places. His
charges are moderate.

Lucknow and its rich Cultural Heritage

Lucknow has a rich cultural heritage since Mughal period. It is a real
pleasure to connect with the people who belong to Instrument makers’
fraternity in Lucknow. Most of the veteran artisans and makers are not alive
now. But their descendants are still doing  wonderful
traditional work. The makers of Lucknow are very keen to decorate the
“Saaz”' or in other words the beautification of the Instruments.

The most renowned shops are the following

1. Melody Mart

2. Shaukat Ali, Sitar Maker

3. Sunda Musical Company

4. National Harmonium House

Melody Mart and Shaukat Ali, Sitar Maker still now doing a fairly good
business. The first one is one of the most renowned Musical retail shops of
Lucknow. It was founded by Mohammad Hussain, a great artisan of Northern
India. It manufactures many Indian acoustic instruments like Sarod, Sitar,
Esraj, Sarangi etc. His instruments were beautifully decorated. After his
demise in 2002, his son Md Sultan became the owner. He has many wonderful
artisans like Akhlaq, Baburam and others. With the help of these artisans Md
Sultan worked for Patiala Gharana and many maestros of Instrumental music.
During my interview, Md. Sultan was recollecting his memories of golden
periods.

He makes Sarods and other instruments according to individual’s

190 The word Saaz is generally used to mean any Musical Instrument (www.quora.com).
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requirement and does the repair works. His elder son Md. Najeeb loves the
craft of Instrument making. He showed me some exquisite decoration on
Sarod and other instruments which resembles Pietra-Dura'®! art of Mughal
period.

They respect their technician Sukumar Chaturvedi. His father Md.
Hussain had also trained many persons as artisan like Nizam.

Sitar maker: Shaukat Ali

‘Shaukat Sitar Maker’ one of the most oldest shops of Latouche Road,
Lucknow was established in early 20" century. His father Barkat Ali, one the
most renowned instrument makers, was the founder of the shop.

He used to make and play Sitar. Barkat Ali's son Shaukat Ali was also
a very talented instrument maker and worked in this profession for more than
40 years. Shaukat Ali had two sons — Akbar Ali and Ashiq Ali. Now they are
in same profession. Akbar Ali is a very sincere maker and he showed me his
workshop where I found lots of Sitar and Instruments boxes of fibre glass.

He told me that this industry is in the process of steady decline as the
people's mind set has been changed. I was very much encouraged to find that
even in this situation the sincerity, love and respect for their art remain intact.

But their main concentration is on Sitar making. It won’t be an
exaggeration to say that once a seat of Classical Music with special reference
to string instrument is more or less dismal. Many of the Instrumental music
shops are there. But as there is no demand for Indian instruments they have
been forced to sell mainly Guitar, Synthesizer, Key-board and some other
Western Instruments for present generation. The Aminabad area of
Hazratganj appears to be the main centre of Hindustani Musical Instruments.
Still I found a ray of hope as some descendants of renowned makers of
yesteryears are making an effort to keep it alive. We must always keep in
view that there is a universal truth, anything classical has a lean period.

National Museum of New Delhi

I got a glimpse of Sarods of 19™ and 20" century from different parts
of India in the National Museum in New Delhi. It is a wonderful place to learn
the history of Indian Cultural Heritage.

This museum provides special facilities to musicians and students of
musicology. The well known Sarod maestro Smt. Sharan Rani Backliwal has
donated a large number of musical instruments.

191 Pietra dura, (Italian: “hard stone”), in mosaic, any of several kinds of hard stone used in

commesso mosaic work, an art that flourished in Florence particularly in the late 16™ and 17%
centuries and involved the fashioning of highly illusionistic pictures out of cut-to-shape pieces of
coloured stone.
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VIEWOF DIFFERENT INSTRUMENTS IN NATIONALMUSEUM
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Sangeet Natak Akademi

This Museum of this Akademy was inaugurated by the world-wide
acclaimed violinist Yehudi Menuhin in 1964.The Academy organized a
memorable exhibition which included a vast number of instruments as many
as four hundred from different parts of the world in 1968.The musical
instruments of the Akademy can be classified under the following term since
ancient times

1. Tata Vadya (Chordophones)

2. Sushira Vadya (Aerophones)

3. Ghara Vadya (Idiophones)

4. Avanaddha Vadya (Membranephones)

P
Instruments of Sangeet Natak Akademy Archive

AMaihar stvle Sarod kept in Sangeet Natak Akademy”"s Archive

Sarod kept in Sangeet Natak Akademy Museum maker Sri Gopal Charan Sharma
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The Government of India with collaboration of Sangeet Natak Akademi
appointed few experienced Instrument makers to train some artisans and
learners in a systematic way. Recently there was a cultural exhibition, in
Kolkata.

From 12" December to 16" December, 2018 a cultural exhibition “O
Bharat Mela” was organised at a place in Kolkata.

A maker of Rabab from Kashmir has come to Kolkata from 12
December to 16" December, 2018 in O Bharat Mela to exhibit different stages
of making Rabab.

A review committee was formed which was consisted of several
experienced artisans from different parts of India like Kashim Sahab of Tabla
making, Dulal Chandra Kanji of Sarod making, Mangala Prasad Sharma of
Sitar making and Deputy curator of Sangeet Natak Akademi.

Making process of Rabab from initial to final stage (Chiseling & other wooden work) Making process of Sarod & finally finished Sarod

Causes behind becoming “Heritage Craft”

Classical Music throughout the ages is limited to a selected number of
people. Its appreciation may be limited to a few but it remains in the society
permanently. Classical Music is not expected to be appreciated by the mass
as it needs patience and a temperament to understand the finer aspects of this
art and craft. (and its technical understanding).

So far as instrumental music is concerned the persons associated with
the making of different instrumental music especially Sarod, unanimously
complained that the demand of this particular instrument is constantly
declining, the reasons behind this decline are many. Many veteran instrument
makers told that the demand of Sarod was fairly good from the 50s of the 20th
century to the first decade of 21st century. The process of this decline
according to many other makers actually started from 90s of the last century.
The reasons behind this gradual decline are many. First all the price of a Sarod
made of exceptionally high standard wood (Teak) for standard wood (Tun) is
very high and because of this it is beyond the reach of many beginners, as
their parents cannot afford to bear this high price. As a result even some
enthusiastic beginners are deprived. Only a very talented few come forward
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to learn this instrument. Naturally, the makers do not get orders for this
instrument in large number. When the makers come to realize that their
present profession is not sufficient for their livelihood, they often switched
over to other profession. I have come across one standard makers (Melody
Mart) in Lucknow, U.P. who out of frustration converted a portion of their
famous shop “Melody Mart” into medical (surgical goods) shop. On the other
hand, some very renowned makers are continuing their as they did earlier.

As the makers who have a lot of passion for this craft never think of
switching over to any other profession in spite of the fact their sale also
decreased to some degree. I have met quite a few maker and shop-owners
who are continuing this profession to keep the craft alive.

There are varied causes for the decline of this craft.

¢ No platform for Instrumental Music concerts.

e Varied activities of children learners.

¢ Time constraints.

e Lack of passion and love for this art.

¢ Lack of motivational support (viewpoint of seller).

¢ From maestro’s point of view, “inability of judge self capacity or

e talent in music and lack of love”.

e Very few used to do proper Riyaaz.

But in modern times the young generation is not very much interested
in traditional Indian Classical music instrument making as its demand is
steadily declining.

Decline in the Craft
100%
S0%
80%
70%

60%
S0%
40%
0%
20%
10%
0% b

1580 - 1990 1990 - 1995 2000 - 2010 2010 - 2019

Time 1980 - 1990 1990 - 1995 2000 - 2010 2010 - 2019

Decline in the Crafft 20% T0% 6O0% 40%:
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Annotation

The art of weaving has been one of the oldest occupations in the +world over and is
deeply associated with the culture of production in terms of both material and non-material
dimensions. This traditional craft combines both the utilitarian and aesthetics aspects rather
intrinsically often providing a vantage point in the study of modernization of tradition. In this
article an effort has been made to locate the intersection of culture and business in a rurban
setting thus exploring the ambit of business anthropology in Indian context. The study
highlights the tradition of craft, the life-world and worldviews of weavers, their trade, toil
and transforming lifestyles. It also highlights their impoverishment, exploitation and the wind
of change brought through by globalization that is slowly and surely changing the dynamics
of market and man-management skill even in the hinterlands.

Key words: weavers, master weavers, culture, globalization, and market.

Tanan Moxanmu’
Hayuonanvnoui opuouuecxuti uHcmumym]
(bxonan, Hnous)

PEMECJIO, KYJbTYPA U MPEJINNPUHUMATEJILCTBO:
TKALKHWE TPAJIMLNY B YAHJIEPH

AHHOTANUA

Hckycemeo mrauwecmea 6Obiio 00HUM U3 OPESHEUUWUX 3AHAMUL 80 8CeM Mupe U
2IYOOKO  C6A3AHO €  KYAbMYPOU NPOU3BOOCMEA KAK 6 MAMePUdibHOM, MAaK U 6
HeMAmepuaibHOM USMepeHusix. Omo mpaouyuoHHOe pPemecio O00B0AbHO OP2AHUYHO
couemaem 6 cebe KAK ymuiumapHole, max u 3CMemuieckue acheKmol, 4acmo 06ecneuuedst
6bI200HYI0 NO3UYUIO NPU UYHeHUU MOOepHU3ayuu mpaouyull. B npedrazaemoti cmamove
COBEPUIEHA NONBIMKA ONpedeums JIOKYC nepecedenus: Kyabmypol U OUsHeca 8 CelbCKou
MeCmHOCmU, U MAKUM 00pazom ucciedosams cepy oduznec-aHmponoiocuu 8 UHOUNCKOM
Konmexcme. B pabome oceewaiomes npogeccuonanvivie mpaouyul, JHCU3HEHHuIL YKIA0 U
MUPOBO33peHIe mKayell, UX Mop2oGis, MmANCeblll mpyo U MeHAIOWUUCS 00pas HCU3HU.
Ilocneonuii ¢paxm makdce noovepxusaem ux OOHUWAHUE, IKCHIYAMAYUIO U NepeMeHbl,
8bI36aHHbBLE 2100ANU3aAYUET, KOMOPAsL MEOEHHO U 86EPHO MeHsIlem OUHAMUKY DbIHKA U HABIKU
YIPAGIeHUst TH0O0bMU 0adice 8 OMOAICHHbIX PAUOHAX.

