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M S Subbulakshmi – 
An Icon of Music
Eyes closed, mind engrossed and hands folded in prayer. This 
image of M S Subbulakshmi is engraved in the minds of millions 
of her fans across regions and languages. For her, singing was not a 
‘concert.’ It was an expression of her very soul, the depths of which 
she endeavoured to take her audience along.

Bharat Ratna Dr M S Subbulakshmi has several ‘firsts’ to her 
credit. But she has no parallels. There is none other like her. The 
first Indian musician to sing at the UN, the first women musician 
to be awarded Bharat Ratna, the first Ccarnatic musician to 
sing in multiple languages. The list can go on. Beyond all these 
accolades, these decorations, MS Amma, as she is fondly called by 
those elder and younger to her, is remembered for her simplicity, 
her child-like naivety and her desire to learn, new songs, new 
nuances of rendering and things she thought she didn’t know.

The Ministry of Culture, Government of India is commemorating 
the birth centenary of M S Subbulakshmi from September 2016 
to September 2017. IGNCA is one of the institutions mandated 
to host programmes as part of this year-long campaign. Seminars, 
travelling exhibtions, lectures and concerts will form part of this 
commemoration.

IGNCA hosted a day-long seminar on 10 Decemeber 2016. Artists 
who were her accompanists on violin, mridangam and ghatam for 
decades recalled her with such fondness that moved the listeners. 
Anecdotes that were years old were narrated as if they happened 
yesterday. K V Prasad, who played mridangam with her said MS 
listened to concerts on All India Radio, of all levels of artists; the 
concerts of the afternoons and late night featured upcoming 
talents. Not only did she listen to them, she used to ask Prasad to 
try and contact some singer who she thought had great potential.

T K Murthy played mridangam for MS for over five decades. He is 
in his nineties now. He started playing for her when he was barely 
20. He narrated some anecdotes much to the glee of the audience. 
Murthy said he used to crack jokes and make her laugh all the 
time. Once, he said, MS told him that his jokes kept coming to 
her mind during concerts and forbade him from talking to her at 
least an hour before concert.

Vikku Vinayakam, the ghatam artist recalled the love and care she 
showered on  her accompanists and the generosity of her husband 
and mentor Shri Sadasivam.

Dr Vegheesh, a well-known vocalist narrated an incident when 
he was a junior official at AIR. He was entrusted with the task 
of coordinating her concert at Rashtrapati Bhawan, which was 
recorded by AIR. She had requested the presence of a tanpura 

artist for rehearsal. The artist 
got late by half an hour. While 
her manager chided him, MS 
intervened and asked him the 
cause for delay. When he said 
he met with a minor accident 
on the way, she insisted that 
he have some tiffin and coffee 
before starting rehearsal. Such 
was her kindness.

Smt Sujata Vijayaraghavan, 
a Bharatanatyam dancer and 
keen MS follower recounted 
the years of observing MS 
emerge from concert to concert.

The one aspect of MS Subbulakshmi’s personality mentioned by 
all was her willingness to sing on any occasion. Whether it was 
the traditional pregnancy related function of a relative, marriage 
or even child’s birthday where she was invited, she sang at the 
slightest expression of desire for it. She was as though unaware of 
her greatness and the awe she inspired in people who were around 
her.

M S Subbulakshmi invited music stalwarts to her house, hosted 
them for weeks and learnt songs from them. One such close 
associate of hers was Ma Siddheswari, a doyen of Hindustani 
classical music. When she went to Chennai to stay with MS, Smt 
Siddheswari’s young daughter Savita Devi accompanied her. At 
the seminar, Smt Savita Devi recollected with warmth the love 
and care she showered on her guests. While MS learnt thumri and 
dadra from Siddheswariji, Savitaji learnt Carnatic classical music 
scores from her. She rendered, to the thrill of the audience, one of 
MS’ favourite and popular song ‘Shambho Mahadeva.’

IGNCA hosted two concerts coinciding with her death anniversary 
on 11 December. Jayteerath Mevundi presented a Hindustani 
classical music concert and the Ranjini-Gayatri duo rendered a 
Carnatic classical music treat.

