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PHULKARI"!, 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
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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!
(expaoyn, Ynoicman)

MNXYJKAPU, CAMMMU KIOHE CAAJIA IMH/ - NEHAKABU/bI
TYCIHY

AHHOTAHUA

Yuoicmannety anyan mypni  wmammapeinely  6ipi  IlenOoicab  e3iniy  mypii
MOeHUemiMeH, MIHCI3 KOHAKICAUIbLIbIZLIMEH, 02MOI  MAAMbIMEH JiCoHe KepeMem
mapuxvimern mauviman. Kannet [lenooicad mypansl mypai kesgapacmap oapei Oapimizee
manim, oyn makanaoa "llenoxcadbu" — oyn apoip Ilenosxcabmuiibikmoly - OMIp CYpy canmbl,
mypmvic-mipwiniei onvly Kuim yaeicinoe (IIxyikapu men Baae xanvikmulx Kecmeoe),
COHOAUI-aK, MY3bIKANbIK OHepi MeH Xanvlk ouiniy mypiaepinde (Cammu men Jaago) scon Oe
KOHAKICAUTLLILIKMYL Yiliecmipy opmanvievinoa (Saada Pind) batixaramvinel mypaisl co3
601a0v

Ixynkapu, ceszbe-ce3 ayoapeanda eyn niuwlini OezeHOi 0indipedi, 01- XANbIKMbIK
Kepxem Kecme, oHbl aneaws pem 15 2acvipoa [lenodxcabmazvl ayvln atiendepi Kecmenecen.
Conoaii-ax /[ynamma oa xeninen naudanranviiaosl. XIX 2acvipoa Ilendocabmuly xonmezen
atiendepi KyYHOeNKmi Kuemin KUiMOepi MeH KONOAH JHCACANZAH CHlLIbIKMAapuii Oe3eHdipy
Yuin nxyakapu xecmenepin (co3be-cos "eyn scymvicmapul”) Konoanowl. Miniocmpayusiap
nXYIKApuoiy meK ChlpmKbl RIWIHIH &aHa Kepceme anaovl, minmi mMypiri-mycmi
gomocypemmep Oe dcibex Hcinmiy JHCLIIMBIPIbIEbIH MOBIK JHcemKize aimaiiovl. Kecmede
KbI3bll, KbI3&bLIM JHCIHE KYPeH Kbl3bll AULbIK 2eOMEMPUSIbIK MeOdIbOHOAD, MOHOXPOMObL
anmein 2obenen opuekmepi 6Oetineneneen. Comuoaii-ax Ilenoxcabmoely adamoapsl meH
MYPMBICIbIK 3aMMapbl belinesieneer Ma3myHobl Kecmenep 0e Jicui Ke30eceoi.

bacmankwioa nxyaxkapu xwvi30apovi mypmvicka Oepyee apHani2an OO0AAMbIH, Keuil
Kele OHbIY KOAOAaHy ascul KeHeliin, o3eepii. byn zepmmeyode nxyakapuodi nenoxcabmapowviy
oeMipee OezeH dcapkuii, baxvimmul kesxapacvin — Carpe Diem-0i sicemxizemin MaOeHU
HblUaH MeH apmegakm peminoe Kapacmvipyea 6onamuinovigbl aumsliaovl. Con cuskmol,
b6acmankwvioa Ilendocad mavinaceinvly atendepi opvinoazan ou, Cammu XaiblKmolx OUiHIY
mypi, - IlenOxcabudvly wviHativl MOOCHUEMI MEH PYXbIH, S&HU OOCMbIZbIH, MAXadOamulH
JHCIHE OMipee Oe2eH YMMbLIbICHIH, KYumapavlebin 0in0ipedi. bxanepa men ['uooxa
Xanvlkmulx Ou onepiniy mypaepi keyinen manviman boneanvimen, Cammu men I'aco cuaxmol
Xanvlkmulk Ou OHepiniy myprepi aKadeMusiblK JHCaHe Mapuxu OUCKYPCMmA manoayobl
Kaoicem emeodi. CoHviMeHn Kamap, Oyl mMakanaoa Ou 6HepiHiy CalbiCMmblpMaibl mypoe
arcoganean exi mypi "llendoicabu" magvinacvin o6indipeminoiein aneapameis. "Caada Iuno"
— wamamen "meniy ayviivim" den ayoapuinadvl. On yaKelmua-Keyicmik KOHMUHYYMbIHOA
Oipnix, cepixmecmik ce3iMiH, WbIHALbL IMOYUAHbI KOpcemeOdi, OHOA ap Oelmanvlc aoam
"lloicu Aasin Hy" doen canemoecedi. Byn sepmmey "nenoowcadbu”, demex, "ynoi" maoenu enep
Gopmanapvl  docmeikmuly, Cepikmecmikmiy, CblpmMKbl UWLIHAULL  dIEeMMEH  KApbiM-
KAMbIHACbIY JHCORANEAH KYHOBLILIKMAPLIH KAUMA KApacmlpyea MyMKIHOIK Oepeoi.

Tyitinoi co3oep: Ilenoocabusm, Dyaxapu, YHOI MaOeHuemi, IHCAHOAHEAH OHED
mypnepi, 6u JHcone My3biKd.

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 00pa3 dHcuU3HU neHoxcadbya —
ompasicaemcs UMeHHO 8 e20 oodexcoe (Hapoowou eviuwiueke (IIxyaxapu u baae), gpopmax
HapooOHo20 manya u My3vikaaibHozo uckycemea (Cammu u Jaago)) u KOOpOUHAUUOHHOM
yeumpe 2ocmenpuumcmsa (Saada Pind).