Knrouesvie cnosa: mrxauu, macmepa-mkauu, Kyivmypd, 2100aiu3ayus, PbIHOK.
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KOJIOHEP, MOJAEHUET KOHE KOCIIIKEPJIIK: YAHAEPUJIE TOKY
JOCTYPJIEPI

AHHOTALMA

Toky enepi Oyxin anemoeci ey Koue Kacinmepoiy OIpi 60bIN MAHLLIAOLL JHCIHE Oe
OHOIpic MadeHuemimen mulebl3 baiianvicmol. byn daocmypai Koronep ymunumapavly scone
ICMEMUKANbIK,  ACNeKMinepOi Op2anukaivl mypoe Oipikmipedi, KebiHece Oacmypoi
MOOepHU3AYUANAYObl 3epmmeyoe MuiMoi NOZUYUAHbBL YCbIHAObL. YCbIHbLIZAH MAKANAOA YHOL
KOHmeKcminoe2i OU3HeC-aHmponoIo2ust Calacbli 3epmmeti OMbIPbIN, AybLIObIK Jicepiepoe
MaOeHuem neH OUBHeCmiH KUbLIbICY OPHbIH AHLIKMAYEd peKem ocacanovl. 3epmmey
HCYMBICHIHOA TMOKYUBIAAPObIY KaCiOU 0acmypaepi, omip caimsl MeH MYPpMbiC-mipuliniei,
OYHUEMAaHbIMbL  JiCaHe Oe  O0aapobly  Cay0a-cammovidbl, Ayblp JICYMbICbL  MOAbIKMAL
kapacmuipoiizan.  Conoaii-ak, — onapowly — Kedeunicin,  IKCHIYAMAYUICHIH — JICOHE
orcahanoanydan myvinoazau ezeepicmepdi baca kepcemeoi.

Tyiiinodi cezoep: moxywwliap, uiebep moKyuvLiap, Maoenuem, dcahanoany, Hapoix.

Introduction. India once boasted a glorious tradition of trade and
commerce and was major power in the trading and transportation of spices,
finest brand of muslins, jewelleries, ivory and a host of exotic products. In the
passage of time the hallowed tradition has turned into a hollow. Yet one can
see the effort to recount this glorious era in certain pockets of the country,
symbolically expressed in terms of festivals, folksongs and sports. Though
the laurels of lighthouse and the lyrics of luxury had been lost in the
cacophony of colonialism, the remnants can still be found in the ruins and
ravages of looms, desolated havelis, and defunct workshops. However, a
dedicated pursuance of the matter may still take one to find the last vestige of
these living traditions in villages, communities as well as in few centers of
localized excellence. One of vestige of this glorious tradition is weaving, the
magic of crafting embroidery and the perfection of expressing life and
imagination in the texture of cotton, silk and muslin.

Marx forcefully argued that the distinction between human and other
species lies in productive capacities, which he had promptly associated with
labour. But the fact remains that the basic requirements of man though usually
derived from nature get refined in human hands. This anthropogenic
alteration is defined as culture. This impressive definition of culture pays rich
tribute to human endeavour, imagination and expression. If culture is the
handiwork of man, then arts and artifacts are cultural emblems and artisans
are its reigning deity. One such art is the art of weaving, the ultimate
expression of designing and decorating the textile, which has come to be
known as ‘haute couture’ in recent literature on fashion designing.

The Tradition of Trade. India and weaving, the association goes long
back, perhaps to the days of evolution of homo-fabre. In fact, Indian legends
and myths are full of stories on art, artisans and their virtuosity. The most
universal and general dress of Indian women is their saree and most of designs
or to say the entirety of Indian couture is based on Saree. From Kashmir to
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Kanya Kumari and from Malegaon to Maniabandh the saree industry has a
universal presence. The Benarasi, Kanchipuram, Kota, Sambalpuri, Chanderi
are brand names of sarees available across the length and breadth of India.

Chanderi needs no introduction to the people of Madhya Pradesh or for
that matter to India. Chaderi is a famous for the silk sarees that its efficient
craftsmen produce. It is a small town located in the Guna district of Madhya
Pradesh and approximately thirty kilometers away from Lalitpur, the nearest
railway station and town of neighbouring Uttar Pradesh. It is also around
hundred kilometers away from Gwalior. Chanderi can be defined as place of
historical significance, one that had a glorious past, precarious present and an
uncertain future.

Chanderi is famous for its beautifully designed translucent silk sarees
and distinct from other brands of sarees on the basis of its texture, design, and
fineness. Weaving is the alpha and omega of life in Chanderi, from the
silhouetted structure of old stone buildings at the one end to the busy market
place at the other the spectre of looms writ large. The sound of looms
reverberates the homes, bazaars and the open meadows. In a sense people
breathe, live and entangled in the craft of weaving. It of course, does not mean
that Chanderi has no other occupation rather the bustling streets and
congested by-lanes reek of urbane divergence. Lawyers, government
officials, doctors, traders and host of people live and frequent this historical
habitation. But Chanderi is known only as the city of weavers.

The Craft and the Craftsmen. Chanderi has a population of a little
over 30 thousand and has around five thousand odd household. Interestingly
there are nearly 3, 500 functioning handlooms. The number of looms itself
suggests the dependence on the occupation. Almost 60 per cent people of
Chanderi depend on saree industry directly or indirectly
(www.aiacaonline.org/pdf), however, due to lack of patronage and fast
disintegration of the trade the dependency on craft industry has considerably
declined. To cap it all in the ravages of time Chanderi has lost most of its
features as a town except population and density. The huge and mesmerizing
gateways are tumbling down, once a signpost of prosperity and hub of
activities, the defaced and deserted Havelies are standing like sentries
dispossessed of arms and waiting to be hanged, the stone plated lanes and by
lanes once spread across the city like a nervous system now reeks of
decadence, dirt and filth.

There are two sets of weavers one can identify from the multitude of
craftsmen and myriad traders. One is the class of weavers and the other is the
class of master weavers. It is not exactly a Marxian mutually exclusive and
hostile category though some element of exploitation and appropriation of
surplus value is too perceptible to ignore. Master weavers are independent
traders and weavers who own the looms (usually more than one) rather
substantial number of looms, the number can go as high as 170. They also
have their own mechanism to sell their products largely in terms of shops and
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emporia besides having other merchandising skills. Maheswaris and Jains
have dominated this trade though one can find a few Muslims and lower
castes in the business. It is important to note that in our analysis we have used
the term master weaver not as the complete craftsman or the expert in the craft
of weaving rather the owner of the looms who may or may not take part in
active weaving. Weavers are generally belonging to the lower class and lower
caste and as happens irrespective of time and space and have led a highly
impoverished life. Interviews with weavers revealed the depth of poverty and
deprivation as well as hopelessness that has insidiously crept into their mind.
Igbal Ansari, a forty-four-year-old craftsman bemoans the lack of patronage
and the failure of government in promoting this craft. So was the case with
Tulsi Ram, a known exponent of the craft, which was recognized by
government of India while honouring his skills. The case of Muzzafer Alam
popularly known as Kalle painter explains the plight of weavers rather neatly.
He is one of the few residents of Chanderi who has chosen multiple trades to
support his family and has been in the forefront of a mission for putting
Chanderi in proper perspective. He is a weaver first, then a tourist guide, an
owner of a call center, and least of all a local painter in a sense a man for all
works and in all seasons. He has little hesitation in describing the lines of
despondency that has etched the face of many faceless men in the sleepy
suburb. Though there is no caste and class barrier as far as joining in the craft
is concerned but two sections of people have dominated the trade, they are
Kolis (low caste Hindu) and Momins and Ansaris (lowly ranked Muslims).
Ninety percent of the total weavers belong to these communities only.

Studies on India’s exports in the T&C sector, published prior to 2005,
mainly investigated the impact of MFA phase-out on the export performance
of India’s T&C. The competition in the global T&C market was expected to
intensify after the MFA phase-out, significantly impacting India’s exports
(Hashim 2005). Research showed that in a competitive market, deregulation
and labour reforms were required to improve export performance (Kathuria
and Bhardwaj, 1998). Research findings also showed that developing
countries with lower labour costs, such as India and China, benefitted from
the MFA phase-out (Nordas, 2004). Various studies analysed the probable
post MFA implications on Indian textile exports. But there is no consensus
among the researchers regarding the effect of quota removal on Indian textile
exports. Few studies pointed at a higher potential gain for the developing
countries, especially India in the post MFA period (Mehta, 1997, Chadha et
al., 1999, Exim Bank, 2005 and Chaudhary, 2011). However some
researchers argued that even though India’s textile exports showed an
improved position in the post MFA period, there was a need to strengthen
the policy measures to meet the global challenges in the changed scenario
(Chaudhary, 2016).

Research studies have also focused on India’s strength in textile sector
in terms of abundant raw materials, low labour costs, and vertically
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integrated production facilities. As T&C is a labour-intensive industry,
labour cost is a crucial factor in competitiveness and productivity. India’s
labour cost is much lower compared to those of China and other countries,
which makes India’s T&C attractive (Anthony and Joseph, 2014).