IGNCA is preparing an exhibition on Dr Subbulakshmi, which 
will travel to at least 10 cities in the country during the centenary 
year, the celebrations of which were flagged of by Union Minister 
for Fetilisers and Parliamentary Affairs Shri Ananth Kumar at 
Bengaluru on 16 September 2016.

(Dr Mangalam Swaminathan is Programme Director, Kaladarsana 
Division, IGNCA)

Dr Mangalam Swaminathan 
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Acarya Abhinavagupta : 
the Genius of Kashmir
Organised by the Indira Gandhi National Centre for the Arts, New Delhi from  15 to17 December 

International Seminar & Exhibition on

Dr Advaitavadini Kaul

AAcarya Abhnavagupta appears as the tallest figure of 
Classical India by virtue of his all-encompassing genius. 
A great visionary with his clear head and powerful 
memory Acarya Abhinavagupta investigated sastras most 
thoroughly on Yoga, Darsana, Tantra, and also on Poetics 
and Dramaturgy which include the subjects of  music and 
dance as well. His available writings are the proof of his 
perceptive vision and a marvellous intellect. His command 
on language was wonderful. He had a beautiful way of 
putting forth his ideas in a convincing manner. Acarya 
as a polymathic personality exercised strong influence on 
Indian Art and Culture.

Living in Kashmir Acarya Abhinavagupta studied all 
sastras of his time under the guidance of many teachers. In 
order to quench his thirst of knowledge he unhesitatingly 
approached many teachers of various sects/schools which 
included Jainas, Buddhists, Vaisnavas, Siddhanta Saivas. He 
finally went to Trika Saivas. Among his long list of written 
works the largest and the most important is Tantraloka. 
This is an encyclopaedic treatise on all the philosophical 
and practical aspects of Trika and Kaula schools. These 
schools are popularly known today as Kashmir Saivism. 
His other important works come to us mostly in the form 
of commentaries on earlier important and valuable texts. 

These include Paratrisikavivarana on Paratrisika tantra, 
Malini-vijaya-vartika on Malinivijayottaratantra, Isvara-
pratyabhijna-vimarsini (laghu vimarsini) and Isvara-
pratyabhijna-vivrti-vimarsini (brhati vimarsini) on Isvara-
pratyabhijna-karika of Utpalacarya; Gitarthasangraha 
on Bhagavadgita, Abhinavabharati on Natyasastra, and 
Locana on Dhvanyaloka of Acarya Anandavardhana. There 
are many of his other works too, some of which are known 
only through references as these have not been available 
to us so far. Acarya Abhnavagupta’s stotras are equally 
very powerful. His Bhairava Stava is recited by Kashmiri 
community with great reverence and dedication even till 
date.

Acarya Abhinavagupta captures special attention for the 
range of disciplines that he mastered. While professing 
Saivism he became the doyen of art and aesthetics. Acarya 
Abhinavagupta generated a line of his disciples whom he 
taught and who later became great scholars on their own 
right. They continued the work of their master by taking 
the tradition forward, explaining the sastras and writing the 
commentaries. Also, the great writers who appeared in the 
Indian subcontinent after Acarya Abhinavagupta were not 
only influenced by his ideas, they have also referred to his 
excellence. Acarya has been quoted extensively as authority 
in the field of poetics and aesthetics.

Modern scholars are well aware of the elements of rich 
symbolism in his works, universal acceptability of his 
non-dualistic thought, his creative Pratyabhijna oriented 
metaphysical and epistemological ideas. His unique 
contribution is the universalization through divinization 
of the outer world. His interpretation of the primacy of 
action is: kriya (action) as the Sakti principle, knowledge 
as action, yogic sadhana and sublimation in attaining the 
highest goal of life. All these aspects have played a very 
significant and creative role in highlighting the dynamism 
of Indian art and culture which is a unique blend of  the 
Vedic and Agamic traditions.

