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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esrepicrtep/xeTingipynep, OMbIH MaTepuangapbiH
TaHOayOarbl apTbIKWbIAbIKTap, OpblHOAY CTUAiIHIH e3repyi
YKOHEe  Kypan  apxXMTEeKTypacbliHblH, — e3repyi. ABTOPAbIH
anTyblHLLA, KOFaMOafbl e3repicTepdiH acepi agamMaapdbliH,
eHep TypiHe [OereH KaMKOP/bIK >XoHe >»anMbl KapbiM-
KaTblHACbiHa TiKenewn acep eTedi. My3blkaHbl TaHOay >XoHe
OyKin anempaeri KenuwinikTiH Ha3apblH aydapy My3blKanbiK,
MHOYCTpUAFa KaTTbl acep eTTi. Ocblavwa, Makanaga
»xahaHOaHyOblH My3blka MHAOYCTPUACbIHA >XoHe acnanTtap
eHAipiciHe acepi KapacTblpblnaabl.

CesiMAi agKTam oTblpbIn, «Arts Academy» XypHasblHbIH,
OCbl CaHbIH TbIH MaKananapMeH 6ambITbiMN, 63 yeciH KOCKaH
FanbIMOapPbIMbI3 6eH aBTOPNAPbIMbI3FA LbIH YXYPEKTEH anfblC
anTaMblH.

3fa Spam effront 3 g foerafa |

Art Academy XXypHarsblHblH, LUAKbIPbIJIFAH pefaKTopbl
Mpod. Pamew YaHpgpa 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 & ag feommfa |

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 forerafa |

MNpod¢. Pamews YaHapa Mayp,
npuriaweHHbIN peaaKTop XXypHana Arts Academy
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