Competitiveness of India’s textiles exports has also been analysed in
detail by the researchers. Most studies analysed export competitiveness using
revealed comparative advantage (RCA), which was developed by Balassa
(1965). These studies have concluded that India maintained competitiveness
in textile products from 1995 to 2003. However, Kannan (2018) found that
India’s comparative advantage in T&C deteriorated from 1995 to 2007.
Further, India was found to have a comparative advantage in most textile
products based on an RCA analysis from 2010 to 2014 (Kathuria 2013, 2018;
Dhiman and Sharma 2017; Kannan 2018). Analysis of export
competitiveness of Indian textile industry vis-a-vis twelve major players of
the world textile trade has found that India benefitted the most after China
after elimination of ATC, i.e., after January 1, 2005, in terms of percentage
share in world exports (Gupta and Khan, 2017).

Trade agreements have also affected apparel trade flows. Key
exporters and importers of apparels have seen increased trade in apparels
over the decade due to the signing of several bilateral and regional trade
agreements (Brenton and Hoppe, 2017). However, while China does not
have any FTA with the US and the EU, a number of global brands are
sourcing from China due to its capabilities to do bulk production at
competitive rates (Pfohl and Shen, 2008). Chinese firms in the export
business are much larger as compared to Indian firms and they enjoy large
economies of scale (Minian, Martinez and Ibanez, 2016).

Thus, the conclusion drawn by the researchers has varied with some
concluding that India’s textile exports are competitive while some studies
have derived contrarian results.

Another area of research has been the factors driving the
competitiveness of India’s textile exports and India’s position in the global
value chains. A number of studies have shown that there is low level of
investment in R&D and laggard adoption of advanced technology by Indian
firms vis-a-vis their global competitors (Varukolu, 2007). Firms in countries
such as China invest heavily in automation and R&D, leading to increased
productivity and improvement in quality. Further, the fragmented nature of
the apparel sector with a pre-dominance of small and mid-sized firms
adversely affects its competitiveness (Lopez-Acevedo and Robertson, 2016).
By contrast, in Turkey, apparel firms are represented at all levels of the
value-chain.

Thus research studies on India’s apparel exports have primarily
focused on analysis of comparative advantage and the impact of MFA phase
out. However, in recent times the stagnation in India’s apparel exports cannot
be attributed entirely to loss of competitive strength of the domestic textile
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sector. An important factor leading to this loss of competitive strength is the
differential tariff structure facing each of the major apparel exporters and
how that has emerged as a major contributory factor in determining their
relative positioning.

This aspect has been highlighted by researchers analysing the export
performance of India’s major competitor countries. Chen, et al., (2017)
analysed the effects of trade cost on the textile and apparel market using a
panel data of Asian countries. Using the gravity model with a trade cost
function, they found that applied tariffs and most favored nations’ tariffs
significantly reduced the trade between countries.

Bhattacharya and Rahman (2000) while analysing the export
performance of Bangladesh concluded that one important stimulator of the
growth of apparel exports in Bangladesh is the tariff and import quota-free
access in the European Union (EU) under the Generalised System of
Preference (GSP) scheme, which contributed to the expansion of apparel
export in the EU market provided that Bangladesh meets the rules of origin
(ROO) requirement. The GSP scheme allows EU importers to claim full
tariff drawback on their imports from Bangladesh. On average the tariff rate
of apparel products in the EU is 12.5 per cent, which becomes zero for
Bangladesh under the GSP. Such a preferential treatment has offered
comparatively greater market access for Bangladesh in the EU and has made
the EU the largest apparel export market of Bangladesh.

Similarly, Vietnam has also benefitted from preferential tariff
treatment in case of apparel exports. The Free Trade Agreements provide
wide market access to Vietnam proving to be a major growth driver for the
industry. Its bilateral and multilateral FTAs are a strength to industry’s
growth (Valarmathi, 2019). The Bilateral Trade Agreement (BTA) between
Vietnam and the U.S. gives benefits to Vietnam export products which get
tariff reduction from about 40 per cent to only 3 per cent. The impact of this
lower tariff is highly significant (Setyorini and Budiono, 2020).

Thus tariffs facing a country’s exports have emerged as a major
determining factor in the performance of a country’s textile exports. This
paper attempts to investigate this significant factor and the next section
provides the descriptive statistical analysis alongwith the econometric
evaluation of the same.

Past, Patronage and Peril: A Brief Historiography. The history of
modern Chanderi is the history of silk weaving though one can trace the
lineage of weaving tradition back to the medieval era. Rocky and
mountainous terrain, low rainfall and lack of irrigation have made this
virtually bereft of agriculture but this place is strategically located right at the
epic centre of trade, commerce and business. No wonder that Jains have a
sizeable population in this locality. It is in this context one can look at the
cultural heritage of weaving in Chanderi. Like most weaving centres of India
Chanderi too had its share of misfortune during British reign but somehow
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the indomitable spirit and saga of cultural sovereignty ensured the survival of
the art despite a hostile government. Independent India did not took the art to
the seventh firmament either but it was not hostile either rather the
governments of the day were supportive. However, the large chunk of help
came to the Royal families of Gwalior. Traditionally royal family had been
the chief patron of the trade but late Madhav Rao Sindia, the scion of Maratha
politics showed enthusiasm and interest in the trade and helped towards its
growth and development. The governments at the centre, state and public
sector enterprises were persuaded to facilitate the trade. Cooperatives were
formed and funds were made available for the promotion of this trade. The
business suddenly took wings and everything appeared bright and beautiful.
But the tryst of Chanderi with summer days came to an abrupt end and things
went drastically wrong. The royal patronage, government support,
cooperative effort slowly and surely dried up leaving its craft and craftsmen
in lurch. Mismanagement, inter cine conflict, corruption proved to be the
nemesis of these investments and enterprises. In a way the paradigm shift in
Indian economy has also been responsible for the declining state of affairs as
well as for the plight of this trade. The growth of MNCs, aggressive marketing
of brand names and high cost of labour made the life difficult for the common
weaver.

Conceptualizing Entrepreneurship. Most economists would agree
that any well-rounded analysis of economic development should include
some appraisal of the role of entrepreneurship. On the other hand, they have
differed in their concepts of the functions of entrepreneurship. It was Richard
Cantillon (1975) who perhaps, first of all drew attention to entrepreneur as a
technical term. Except for princes, landowners and salaried workers, he fled
that the entrepreneur applied to those whose essence of functioning was to
bear uncertainty.

Indeed, the word entrepreneur itself has an interesting history and it
appeared first in French according to Encyclopedia Britannica, long before
there was any general concept of an entrepreneurial expedition were referred
to as entrepreneurs. From this usage it was easy to move to applying the word
‘entrepreneur’ to other types of adventures. After 1700, ‘entrepreneur’ was a
word which was frequently applied by the French to government road, bridge,
harbor and fortification contractors. The same term was later applied to
architects. Bernard F. de Bolidor, says Hoselitz, defined it as buying labor
and material at uncertain prices and selling the resultant product at a
contracted price. In economic literature, consequently, there are many
different answers to the question: Who is the entrepreneur and what functions
is he supposed to perform?

In general economists have stressed three functions: (1) the beginning
of risk and uncertainty, (2) innovation, and (3) the organizational and
management of a business enterprise. Frank H. Knight is perhaps the best-
known proponent of the notion that entrepreneurs are a specialized group of
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people who bear risks and deal with uncertainty.!®? Schumpeter argued that
innovation is the primary function of entrepreneurship and that one is an
entrepreneur only when he carries out new combinations of factors of
production and distribution.!”> Some of the classical economist, however, had
broader concepts of entrepreneurship. To Adam Smith the entrepreneur was
a proprietary capitalist — a supplier of capital and at the same time a manager
who intervenes between the laborer and the consumer, while Alfred Marshall
assigned to the entrepreneur all three functions: risk-bearing, innovation, and
management. Writing in 1890 Marshall described the functions of
entrepreneurs in this way:

The task of directing production so that a given effort may be most
effective in supplying wants is so difficult under the complex conditions of
modern life, that it has to be broken up and given into hands of a specialized
body of employers, or to use a more general term, of businessmen; who
“adventure” or “undertake” its risks; who bring together the capital and labour
required for the work; who arrange or “engineer” its general plan, and who
superintend its minor details.!**

Marshall’s concept, because of its comprehensiveness, is probably the
most realistic in explaining the activities of present—day complex business
enterprises. Its principal weakness is the implicit assumption that the
entrepreneur is an individual person, for only in a very small firm can a single
individual perform all of Marshall’s entrepreneurial functions. In most
enterprises, a hierarchy of individuals is required to perform them. Thus, the
entrepreneur is in essence an organization which comprises all of the people
required to perform entrepreneurial functions. Entrepreneurship should be
treated as a resource which has both qualitative and quantitative attributes. It
should be possible to make empirical studies of such entrepreneurial
recourses as they are related to other factors of production. In this research an
effort has been made to follow these lines.

The functions of the modern entrepreneurial organization, whether it be
privately or publicly owned and operated, may be categorized as follows; (1)
the undertaking or managing of risk and the handling of economic
uncertainty; (2) planning and innovation; (3) coordination, administration,
and control; and (4) routine supervision in the very small enterprise, of course
these functions may all be performed by a single person-the proprietor. In
larger establishment, there may be a division of functions among a complex
hierarchy of individuals. Ownership may be separated from management, and
management itself may be subdivided into top, middle and lower level.
Obviously, the larger organizations require more managerial functionaries-

192 Frank H. Knight, Risk Uncertainty and Profit (Boston: Houghton Miffin Co., 1921)
193 Joseph A. Schumpeter, The Theory of Economic Development (Cambridge, Mass:
Harvard University Press, 1934)
19 Marshall, Principles of Economics, 1% edition (London: Macmillan and Co., 1890),
pp.334-335.
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and perhaps different types and combination of people-than the small or
medium-sized firms. Organizations can be quite simple or very complex
depending upon the nature of the business activity, the size of the firm, and
the technology employed (Okun et al. 1962).