Ixynkapu, 6yxkeanvHo nepesooumoe Kak @opma yeemka, npeocmasisiem coool
HAapOOHYI0 XYOO0IICeCMBEHHYIO BbLIUUBKY, KOmopdas Ovlia 3asenena 6 15 eexe cenbCckumu
arcenwgunamu 6 Ilenoocabe u wuporo ucnonvzyemes na [ynammax. B desamnaoyamom eexe
MHO2UE  NEHONCAOCKUE  HCEHWUHbl  UCNONb30BANU — GIUUGKY —NXYAKapu  (OYKEanbHO
“ysemounan paboma’) ona yKpaueHus ceoel N08CeOHe8HOl 00edHCObl U NOOAPKOB8 PYYHOU
pabomul. Hnmocmpayuu auwlb HaCMuyHO Nepeoaiom sApKoe BU3YAIbHOe B030elcmeue
phulkaris, u 0asice yeemmuoie pomozpaduu He Mo2ym noIHOCMbIO nepedans OJ1eCK ULeIKOBOU
Humu. Belwuexa eapvupyemcs om SpKUX 2eOMEmMpU4ecKux MeOdibOHO8 6 KPACHbIX,
WOKUPYIOWUX PO308BIX U HOPOOGBIX MOHAX, 00 NOUMU MOHOXPOMHBIX 30JI0MbIX 200€1eHOBbIX
V30p08, NOKPLIBAIOWUX MKAHb, 00 NOBECTNEOBAMENbHBIX 8bIULUEOK, U300PANCAIOWUX TT0OCH
u npedmemvl cenvckozo Ilendoicaba.

Iepsonauanvno nxyaxapu umeinr 0COOEHHVIO ISMOYUOHATLHYIO YEHHOCHb U ObLl
npeoHasHaven Oisl nepedauu O0YEPsIM 8 3aMYNCeCE0, UCTONb308AHUE €20 PACUUPULOCH U
UBMEHUNIOCH 8 HeOdGHeM NpOWIOM. B Hacmoswem uccied08anuu ymeepicoaemcs, 4mo
menepb NXYIKaApU MONCHO MAKICE PACCMAMPUBAMb KAK KYJIbIMYPHbIU CUMBOJ U apmedarm,
nepeoarowull apKoe U HCu3HepaoocmHoe omuouienue neHoxcabyes u ux obuee cuacmaugoe
omnoutenue x ocusnu — Carpe Diem. Ananocuunvim o00pasom @opma HaApoOHO20
manyeeanvrozo uckyccmea Cammu, mawey, NePEOHAUAILHO UCHOTHIEMbIU HCEHUSUHAMU
naemenu Ilendoicab, npedcmasisiem ucmunuyto Kyaomypy u oyx Ilendacabusma — opyaicoy,
cmpemienue, npasoHo8anue 006U U YY8CME0 ONMUMUIMA RO OMHOUEHUIO K JCU3HU. B mo
epemsi Kak ¢hopmvl HapOOHO20 MAaHYe8aIbHo20 uckyccmea bxanepa u I'uooxa npuobpenu
WUPOKYIO NONYISAPHOCHb, MAKUe GOopMbl HAPOOHO20 MAHYEBALHO20 UCKYCCMEA, KAK
Cammu u Hazo, modice HysHcOaOMes 8 NPeOCMAGNIeHUU 8 AKAOEMULECKOM U UCTIOPUYECKOM
Juckypce. B amoti cmamve maxce npeononazaemes Rpocieouns 3mu 08e OMHOCUMENIbHO
ympavennvle  QopmMbl  MAHYEBANLHO20 — UCKYCCMBA — KAK — O3HAYAIOWUe  CYuWHOCHb
"Ilenoocabusma". Janee "Caaoa ITuno" npumepno nepesooumcs xax "mos OepesHs’;
nepedaem 4y8Cmeo eOUHCMEd, MOBAPUULECEd, UCKPDEHHUX JOMOYull U Mecmd 6
NPOCMPAHCMBEHHO-BDEMEHHOM KOHMUHYYMe, 20€ KaAdNCO020 He3HAKOMYA NPUGEHCMEYIon
Towcu  Aasn  Hy’. DOmo uccredosanue ycmauaeiusaem, «ax "nenmooicabusm” u,
credosamenvho,  "unoutickue”  Kyibmypuvle  Qopmul  ucKkyccmea — mMozym — cmamo
B03MOJNCHOCIBIO NEPEOCMbICTICHUS. YMPAYEHHbIX YeHHocmell Opyaichbl, mosapuuiecmsda,
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83AUMOOMHOWEHUI  C  BHEWHUM  DeanbHbIM  MUPOM, a He pAa3PO3HEHHbLIMU U
pobomusuposannbiMy “KoOHHeKmamu” Ha HAWUX UHMENNEeKMYATbHbIX YCIMPOUCMEAX.

Knwueevte  cnosa:  Ilenoxcabusm,  Ilxyaxkapu,  Huoutickas — Kyremypa,
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
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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'*’ , décor 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”.!*!

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 JUF™ I&7 37150 or some villager showing up to restyle it

146 rSaipch 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

130 ‘Baagh’ — Phulkari Form, have disappeared, we made it Table-Cloth (Interview with
rural women)
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saying, “feg A9T g1 J, 8I<! nde 56727151 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”.!*3

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 I 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.

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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161 Makki di Roti and Sarso Ka Saag — Maize bread and Mustard greens curry

162 Chole Bhature — Chickpea curry with Fried flatbreads
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