To celebrate the millennium year of this towering personality 
IGNCA organised a series of seminars which included 

Hon’ble Union Minister for Human Resource Development, Shri 
Prakash Javadekar
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three national seminars and one international seminar.
The first national seminar was organised at Shri Mata 
Vaishno Devi University, Katra in Jammu and Kashmir on 
3-4 September 2016.This marked the symbolic beginning 
of  the celebration from the place of birth of Acarya 
Abhinavagupta. Young scholars actively participated in this 
seminar and presented papers highlighting various aspects 
of the philosophy of Acarya Abhinavagupta. This seminar 
proved to be  an achievement in respect of motivating 
young scholars to study the works of this great philosopher 
of our country. The second national seminar was held at 
Bharat Bhavan in Bhopal from 4 to 6 November 2016. In 
this seminar eminent scholars from different parts of India 
participated. Shedding light on on various contributions 
of Acarya Abhinavagupta they put forth their expert 
observations. The third national seminar is scheduled to be 
held at Chennai from 24 to 25 January 2017.

IGNCA organised the International Seminar on the theme 
: Acarya Abhinavagupta – the Genius of Kashmir from 15 
to 17 December, 2016 at New Delhi. As the theme of the 
seminar was fitting  quite well in the mandate of IGNCA 
viz., seeing all arts as an integral vision of Indian worldview, 
the objective of the seminar was to re-discover and reassess 
Acarya Abhinavagupta as an all-encompassing personality, 
his contributions and its contemporary meaningfulness.

The seminar was inaugurated on 15 December by Hon’ble 
Union Minister for Human Resource Development, Shri 
Prakash Javadekar who felicitated the senior  eminent 
scholars participating in the seminar, with angavastra 
and a memento of Acarya Abhinavagupta. Prof  Kuldeep 
Chand Agnihotri, Vice Chancellor, Central University 
of Himachal Pradesh, Dharmshala was the Chief Guest.  
Prof Navjivan Rastogi, leading scholar on Abhinavagupta 
delivered the keynote address on : Tantraloka – 
Abhinavagupta’s Encyclopaedic Synthesis of Tantric 
Culture. Shri Ram Bahadur Rai, President, IGNCA Trust 

delivered the welcome address and Prof Bharat Gupt, 
Trustee and EC Member, IGNCA Trust introduced the 
concept of the seminar. Dr Sachchidanand Joshi, Member 
Secretary, IGNCA proposed  the vote of thanks.

Inauguration was followed by nine academic sessions. 
Scholars on Abhinavagupta  presented research papers 
focussing on special aspects of Acarya Abhinavagupta’s 
contribution. The eminent scholars who made their 
presentations included  Prof Kamalesh Dutt Tripathi 
(Varanasi), Prof Radhavallabh Tripathi (Bhopal), Prof R 
Nagaswany (Chennai), Prof Bettina Sharada Baeumar 
(Varanasi/Shimla), Prof Lyne Bansat-Boudon (Paris), Prof 
Raffaela Torella (Italy), Dr Sunther Visuvalingam (USA), 
Prof Shyamkishore Singh(Manipur/Guwahati), Dr Ernst 
Furlinger (Vienna). Young scholars invited from many 
universities presented their papers. Each presentation was 
followed by a meaningful discussion. Faculty members 
of the university departments and colleges and many 
students who were invited, attended the seminar for their 
involvement with the theme and for getting benefitted by 
on the spot discussions.

While discussing the contributions of Abhinavagupta 
and their relevance, the seminar brought  together many 
interrelated disciplines such as philosophy, religion, 
metaphysics, epistemology, poetics, literary criticism, 
aesthetics, dramaturgy, historiography, tantra studies, 
devotional literature, and performing arts. Yet another 
perspective was opened on Abhinavagupta by entering 
into a dialogue with modern science especially quantum 
physics. Drawing relations with other sciences like 
neuroscience and microbiology were also possible, was 
reported during the discussions.