Census of Handloom in India. The Textile policy of June, 1985,
enjoins on the Central Government to undertake a Census of Handloom
sector. Accordingly, a National Handloom Census was carried out under the
aegis of the Office of Development Commissioner for Handlooms, Ministry
of Textiles, Government of India. The need of the census was felt for
strengthening the data base of the handloom sector for better planning and
execution of handloom development programme. The data available so far
consisted of the estimates prepared by the sub-group on handlooms for the
Seventh Five Year Plan. Some information was also available from the
surveys carried out by different state governments at different points of time.
These data, however, lacked uniformity with regard to period, coverage and
concept. The present census, carried out under the supervision and technical
guidance of the National Council of Applied Economic Research (NCAER),
is a maiden attempt towards providing a sound data base for handloom sector
at All India level. It is useful to know about the importance of handloom
industry in Indian economy.

The general development design has been criticized for its lack of
human face and disrespect for nature, as is evident in the pauperization of
artisans and exclusion of poor from the paradigm. The developmental model
that is prevalent in Chanderi is not something new or unique to the place
rather it is part of that pan-Indian process. As a result, it shows the same facet
of development i.e., urbanization, mechanization of production, creation of
civil and social infrastructure and modernization of values. One of the
important indicators of urbanization and by extension development is the
decline of the percent of population from agriculture. In fact, development is
often defined as movement from traditional mode of production (read
agrarian) to an industrial mode of production. However, in the context of
manufacturing and presence of artisan class in rural India refers to the
coexistence of agriculture and artisanship as complementary class in contrast
to classical Marxism. A look into the occupation profile of respondents would
support the argument.

Table: 3.1 Occupation of the Household

Occupation of the household | Frequency Percent
Agriculture 2 1.2
Business 32 18.8
Service Sector 3 1.8
Private Employment 39 22.9
Self Employed 94 55.3
Total 170 100.0
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As the table reflect there is only one percent respondents (1.2) were
involved in agriculture which is only a supplementary to the main occupation
of the household. On the contrary more than 55 percent of population is self-
employed which clearly indicates the preoccupation of people of Chanderi in
handloom sector. This also attests to the fact that in terms of occupational
division of space Chanderi neither confirm to the definition of village or a
town. The higher percentage of people having their own source of income
also indicates lack of organized employment structure as well as entrance of
mechanized means of production. In this there has been no industrialization
in Chanderi and hence not much economic growth. However, development
has other indicators. For example, if access to modern gadgets like radio,
television and other electronic items (including mobile phone) is an indicator
of development then one can say it is in the way to development as a
significant number of Chanderi’s population use them. Similarly, current
generations of Chanderi have more access to and opportunity of education
than the previous one (see table-5).
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Table 3.7: Cross tabulation of “Type of work” and “caste”

Type of Work Caste
Higher | Middle | Lower | Others | Total
Weaver 18 21 49 51 139
10.6% 12.4% | 28.8% |30.0% | 81.8%
Master Weaver 5 0 0 6 11
2.9% .0% .0% 3.5% 6.5%
Trader 10 4 0 6 20
5.9% 24% |.0% 3.5% 11.8%
Total 33 25 49 63 170
19.4% 14.7% | 28.8% |37.1% | 100.0%

Caste
Higher

Middle
Lower
Others

EEEO

= [ m

Weaver Master Weaver Trader

Type of Work

There has been plenty of literature that depicts the relationship between
caste and development at the one end and education and development at the
other. It would be out of context to highlight those studies and research here.
Researchers of sociology of social stratification constantly remind us about
the importance of caste in Indian society despite decolonization and
democratization. This in turn reiterates the belief that economic benefits of
development have an uneven and fragmented reach and this table shows how
upper castes have dominated the silk trade in Chanderi as master weavers and
traders.Similarly education plays a significant role in ensuring access to
opportunities rather to borrow a word from Bourdieu social capital. The
transfroamtive value of education in providing equity, equity and excellence
in terms of entering, strengthening and flourishing in market economy cannot
be undermined. Education helps in developing skills and hence provides a
better occupation choice. The table (3.2) demonstrates that quite clearly.

Table 3.8: Cross tabulation of “Educational qualification” and
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“type of work”

Type of work
Educational Master
Qualification Weaver Weaver Trader Total
Illiterate 38 0 0 38
22.4% .0% .0% 22.4%
Literate 18 0 2 20
10.6% .0% 1.2% 11.8%
Under 54 8 4 66
Matriculation 31.8% 4.7% 2.4% 38.8%
HSC 18 0 3 21
10.6% .0% 1.8% 12.4%
Graduation 4 3 7 14
2.4% 1.8% 4.1% 8.2%
Professional 2 0 4 6
1.2% .0% 2.4% 3.5%
Any Other 5 0 0 5
2.9% .0% .0% 2.9%
Total 139 11 20 170
81.8% 6.5% 11.8% 100.0%

60 Caste

O Higher
Il Upper
[l Lower
[l Others

50—

40—

30—

20—

10—

= [ e

Weaver Master Weaver Trader

Type of Work

Inadequate dissemination of information and deterring effect of
numerous formalities and complex procedures tend to favour relatively larger
urban units within the small scale sector as these units are better connected to
the government machinery and expected to possess the required expertise to
deal with the complicated procedures. Virtual absence of inter-institutional
coordination and technical competence and industry knowledge of the staff

155



contribute faith toward the ineffectiveness of the stated promotional policy
measures.

Different aspects of modernity contribute differently to
entrepreneurship. Among the respondents in formal education (and the
westernization which it implies in the present instance) actually makes a
higher contribution to entrepreneurship as people with higher educational
attained have a preference for entrepreneurship in comparison to their less
educated counterparts. However, access to education in India is not always
related to abilities.

Caste continues to be an overpowering influence in the social, economic
and political life of the country in spite of constant admonitions by politicians
and intellectuals that narrow, parochial loyalties should be set aside. In case
of Chanderi, as demonstrated in the above diagram entrepreneurship is often
restricted to people belonging to higher caste. It would be wrong to say only
higher caste simply because there are a substantial number of Muslim
entrepreneurs. But then these Muslim entrepreneurs are of noble class rather
than lowly Momins and Ansaris. One of the realities of Chanderi as observed
by the researcher was that though a significant number of people are involved
in weaving but the trading and entrepreneurship is dominated by upper caste
and upper-class people. This comes as a contrast to the theorists of industrial
society such as Inkeles and Kerr, who have argued that the logic of
industrialism transcended cultural barriers, and that as societies industrialize,
they will move rapidly away from tradition.

Like caste religious also plays and important role in socio-economic life
of people in India. In fact, Weber’s whole thesis focused on role of religion
in determining economic pursuits in general and entrepreneurship in
particular but this does not stand in case of Chanderi as the following table
reveals. It shows almost equal percentage of Hindu and Muslim entrepreneurs
in Chanderi.

Table 3.9 Cross Tabulation of “Occupation of the Household” and
“Religion”

Occupation of the | Religion
Household Hindu Muslim | Any Other | Total
Agriculture 0 0 2 2
.0% 0% 1.2% 1.2%
Business 8 15 9 32
4.7% 8.8% 5.3% 18.8%
Service Sector 3 0 0 3
1.8% 0% 0% 1.8%
Private Employment 25 14 0 39
14.7% 8.2% .0% 22.9%
Self Employed 43 51 0 94
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25.3% 30.0% |.0% 55.3%
Total 79 80 11 170
46.5% 47.1% |6.5% 100.0%
60 Occupation of
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B Agriculture
40 — Il Business
O Service Sector
30 g Private
20— Employment
O Self Employed
10—

o

Hindu Muslim Any Other
Religion

Table 3.10: Cross Tabulation of “Occupation of the Household”
and “Gender”

Occupation of the
Household Male Female Total
Agriculture 2 0 2
1.2% .0% 1.2%
Business 32 0 32
18.8% .0% 18.8%
Service Sector 3 0 3
1.8% .0% 1.8%
Private 39 0 39
Employment 22.9% .0% 22.9%
Self Employed 91 3 94
53.5% 1.8% 55.3%
Total 167 3 170
98.2% 1.8% 100.0%
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Like caste, of late, gender has emerged as an important parameter of
defining discrimination and exclusion. The above table depicts the correlation
between gender and occupation. It unfailingly shows what is assumed that
only a miniscule minority i.e. (1.8 percent) women are self-employed and by
extension are entrepreneurs. This attests to the prevalence of gender
discrimination and poor access of women to the economically beneficial
career choices and occupational streams.

Some of the early commentators on the Indian labor scene have taken
conflict stands on this question. They have either asserted the dominance the
caste or argued the opposite both stands being unsubstantiated by empirical
evidence. More recently, Holmstrom has argued that in the industrial situation
caste identities tend to get submerged. Caste may differ in terms of their
customs and institutions and people may readily use caste links to get jobs
and move up. But moral thinking tends to become universalistic. It is not that
there are no inequalities based on caste status, but that people feel compelled
to justify this inequality instead of merely assuming it. Seth’s study of a
factory in Western India conveys a somewhat different picture. He shows that
the worker used the caste idioms to explain away others successes and
rationalize their own failure.

But he admits that he is unable to show how far the caste loyalty of
managers and workers really affect the functioning of the factory. E. A.
Ramaswamy, in his analyses shows that the recruitments of workers to the
industry and the workers choice of unions are unaffected by caste loyalties.
However, his analyses stop at the factory and the trade union, and does not
extend to the social life of workers. In so far as the cottage and village
industries are concerned the nation has a very high stake not just in their
moribund survival but in transforming them into a source of creative
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employment and decent income. Persons and communities currently
employed in them- the so-called backward classes, Scheduled Cases/Tribes
and women- are too numerous to be driven into the ranks of landless manual
laborers.

There is reason to believe that the cottage and village industries have
inherent potential to provide gainful employment and become a self-reliant
integral part of the country’s industrial structure. To achieve this status what
they need is a new policy frame, dedicated leadership and a package of
innovative approaches. This conviction is based on the experience of several
highly successful endeavors of individuals and voluntary groups. We shall
cite a few examples of successful experiments.

Potters in Bhadravati, a small township 60 km from Chandrapur in
Maharashtra, slogged, at time working 16 hours a day, but they earned barely
Rs 20 to 25 per week, with large families to feed. There was neither a school
nor a primary health centre. As a result of persistent efforts of Sarvodaya
worker, Krishnamurthy Mirmira, to revive the industry, the same potters now
exhibit every year at the Bajaj Arts Gallery in Bombay their decorative and
ceramic wares and utility articles like roofing tiles and glazed earthenware.
In 30 years the Kumbhar Cooperative Society has an annual turnover of Rs 8
lakh. The social transformation is equally remarkable. There is Balwadi and
the students get free textbooks from the profits of the Society. Moin Qazi
reports: ‘The Bhadravati project is a synthesis of tradition and modernity and
aims at refining the traditional craftsmanship of the local population for
making a valuable medium of permanent livelihood (The Times of India, 28
November 1986).

Better known than the potters of Bhadravati are the craftsman of
Tilonia, near Ajmer in Rajasthan. Set up some 20 years ago by Bunker Roy,
the Social Work Research Centre (SWRC) has been interacting with artisans
and working out with them ways of adapting their products to the taste of the
urban consumers. Shri K.P. Singh of SWRC says: ‘Five activities —
patchwork, leather craft, weaving, wooden chair and parrot mobiles which are
a popular export item-fetch us a turnover of Rs. 10,000 a day.’

In Pabal, a village 60 km from Pune in the drought-prone region of
Western Ghats, Dr S.S. Kalbag is training schoolchildren in the 9™ and 10
standards to perform tasks involving sophisticated technology such as ‘land
surveys’ using plane tables, dumpy levels and theodolites. Students are
trained to use vertical electric soundings for prospective ground water. All the
construction on the campus, residential, office, workshop, etc. has been done
by the trainees. They have also made sinks, wash basins, W.C. pans and water
tanks and fibrocement. They get jobs of repairing bicycles, tractors, trucks,
agricultural implements, poultry cages, feeders, etc. They have fabricated
racks, tables, chairs, stools, school desks, window frames and grills.

In agriculture, Kalbag is concentrating on drip irrigation for high value
crops (example, seedless grapes), pest management and social forestry. He is
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advocating a Rural Technology Course for the 8, 9™ and 10% standards in
technical school located in the rural areas. The entire effort is to build a
prototype institutional structures that will integrate the educational and
development activities (Kalbag, 1989).

The technical/development education centers will be the most
appropriate agencies for the transfer of new technologies and bringing
feedback for development proposals based on local perception and needs.
There is an assured demand for all these enterprises. Their capital requirement
is modest and the requisite skills are not difficult to impart. The children of
the artisans would surely prefer skilled self-employment to joining the ranks
of wage-seekers on public works.

Technological innovations can become more effective when they are
supported by a responsive extension and delivery system. Here again the
stereotype departmental agencies have disappointing performance record.
Hence, diversification of rural economy through decentralized
industrialization needs innovative approaches. In this connection, the Block
Adoption Programme initiated by the Industrial Development Bank of India
(IDBI) is worth noting. The IDBI, in cooperation with some other financial
agencies like IFCI and ICICI, has set up State Technical Consultancy
Organization (TCOs) with the purpose of providing professional consultancy
services to medium and small industries. They undertake on professional
tasks on behalf of the entrepreneurs viz. market survey, supply market
intelligence, preparation of feasibility studies and project profiles etc. The
IDBI decided to utilize the services of the TCOs were permitted to appoint
specialized professional teams to assist them as they function in diverse
economic and social environment. In 1989, the IDBI assigned the task of
evaluating this programme to the Centre for Studies in Decentralized
industries. The Center conducted a survey in twelve blocks and its Report has
been published under the title ‘Rural Industrialization: A Catalyst in Action’
(Acharya, 1990:22). The survey found that the block development
programme initiated by the IDBI has succeeded in a large measure in
augmenting the existing delivery system and blending it with professional
temper and dedicated approach. The small professional team at the block
level, acting as an effective intermediary, was able to bring together different
organization such as financial institutions, DRDAs, DICs, etc, for delivering
a well-integrated package of schemes and services for rural enterprises in
backward areas where no governmental or non-governmental agencies had
made effort.

Not that there were no shortcomings in their approach, organization or
working but these could be easily remedied (for details see Acharya, 1990:
72). It is heartening to find that “The stimulus to growth came from rural
youth and women in majority of blocks” (Acharya, 1990: 74). The Nehru
Yuvak Sanghs in Borigumma block in Koraput district of Orissa took the lead
role in the effort to impart new skills and diversify rural enterprises. As a
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consequence, not only in Borigumma but in few other blocks also, women,
both young and old, formed a sizeable proportion of the beneficiaries.

Our purpose in citing this example of an innovative approach is to
dispel to some extent the prevalent pessimism about the scope for the revival
of cottage industries. There is ample dormant talent, mainly amongst women,
even in distant tribal villages, but in our zeal for rapid industrialization
through modern large-scale industries, we have ignored indigenous
traditional enterprises. Large-scale industries have undoubtedly necessary,
but while encouraging their establishment, we should have attended with
equal zeal to the task of upgradation of skills and technology in the traditional
enterprises and their institutional infrastructure. There is, no doubt, a plethora
of income and employment-generation programmes. Substantial financial
allocations are made, supplemented by subsidies, rebates, and reservation for
these programmes. But as we have seen, these interventions have failed to
stem the decline of household industries. Indiscriminate, if not excessive,
protection has perhaps done more harm than good to the traditional sector.
What is needed now is more dedication and some innovative ideas.

The innovative approaches we are talking about comprise many
components of an integrated package. Adopted in isolation, each component
can make some contribution to the effectiveness of the preferred patterns of
employment generation, but it’s worth will be considerably enhanced when
linked to other components. For example, training under TRYSEM (training
of rural youth for self-employment) will be of no use if the jobs for which the
persons are trained produce goods or services for which there is inadequate
demand.

The components of the new approach include market survey, product
diversification, technological up gradation, extension geared to elicit
workers’ participation in decision-making, training in skill-formation, in
design orientation, entrepreneurship and management, cost reduction through
elimination of exploitative intermediaries and their substitution by
institutional agencies for credit, marketing and input supply and
establishment of community service centers. The existing agencies like Khadi
and village Industries Commission, Centre for Development of Rural
Technology, Council for Advancement of People’s Action and Rural
Technology (CAPART), District Industrial Centers (DICS) should be
persuaded to adopt such a comprehensive approach, constitute coordination
and consultative committees and mutually support each other’s work.

In case of Chanderi there was also widespread distress and
disappointment but all that changed for better due to the intervention of
various international, national and civil social intervention. In 2003 things
changed with UNIDO’s facilitation, when SHGs (Self-Help Groups) of the
weavers were organized and Bunkar Vikas Sanstha (BVS) was established.
The mission was to enhance the capacities of the weavers and streamline
production and marketing. Today BVS has an executive committee
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comprising 13 members from the traditional weaving communities, out of
which three are women. With enhanced skills, expanded credit options
through their own micro credit programme called Apna Kosh, extended
market linkages and new product lines, the members of BVS enjoy regular
work and better incomes. In their own words, “More than anything else, it is
our independence we cherish (an unnamed respondent)”.

Hope Amidst Despair: Some Reflections. Globalization has been
often derided as reigning deity of capitalism and has only benefited the rich
and privileged but in actuality it is not so. Like many other theories and
concepts globalization too has seeds of benefits. Globalization can be defined
as a synthesis of integration and differentiation. The roadmap to globalization
is essentially culture. The reason of American domination is not just about
economics but also about culture. Hollywood is as important as the harbinger
of globalization as that of Wall Street, but we seldom realize the progress of
culture through our myopic understanding of situation. In the era of rapid
transformation places like Chanderi are not deadwoods rather they offer
plentitude of opportunity and numerous avenues. The potential of Chanderi
in redefining couture is immense and the people have shown unequivocally
their desire to embrace change. They have shifted form mere saree weaving
to weave dress materials, have changed the designs according to the demands
of market and have used cottons to bring down the cost so that they poor can
afford. The global acceptability of Chanderi sarees and their marketability is
beyond doubt as in 1995 in the International Festival in Paris Chanderi sarees
came first in terms of design and quality. The foray of local traders and
cooperatives selling Chanderi sarees in various fairs organized by
governmental and non-governmental organizations have also drawn
favourable response as confided by the Secretary of a local cooperative. In
my interaction with the leading masters weavers of Chanderi like Mr. K. L.
Bharati, Mr. Jaju, Mr. A. C. Jain and Allahabadi brothers revealed that though
state of the trade has not sunk to its lowest ebb yet masters weavers
particularly those are in fringe are reluctant to pursue the trade as the profit
margin is slowly and surely sinking. Further, in the absence of strategic
advertisement and aggressive marketing the growth of the trade has stunted
over the years. But they all agree with one view that the fate of craft has
wriggled with uncertainty and without outside it is difficult bring it back on
rail though it has tremendous potential and I do concur with them. I am sure
that if the benefits of globalization can be tapped and its machinery can be
used effectively in linking the local to the global and channelizing global
resources to buttress the local cause then we can change the face of
impoverished rural India. The tremendous capacity of global market and its
mandarins of management can certainly help us in transforming the
countryside and community by eradicating poverty, increasing employment
potentials and endearing education but only with a little bit of support and
human ingenuity. The Community and culture do not require the sympathy
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of suave, urbane and articulate donors, it will be too much for their pride but
they need their empathy and support to revive their promise and transform it
into performance. Chanderi can be beautiful example for us from another
point of view i.e. it composite culture and here I do not mean the craft or
commerce but bond of conscience and community sentiment. It a place where
one can find an amalgamation of Hindu, Jain, and Islamic culture, each one
resplendent in it own glory and lofty tenets, a cultural mosaic. It is where one
can get up early morning with the mystical yet magical incantation of ‘Azan’
(morning prayer of Muslims) as well as mellifluous ‘Supravatam’
majestically rendered by M. S. Subhalakshmi. Despite the threat of
communalism haunting virtually every nook and corner of India, Chanderi
has remained as calm as an autumn sky. It has maintained its tradition of
communal amity, fellow felling and love for religious diversity.