Two performances were hosted by IGNCA as dedications 
to Acarya Abhinavagupta as part of the millennium 
celebration. The first on the evening of 15 December was 
a dance performance : Abhinavagupta Acaryaya Namah: 
A Nrtta Samarpana by renowned scholar and Bharata 

Recital of Lal Vakh by Dhananjai Kaul

Eminent scholar and Bharatnatayam performer Dr Padma 
Subrahmanyam dedicated her nrtta performance to Acarya 
Abhinavgupta
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Natyam performer Dr Padma Subrahmanyam and artistes 
of Nrithyodaya, Chennai. The performance was full of 
bhava that created resplendent aura of spirituality for that 
moment of time. The performance concluded with the 
nritta on Bhairava Stava by Dr Padma Subrahmanyam, 
Trustee, IGNCA Trust.

On the evening of 16 December the audience was 
introduced to the spiritual essence of the Vakhs of Lalesvari, 
a 14th century saint poetess of Kashmir.The Vakhs originally 
said in Kashmiri are the outpourings of Lalesvari’s spiritual 
experiences in the tradition of Kashmir Saivism. These 
Vakhs come down by word of mouth  were written down 
in recent time. At IGNCA’s performance, selected Vakhs 
were recited first in Kashmiri by a well known classical and 
folk vocal artist Shri Dhananjay Kaul. This was followed by 
the rendition of the Vakhs in Hindi verses by the eminent 
classical vocal artist Dr Subhadra Desai. During the 
recitations, both in Kashmiri and Hindi the translations 

done in Hindi by Dr Advaitavadini Kaul and in English 
by Prof Neerja Mattoo, were scrolled on the screens in 
the auditorium for the convenience of the audience. This  
proved a successful attempt in complimenting listeners  
especially those who do not understand Kashmiri, to 
experience the essence of the Vakhs.

An exhibition on Acarya Abhinavagupta was inaugurated 
along with the seminar and it remained on display till the 
7th of January.

The Valedictory address was delivered on 17 December by 
Dr (Smt) Kapila Vatsyayan, the world renowned eminent 
scholar and visionary. She said, she does not consider  
Abinavagupta  just a person but an entity that influenced  
the art and culture of  the whole subcontinent and expressed 
her delight on IGNCA’s organisation of this well thought 
out event.

Dr Advaitavadini Kaul, Coordinator and Supervisor of the 
millennium celebration events of Acarya Abhinavagupta 
presented the vote of thanks. The event was concluded with 
the chanting of Bhairava Stava of Acarya Abhinavagupta.

(Dr. Advaitavadini Kaul is Associate Professor of Inter 
Disciplinary Study of the Arts within Indian tradition at 
the Indira Gandhi National Centre for the Arts (IGNCA), 
New Delhi. Besides her contribution of about forty research 
articles, she is the author of a book on Buddhist Savants of 
Kashmir – Their Contributions Abroad and has also edited 
a few volumes  which include a volume on the History of 
Kashmiri Pandit    and the volume IV of the Kalatattvakosa  
on Manifestation of Nature: Srsti-Vistara) (co. ed.)

Dr Subhadra Desai performing the Vakhs in Hindi verses

Viewing the exhibition
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DIScOvERING ART

Interview:
Dr. Sonal Mansingh

Padma Vibhushan Dr Sonal Mansingh is a name 
identified at once with dance, art, culture. Over 
five decades, through parishram and tapasya she 
has gained an understanding of the spirit and 
soul of dance. Describing her a danseuse would be 
shrinking her art. For her, dance is a medium to 
communicate, with audience as well as her inner 
self. As she says in the interview below “I love my 
audiences, I cannot ignore them, I cannot presume 
and assume. I cannot stand on a high horse; it’s a 
two way and I have to build a bridge.” And that 
perhaps is what distinguishes her from other artists. 
She wears several hats, but then, as she says, they are 
from the same stream of garment. A Trustee, IGNCA 
Trust, she converses with Vihangama, sharing her 
thoughts on a wide range of issues.

Q. You are a dancer, choreographer, musician, polyglot, 
researcher, guru, and cultural inspiration- how do you 
juggle these and other roles?

First of all, Namaskar and thank you for the invitation to 
speak.

All these things that you mention, they are like jewels in one 
golden thread, they are not to be viewed separately. They 
all combine to create one identity, one thought. Dance 
is the fulcrum, it has 360 dimensions- each dimension is 
independent and important but intricately connected to 
the other one.