The current research was an endeavor to study the linkage between
culture, development and entrepreneurship. In order to examine the link
through empirical verification a fieldwork was conducted in a small town
named Chanderi. In course of the study many other significant aspects of
social reality and variable were confronted and at times were analyzed
depending upon their relevance and importance to the study. Some of the
issues studied and analyzed were the social composition of small towns, the
question of rural industrialization, the perspective of globalization and the
emergence of [PR regime and its impact on silk trade of Chanderi, the cultural
context of the silk trade and relations of production built around it.

In a broader sense the story of Chanderi is the story of modern India,
the story of globalization and discourse of tradition and modernity. Viewed
from the Marxist perspective it affirms to the theory of dialectical materialism
sans a bloodied revolution and economic interpretation of history. The control
of means of production by a particular class (master weavers) to a large extent
and the social relationship built around it confirms the economic determinism
of Marxist theory. However, the level of exploitation, deprivation and class
antagonism depicted in Marxism is far from the reality in Chanderi. There is
an existence of class and a degree of class exploitation but certainly no class
conflict to the extent prophesized by Marx. But a perspective of dialectical
materialism does add an important dimension to the analysis.

The study of sociology of social stratification and social change has
immensely contributed to the understanding of social structure and dynamics
of Indian society especially the context of social relationship and the impact
of new technology and the subsequent change in attitude and aptitude. It is
true that technological modernization has ushered a new set of values among
the people who were essentially governed by customs and traditions. It is was
not just modernization but a set of indigenous and exogenous factors of
change viz. democratization of society, industrialization, westernization,
urbanization to name a few which modulated the course of Indian society
during the early 1950s-80s. These processes affected the social structure and
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function in most of Indian society simultaneously and often sequentially. The
impact of modernization was felt on choices of people, their language, values,
education and economic aspirations. It is in this context, the study of Chanderi
remain valuable simple because the craft of clothing in Chanderi and lifestyle
and worldview woven around it saw a significant transformation. The decline
of traditional elite and connoisseurs of fine silk (the traditional patrons of the
cloth) in the event of India’s independence and subsequent support of
government through cooperative besides the declining preference for
traditional cloth in the event of modernity affected the very mode of
production and the relations of production built around it. This perspective
provides an insight into the transformation of Indian society based on a micro-
structural analysis albeit with an emphasis on entrepreneurship.
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THEATRE ARTS AND ITS IMPORTANCE IN EDUCATION

Annotation

The article “Theatre Arts and its Importance in Education” depicts the problem of
Theatre Arts, one of the popular form of performing arts. This art form is rarely used from
the preliminary stage of education to the senior secondary stage of education in our country.
This article highlights the importance, challenge and seeks to improve the growth benefits of
the younger generation. The children of the new generation are unaware of the culture,
tradition, moral ethics etc. Theatre Arts helps them to present and apply these practically
and creatively. In this article the researcher tries to study the benefits and impact of theatre
arts in education, bearing in mind its long-term goals for the children. Theatre has been a
means of entertainment and also a resource of cultural and social lifestyles of various
regions, religions and societies. It is not only a means of entertainment but a very powerful
tool to spread social messages across the length and breadth of the country. Indian
Government has used it successfully for programmes. Such programmes go a long way in
spreading awareness about polio eradication, save soil, afforestation, girl child education,
various vaccinations, AIDS, COVID, Save Water, prevention of child marriage, dowry deaths
etc.

Key words: theatre arts, performing arts, culture, rituals, folk, dramatic arts,
natyashastra.

Txaxyp Cymum Kymap'
Hlpu IMpaxawa Cunepaus Mexme6i’
(Ileooanypam, Ynoicman)

TEATP OHEPI ) KOHE OHBIH BIUIIM BEPYJIEI'I MAHBI3bI

AHHOTanuA

“Teamp onepi sicane oHwviy OiniM Depydeci Manbisbl” MAKANACLIHOA OPLIHOAYUIBLILIK,
OHepOiy MmaHbLIMAl mypaepiniy Oipi-meamp oHepi Maceneci Kapacmuipuviiaovl. Opma
Oinimuiy 6acmayviiu Oeneeliner 6Acman Hco2apevl CamvlCblHa 0ellin oHepoiy 0¥ mypi ome
cupex  Kondamwiadvl. byn maxana maxvipvinmuly  03eKminicin,  MaKbI30bLIbIELIH
auKbLIHOAUObL, COHOAU-AK HCAC YPNAKMbIY OMIDIH Jcakcapmyaa bageimmanean. Kana 6yvin
bananapel malenuem, 0ICMyp, MOPANbObIK MUKA JicoHe m.6. mypanvl Oinimetioi. byn
Mmaxanada 3epmmeyuti 6ANANAPEA APHANLAH Y3aK Mep3IMOi MAKCAmmapobl aublKmail Keie,
meamp ouepiHiy Oananapobly OLNIM ANYbIHA MU2i3emin acepi MeH NatddacvlH 3epmmetiol.
Teamp Kawian 0a OlbIH-CAYbIK OPMATbIEbL, COHBIMEH KAMAp aPMypi aumakmapobwiy, OiHoep
MeH K0amoapobly MIOEHU JiCoHe INeyMemmiK OMip CANMbIHblY KauHap Ke3i 00ibin
ecenmenedi. Byn mex otbiH-cayblk opmanvigbl 2aHA emec, COHbIMEH Kamap OYKin el
Ootibinwa 6apavlK aneymemmix xXabapaapovl mapamyovly eme Kyuimi Kypaivl 060abin
ManvLIao0bl. Ynoicman yKimemi onvl 63 6a20apramanapvbinoa commi Konoana 6in10i. Mynoati
bazoapramanap noAUOMUETUMMI HCOI, MONBLIPAKMbL CAKMAY, OPMAH 6cipy, Kvl30apOblH
oinimi, apmypni eaxyunayus, JKUTC, COVID, cyowr yuemoey, 6ananrapovly HeKecit
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0010bIpMay, dacmypee catl Kbl3 JHcaAcaybiiblly O0IMAYbL JCIHE M. 6. Mypanbl AaKnapammapovl
mapamyoa Manbi30bl OPbIH A1AObL.

Tyiiinoi ce3dep: meamp onepi, OpbIHOAYUBLIBIK OHED, MAOSHUEem, CAIM-0aCmypiiep,
@onvKI0p, OpamanviK 6Hep, HAMbAUACTPA.

Txaxyp Cymum Kymap'
Ulxona Cunepeuu Llpu Ilpaxawa
(Ileooanypam, Hnous)

1

TEATPAJIBHOE UCKYCCTBO U EI'O 3HAYEHUE B
OBPA3OBAHUU

AHHOTAUUSA

B cmamve “Teampanvnoe uckyccmeo u e2o 3HaueHue 8 obpazosanuu’
paccmampusaemcsi npobrema meampaibHo20 UCKYCCMEd, OOHA U3 NORYISAPHLIX Gopm
ucnoiHumenvckoeo uckycemea. Om  HauwanbHOU 00 cmapuieli CMYneHu CpeoHe2o
00pazoganusi 3mMom UO UCKYCCMBA UCNOAb3YEmCcs OYeHb pedKo. Dma cmamvs
aKyeHmupyem GHUMAHUE HA BANCHOCMU MeMbl, ee NPOOIeMAMUYHOCIU U HayeleHd HA
VAYYUIEeHUE HCUSHU MOI00020 NOKOAeHUs. [lemu HO8020 NOKONIeHUsl He 3HAIOm O KYibmype,
mpaouyusax, MmopanvHou sSmuke u m.0. Teampanvrhoe uUCKyccmeo nomozaem UM
npeocmaenams U NPUMeHAMb MU 3HAHUA NPAKMU4ecKu U meopuecku. Aemop cmamou
oceewaem cobCmeeHHyI0 NONbIMKY U3YUeHUSA NOAb3bl GIUAHUSL MeampaIbHO20 UCKYCCMEd HA
obpazosanue demetl, ¢ yuemom O00A20CpouHblx yeiaeu. Teamp ecezoa Obil cpedCmeom
paséneueHus, a Maxdxice UCMOUYHUKOM KYIbMYPHO20 U COYUATbHO20 00paA3a  HCUSHU
PA3IUYHBIX pe2uoH08, penuuti u obugecms. Ho s3mo He moavKko cpedcmeo pasgnederus, Ho U
OUeHb MOWHBII UHCMPYMEHm O PACNPOCMPAHENUs COYUATbHbIX COOOWeHUll no 6cell
cmpane. Hnoutickoe npagumenscmeo yCneutHo uUcnoib308di0 €20 8 C80UX NPOZPAMMAX.
Taxue npoecpammel umerom 0OonbULOE 3HAYeHUe Ol PACHPOCMPAHEHUs. uHpopmayuu oo
UCKOpeHeHUuU NONUOMUETUMA, COXPAHEeHUlU Nousbl, 00AeceHul, 00paA308aHul 0esoUex,
paznuunvix npususkax, CIIH/le, COVID, sxkonomuu 600bi, npedomepaujenuu OemcKux
bpaxos, cmepmeti om NPUOAHO20 U M.O.

Knrueevte cnoea: meampanvruoe UCKYCCmeo, UCNOIHUMENbCKOE UCKYCCMEBO,
KYIbmypa, pumyaisl, hoavKiop, Opamamuieckoe UCKyCccmeo, Hamvsuacmpa.

Definition of Theatre Arts. Theatre Arts is a collaborative form of
several performing arts which is used by theatre performers. Actors are the
most important part of any performance. An actor's work is the most
important resource of any performance, enact the experience of real or an
imaginary event to a live audience, generally, on the stage.

Impact on one's Personality. For this presentation an actor has to go
through a different kind of research work that is to develop and live that role.
This makes an actor rich with ideas, expression voice and personality. Day
by day, actors are experiencing many characters and due to this their thinking
level becomes very creative and unique. When we meet an actor after long
duration of theatrical experience then we definitely enjoy their personality,
way of speaking, knowledge of the subject and its best presentation in life. It
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means that a Theatre art is definitely helpful not only in development of
personality but also to develop creative thinking with valuable ideas.

Theatre Arts at the grass-root level. Most of the time it has been seen
that after schooling selected students have option to opt theatre as higher
studies but the question is why not in school? Why is theatre considered as an
extra-curricular activity? As we know it has vast benefits and possibilities to
an individual then why is it extra-curricular or why not a professional subject
in schools? What challenges do private and government schools/institutions
face in theatre arts education?

Folk Theatre. Folk Theatre integrates elements such as music, dance,
pantomime etc., having its roots in native culture and is embedded in local
identity and social values. Folk theatre is a powerful medium for social
change.

Natya Shastra. Natya Shastra is a Sanskrit treatise on the performing
arts, which is attributed to sage Bharat Muni. It deals with all aspects of
classical Sanskrit theatre.

Opinion of the author. As a stage actor and theatre arts educator and
researcher it is felt that theatre education is an important part of education and
believes that School going students from grade first onwards strongly need
this Professional subject to be learnt. This will develop the students'
understanding of values, moral, ethics, culture, history, creativity, personality
etc. in a practical way. Researcher has selected one of the most important and
valuable topic to research which will highlight intricacies of different aspects
of theatre education in the development of personality, right from the
Preliminary stages of student. Theatre arts attract and inspires kids to, not
only perform, but also learn their academic studies in a creative way. So, the
objective of this research is to study the need and value of theatre arts in
education in School at an early stage.

No matter whatever the aspect of Theatre Arts — on-stage performance
or helping out behind the scenes, they enjoy every aspect of it. The creative
side of the brain is activated while engaging in dramatic activities.

A constructive feedback is always required for the progress in any field.
Criticizing is an art which can be both -constructive and regressive. Students
of Theatre Arts fine tune these aspects of learning and expression with a
stroke of finesse. They even acquire a sportsmanship spirit by accepting their
‘rights’ and ‘wrongs’.

The detailing of the varied forms of human expression are interestingly
learnt by the students through Theatre Arts.

Discovering their 'voice' while engaging in dramatic Arts, some of the
students finds themselves a totally different person.

Learners find their 'voice' while studying performing arts.

Theatre Arts in its own way, tends to develop the potentialities in
learners in such a way that it enhances their performances in different
disciplines of student life.
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Theatre Arts is all about collaboration and communication. These
features of one’s personality can be subtly enhanced without being too
obvious.

Some students find themselves ‘lost’ in the crowd or excessive
activities in outer space. Through Theatre Arts such students are able to delve
into their vast ‘inner self” - a place where a child is able to shut out their
surrounds and immerse themselves in a creative environment. They are
initiated into a self-discovery mode.

Theatre Arts fosters creativity in students. The mind is conditioned into
'problem- solving’ capacities. The students are intrigued about their already
existing perceptions about their world and about themselves.

Performing Arts give a vent to the students for emotions, thoughts and
dreams that might be bottled-up for various reasons.

Methods of research. For this research, data was collected by
conducting personal interviews, interaction with students, discussion with
experts, questionnaire and observational methods with trained students and
untrained students through workshop:

1) Personal Interviews. One on one interaction was done through
personal interviews, as data was collected from individuals regarding theatre
arts and education. Most of the interviewees found that theatre arts were very
exciting. Others found it so much fun. There were some who liked the part
where all of the attention of the audience is on the performer or actor who is
performing on the stage.

Some interviewees remarked that before learning Theatre Arts they
were very shy. After they had had a hands-on-experience in performing arts,
their shyness disappeared. They spontaneously mentioned that they found
themselves more confident. They were able to face people better. Their body
language improved. They observed that even their speech and voice had
clarity. There was better modulation in the speech, so it became more
effective. Earlier they felt conscious while dealing with outsiders. But, after
a considerable exposure to Theatre Arts, they were able to do away with their
inhibitions. Some even went to the extent of saying that they were not 'scared'
to interact with a new person, too. They found themselves better equipped to
face an interview in future. There were some interviewees who said that after
learning about Performing Arts, they were able to explore their expressions
and their entire body language, in general. They said working in teams
became more fun and that they were looking forward to wards group
activities. Some went to the extent that they stressed that they learnt more
about the outside world through Theatre Arts than through the books. It was
even observed that they had become more frank than before. They had even
become more assertive and more persuasive than before.

1l) Interactions with students. Researcher discussed with a group of
children. The group consisted of a maximum of 18 to 20 students of varying
age groups, studying in different schools of Andhra Pradesh (a Southern state
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in India). In this group very few students had had an exposure of Theatre Arts.
Most of the students in this group were novice (or new) to Theatre Arts. In
fact, they could not believe that Theatre Arts existed as a subject that is
studied and pursued by many students across the world. Initially, they thought
that this art is a good means of entertainment. After being a part of Theatre
Arts for a limited period of time they themselves accepted that they were able
to mingle with their classmates very easily. Even after meeting a new student
they were able to break the ice initially. This meant that they no longer shied
away from strangers or unfamiliar faces. This art has boosted their
personality. There was greater clarity in their thought process. They were able
to think, perform or speak faster in front of an audience. They were able to do
away with stage fright, too. They understood that Theatre Arts imparts
knowledge about their culture, rituals and traditions. They were sensitized
towards the other forms of Arts in their regions. Theatre Arts had definitely
boosted their personalities within a short span. They were eager to learn more
about our folk tales, folklore, traditions etc. They did not get nervous when
they faced an odd situation. Instead they were ready to solve the problem with
the help of their team mates. They had a better understanding of space around
them and how to use that space effectively using their actions, talent and
thoughts. Not just that, they understood their own potential. It was nothing
short of a self-discovery. The importance of 'practice' was very well brought
out by the 'phenomenon' of Theatre Arts. Enactment of animals even further
sensitizes towards other living beings on the planet, making them realise the
importance of bearing an attitude of empathy towards them. There were many
who got interested in the book/story after being a part of the dramatization of
the book / novel / story in question.

111) Discussion with experts. A number of experts and teachers from the
field of Performing Arts were selected for the purpose of discussion. In these
cases the first question asked was as follows:

'How is Theatre Arts education beneficial to school students?’

To which the responses were as follows:

Students of school who have participated in Theatre arts education class
activities usually face less difficulty in speaking publicly. They have more
command in their communication skills. They will be more able to express
their opinions, thoughts, emotions and ideas. They will be able to handle the
stressful episodes in school judiciously. They will be able to empathize with
their fellow students, too. Theatre Arts gives them the much-needed reprieve
from their monotonous school routine. This art form is definitely a much
better option than mobiles, T.V., on-line options that pose a hazard to their
thinking process as well as their health, both physical and mental. We
constantly crib about the little-known dying arts of our country. Theatre Arts,
through the students, can give such traditional art forms a new lease of life.
Students pursuing Theatre Arts develop more tolerance and empathy towards
others view-points, languages, behaviour, traditions etc. Through this
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medium it is possible to bring the world closer and spread the message of
universal brotherhood. Students get a better feel of good presentation skills,
since they do get involved in the various aspects of stage performance. They
evolve aesthetically, too.

The second topic, in the form of question that arose for the purpose of
discussion was:

'‘Bearing in mind the school education in its current form, what are the
challenges that need to be addressed in order to incorporate Theatre Arts in
the school curriculum?’

The discussion that ensued on the given topic highlighted the following
points:

Introducing. Theatre Arts in school warrants presenting stage
performances as an attraction to students more as a good substitute for other
recreations. This means we are competing against T.V. shows, movies, video
games, social media etc. Therefore, it is imperative that all the ingredients of
a good performance have to be added to make the recipe relishing. These
elements could be excellent light effects, proper costumes, grand sets, long
hours of rehearsals etc. There may be some issues regarding the expenses to
be incurred by a school on the production of a stage performance, for
example, the setting, props, costumes etc. These are the very elements that
attract children to Theatre Arts. Another challenge schools might face is a
proper auditorium facility. Yet another point of concern is that there are
certain parents who have specific expectations from their wards. They might
be anxious about them being academically-oriented. The parents, in such
cases, need to be educated in this regard. The vast syllabi in academics might
put off students from accepting an additional subject, even if it is something
as interesting as Theatre Arts. This field/subject will be taken seriously by
teachers and students alike if it carries marks and a proper examination /
evaluation system. Equally imperative is the need to find trained Theatre Arts
teachers in every school possible. Such teachers need to be paid well to
maintain consistency in teaching Theatre Arts as a subject.