Dance is like a tree, and there are many branches- the 
things that you mention and many others. So it is not a 
question of juggling it’s rather the process of evolution and 
growth.

Q. What is the biggest challenge that you have faced in 
your career?

(Smiles) The biggest challenge is yet to come…physical, 
emotional, professional challenges- there have been many. 
My graph has never been static or on a plateau; my graph 
has been terribly zig-zag, for which, now when I look back, 
I thank my stars- because had it been a plateau there would 
have been no growth.

In 1974 August, I met with a terrible car accident in 
Germany. My spine was broken- the 12th vertebra was 
smashed into powder and 4-5 ribs, collarbone were injured. 

It was written about, became a textbook lesson “Main phir 
se naachungi.”

I was younger then, already famous. I received a motivating 
telegram from Smt Indira Gandhi, the then PM, in 
Germany; and Shri Khushwant Singh wrote in Illustrated 
Weekly a piece titled “Frozen Rhythm?” and there were 
many other articles. National and German media wrote a 
lot about me, “The Wounded Dance Star.”

German doctors predicted that I won’t be able to 
dance ever again, I might walk normally in two years. 
I completely recovered within the year because of the 
angelic chiropractor Dr Pierre Gravel. He was in Montreal, 
where my then fiancé was posted as Director of the Goethe 
Institute, and he took a challenge with the German doctors.
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I came back on my feet, and it was considered a miracle, 
and I danced- 4th May 1975, at the Convention Hall, Asoka 
Hotel. The programme was ticketed and the tickets were 
sold out. People like Dr Karan Singh, Dr Kapila Vatsyayan, 
Shri Dharma Kumar, the who’s who of Delhi had crowded 
the hall to see- they were curious, they were apprehensive. 
And I did a full Margam Bharatanatyam for over two hours. 
The Nava-Ragamalika Varnam alone goes on for about 
50 minutes. What that accident, maybe through osmosis, 
taught me was humility, gratitude and not taking anything 
for granted, not even your life, not one moment, not good 
luck.

Your life is full of anecdotes, happy ones…

(Smiles) Dalai Lama invited me to dance at McLeodganj 
on Vaishaki Purnima day; I’m the only artist he has ever 
invited. For this I walked into new territory of Chariyageeti, 
the Buddhist tantric padas, which were taken to Tibet and 
came back in the 50s; the Dalai Lama holding his stomach, 
cried when I did Shunya Mahari. Prof Lokesh Chandra 
and many others attended the performance at the Tibetan 
Theatre Institute, McLeodganj. Dalai Lama greeted me, 
hugged and asked, “How did you know, Shabari is my 
kula devi?” The Shunya mahari is a Buddhist parable for 
the body and the prana-shakti. All the chariyas have tribal 
woman as the goal, and the seeker is the Brahmin, here it is 
the shabara, symbolising the over-active body. Hiccupping 
and crying, he asked me how did I know, and I told him I 
didn’t.

He invited me again at the week-long consecration at 
Buddha Jayanti Park, and on the final day when it was 
presented to the nation, he said “Sonal will dance,” among 
all the lamas, they created a space for me. There have been 
many such things that have happened out of blue, but they 
are all high points, now when I look back I see a pattern 
emerging.

Q. A lot of your dance compositions deal with themes 
that have a direct bearing on contemporary social issues, 
e.g. environment, womanhood etc. How effective do you 
think art is, specifically dance, in altering perspectives or 
shaping mindsets?

A dancer does not live in a vacuum, social happenings and 
issues must inform her art. This has been my thinking, 
maybe also influenced by my grandfather, who was 
Gandhiji’s acolyte and associate.

Both my parents were Gandhians; fought, went to jail; 
maybe that also has a bearing on my thinking and outlook: 
just looking pretty and done up in jewellery, make-up and 
costume, and gathering applause cannot be the end or goal 
for arts that were created thousands of years ago, which 
carried messages. What were the messages then and how 

they can be applied 
now, I work on this 
even today.

The issue of women 
is obvious. My take 
is to quote our own 
women, for example 
the Panchakanya 
and many others, 
and learn from them- 
what are the stories, 
or characters, and 
situations telling us?