1V) Questionnaire and Observational methods (Between theatre arts
students and fresher’s through workshops).

A) The Questionnaire:

Q) What are the benefits of Theatre Arts?

A) Theatre Arts help us hone our performing skills. We learn how make
different expressions, at the right moment, really fast. This makes our
performance very impressive. Even our body language improves a great deal.

Q) What do you like most about Theatre Arts?

A) What I like most about Theatre Arts is the acting part. I love acting
on stage.

I like the way this form of Arts builds character. The goal of character
building is always to create a character that hooks the audience, is satisfying
to play, and uses your imagination.
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It has helped me build my confidence that's essential to speaking
clearly, lucidly and thoughtfully.

It has taught me teamwork, time management and how to work co-
operatively with different types of people.

The back stage work really interests me, for example, designing the
sets, writing script, organising costumes, making props, light arrangements,
direction etc.

I love singing and dancing, and Theatre Arts includes both these
aspects.

I developed my leadership skills very well.

Mimetic illusions attract me a lot. I am a great fan of realistic stories
and events. This genre of Theatre Arts brings out the best in me. It is the soul
of Performing Arts.

Q) If you were not introduced /exposed to Theatre Arts, then what kind
of person would you have been?

A) I can't imagine myself without Theatre Arts. My language skills have
improved so well.

I would not have performed in my school Assembly so well, if [ had not
attended the Theatre Arts workshop. It helped me overcome my shyness.

I was not at all appreciative of other students during Sports Day, Annual
Day etc. I would never applaud at a dance or song performance. I was not at
all motivated. But now I understand and appreciate arts and sports well.
Thanks to Theatre Arts.

Without Theatrical training, I would have become an introvert.

During rehearsals of a play, the most important part is when the script
is read out and the script slowly unfurls. Without this session I would have
really missed the speaking skills of our co-actors.

If there were no Theatre Arts in my school life I would have missed
such an important subject / event.

I would be less creative, less imaginative and fewer alerts (focussed)
without theatrical training.

Without Theatre Art, school would have become so boring. I would
have possessed only bookish knowledge. I would not have known about the
different cultures of the world and about the different writers and good stories.

There are various school projects assigned to us from time to time.
Earlier I just focussed on completing them somehow. They were just another
task for me. But after my exposure to Theatre Arts, I try to do my projects
practically in a creative way.

Q) What will you suggest to those children who have not experienced
the subject of Theatre Arts?

A) I would suggest everyone to have some kind of learning in this field
in order to bring out the best in oneself.

Please experience the different training sessions in the workshop and
apply them in your day-to-day life.
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Even if you can't participate in a play/ drama/skit, you must at least
watch some good plays to enhance your creative side.

I don't know why our school is not teaching us Theatre Arts. It gets very
boring studying the same old subjects. I will suggest my Principal to introduce
this art form in our school.

B) Observational Methods. In the initial stages of introduction of
Theatrical Arts in the school, the students showed negligible progress and
interest. They wouldn't engage in an eye contact. They lacked self-
confidence. They demonstrated poor body-language. The projection of their
voices was negligent. They would hardly bring out any expressions on their
faces, speech or actions. Learning the dialogues was boring for them. Their
orientation on the stage was improper. Their speech was incoherent. They
were reluctant to mix around with the other students.

By the last day of my theatrical session/experience in the school, the
students showed drastic change in their personalities. They were quite fluent
in the language they spoke. They were more persuasive in their approach.
They looked more confident. Their projection of the voices was more
pronounced. They became more articulate. They seemed to have gained life-
long benefits out of this form of art. They were rattling off dialogues with a
lot of ease. They had befriended new students (strangers). They worked
perfectly as a team.

Literature review. When the researcher steps into the shoes of an
educator and a learner he observes a tremendous evolution in the field of
education. The education mode has transformed totally from 'Classroom
learning’. Now, the more scientific approach towards teaching and learning
is the 'Experiential' form. This form is being increasingly adopted and
accepted.

Incorporating rational changes in the field of education has always been
a daunting task in the history of human civilization. It is surprising that
educators and facilitators, themselves are averse to this experimental stage of
education. Maybe they are doubtful of its effectiveness.

However, this is an era where a lot of research is underway to make
learning as student-centric and as effective as possible, thereby, totally
eliminating rote- learning. The aim of teaching and learning is to cater to the
needs of each child in school. In all this, Theatre Arts stands a much greater
chance of reaching out to each and every child in varying capacities. Every
workshop and performance becomes a sure-shot means / medium of learning
in a subtle and fun way without imposing the learning outcome on any
student. But, using Theatre Arts as an essential part of education is still in its
experimental stages (or phases). This option is still being explored. However,
its potential is immense.

Bearing in mind the futuristic needs of learners and the three main
features of learning, that is, knowledge and expertise, mode of instructions,
assessment techniques, adequate opportunities must be made available to the
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learners. There should be a wider scope for them to explore, career-wise or
otherwise.

Searching for the literature review on the topic 'Theatre arts and its
importance in Education' is quite challenging but for theatre, drama, design a
number of philosophers have suggested their designs/methods. Prominent
among these are Dinanath Sahani (Natyshastra aur Rangmanch), Konstantin
Stanislavski (An actor prepares, Building a character, Creating a role), Peter
Brook (The empty space), Bertolt Brecht (Epic Theatre, Theory of Alienation
effect), Vsevolod Meyerhold (Introduced Theory of Biomechanics,
Meyehold on Theatre by Edward Barun), Jerzy Grotowski (Towards a poor
Theatre) etc. But, the researcher fails to find out any relevant literature on
Theatre Arts and its importance in Education which can be mentioned point
wise here specifically. That being the case, the researcher has decided to take
his own methods as the base in order to conclude this article. It is hoped that
other researchers will continue their research from where it has been left by
the researcher, and also fill up the gaps in this article, if any. The debate on
the given topic for this article is still in its infancy stages.

Results of the study. Researcher feels that this research work will be
very helpful to all the education institutions and individuals to understand the
values, impact of this subject in the form of theatre arts in education as a
Professional subject to develop morals, Personality, Creative, thinking,
Speaking, Reading, listening skills etc. to the students.

Researcher has divided research of this article in three stages/Chapters:-

1. The Growth at Primary level (Grade 1 to 5)

These are the formative years in the growth of a child. Theatre Arts had
a direct bearing on their mental growth. Their grasping power increased. They
became more receptive. They found school very interesting as they got along
with their peers much better than the others. They became more vocal in their
expression. A moving around and making different body movement nourishes
their minds with more oxygen, making them sharper. Venting out their
emotions made them happier and more content with school life, in general.
Theatre Arts was more like an extended fun/play time for them. Therefore,
children with a theatrical Arts exposure were more expressive and active.

*  Benefits at Primary level (Grade 1 to 5)

Theatre Arts had indeed brought fun into learning life skills. They even
started performing better academically as their comprehension and
communication skills got a fillip through the various activities. These students
were even able to recall a story very well.

2. The Growth at Secondary level (Grade 6 to 8)

Students who have had an experience of Theatre Arts were creative.
Students who lacked Theatre Arts exposure were struggling in public
speaking and expressing themselves.

*  Benefits at Secondary level (Grade 6 to 8)
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Theatre activities improve reading comprehension, and both verbal and
non-verbal skills. These are even beneficial for children with learning
disabilities. This is the age group where children get overtly conscious in the
midst of the opposite sex. But, constructive interaction during theatre
activities / rehearsals provided them with ample opportunities to mingle as a
team, behave appropriately and contribute constructively irrespective of their
gender.

3. Growth at Senior Secondary and Higher Secondary level (Grade 9
to 12)

In this age group, students show over-anxiousness towards Board
Examinations. They whole-heartedly participated and learnt the different
aspects of stage-acting, with a lot of fervour. Even these students found
themselves relaxed and entertained.

*  Benefits at Senior Secondary and Higher Secondary level (Grade 9
to 12)

The results of students have clearly demonstrated a correlation between
drama involvement and academic achievement. Such students show a better
understanding of the work performed and of the language and expression in
general. Students involved in dramatics had built a high esteem. They had
more empathy and tolerance towards others.

Conclusion. Researcher feels that this research will be very helpful to
all the educational institutions and individuals to understand the value, impact
of this subject in the form of Theatre Arts in education as a professional
subject to develop morals, personality, creative thinking, speaking, reading,
listening skills etc. to the students.

To enhance academic performances and to develop a disciplined mind,
performing arts help students to achieve their ultimate goal soon. Theatre arts
in education improve communication skills (Pronunciations, Modulation,
Emphasis, Intonation etc. in speech) of a student. Through practising dialogue
delivery Theatre arts helps performers to learn and express the right tone in
their voice and speech. Techniques of theatre arts can be used to teach a
number of academic subjects in a creative way. For example - The impact of
this subject will be excellent if a teacher will teach a topic like Solar System
in a theatrical way in the classroom. Some theatrical performances come up
with very strong social messages that have a long-lasting impact on the
spectator. Such performances create a social awareness in a positive way to
the society. Teacher and Student should learn to adapt new methodologies in
teaching and learning process. Theatre arts in education will not only help
students but also teachers to become a conceptual artist who moulds
knowledge, sentiments, creative ideas, imaginative view, sensation and
experiences into an active educational process. In the absence of this subject
in education it is felt that there may be several challenges like lack of
concentration, ideas, creativity, focus, interest, confidence after having proper
knowledge of subject, public speaking skills, fear etc. may be found in the
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student. Having an exposure of Theatre arts subject children will experience
full command to control their emotions and live stress free life not only on
stage but also in life as well.

Finally, after the study specially practically on this topic - Theatre arts
and its importance in education, researcher can say that the benefits of Theatre
arts are manifolds and the students studying in schools, colleges and
educational institutions should not be deprived of such beneficial learning
methodology.

FIGURES
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