So out of this thinking 
were created so many 
performances, but my 
most famous one is 
Draupadi, solo dance 
theatre, premiered 
in 1994, I have 
presented it all over 
India and in many 
festivals abroad. It is 
a strong, very intense 
piece. The idea is to ask questions. Shivraj Patil, when 
he was Speaker of Lok Sabha, saw it and requested me 
to perform it for the MPs. The parliament was in session, 
and I performed to a full house at the Parliament Annexe. 
Each seat was taken up and some of my friends who came 
had to sit on the aisle and the sides; they told me that the 
Cheer Harana (when Draupadi’s one cloth is being pulled 
off by force) and how it was depicted threw the questions- 
the eternal, perennial questions that have been thrown by 
Draupadi as a gauntlet in front of the society, questions 
which have never been answered:

Niti kya hai?
Dharm kya hai?
Satya kya hai?

My friends also reported to me, so did Shri Patil, that when 
she takes the vow, that a lot of the MPs couldn’t look at the 
performance, because it hit them directly. What speeches 
may not do, what reading may not do. That is the power 
of art, which makes philosophy come alive in a three-
dimensional way.

My Bharatanatyam gurus, Professor U S Krishnarao and 
his wife Chandrabhaga Devi, were excellent presenters. 
They would introduce Bharatanatyam in London; it didn’t 
matter whether in Kannada, in English and from there I 
think I might have got the idea, also from my grandfather- 
that you have to open a little window. You cannot take your 
audience for granted, you should not. So I never subscribed 
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to the Western 
template that spoken 
word affects the 
mystique of dance, I 
was criticised for it… 
but because of that 
my work has gained 
the kind of scope 
and prachar which 
others haven’t. I 
love my audiences, I 
cannot ignore them, 
I cannot presume 
and assume. I 
cannot stand on a 
high horse; it’s a two 
way and I have to 
build a bridge. My 
Natya Katha began 
in 2009, on the 
insistence of friends- 
on Krishna, then 
on Devi, on Shiva, 
and on international 
women’s day, 8th 

March 2016, Stree. I am interested in creating and painting 
the whole arch:

Yatra nari pujyante ramante tatra devta to the other end- 
Nari Narak ka dvar. What is the overarching philosophy? 
Such projects also incite me to look at words, they force 
me into etymology. What is the etymology of these words? 
What does nari mean? Mahila? We just use the words on 
banners, in speeches, but what do they mean? I enjoy 
throwing challenges to myself and I learn a lot.

Working with prisoners in Tihar, presenting the whole 
evening at Siri Fort on International Human Rights Day- 
I’ve done seminal work on many issues. More than any 
other art form, more than even music, dance being the 
amalgam of all the arts, is terribly physical and it demands 
full attention from the viewer. It engages all your faculties. 
And therefore the messages are that much stronger, visual 
and hit hard.

Q. What is your opinion on art-cultural education in 
India? How would you like to change it?

Art education was compulsory when I was in school in 
Bombay, but mine was a Gujarati medium school. First 
of all, the growing discrimination between the English 
medium schools and “vernacular”, I totally non-subscribe 
to that. And it’s a matter of shame that it has not reduced 
but rather grown post-independence. The prejudice or 
the mental blocks that come… the introduction in the 

education system is absolutely compulsory for boys and 
girls. Nonsense is being perpetrated and I place the blame 
on the media, which has now completely taken control of 
the minds. There needs to be a very hard-nosed policy of 
the government whenever it deems that cultural education 
needs to be brought back within the circle, now it is even 
beyond the periphery.

Q. Do you think that the nation should have a culture 
policy?
No. We are not France where everyone speaks French, or 
Germany where they speak German, this is two Europes 
put together with so many sub-cultures and languages 
put together. So there cannot be one cultural policy but 
directives can be there. Certain things have to be added 
to the curriculum, local and national. And a policy for the 
media, like we have Corporate Social Responsibility, they 
must be applicable to media houses as well. They are also 
corporates and they are earning huge, obscene amounts 
from the society, but what are they giving back?

Q. Please comment on the contemporary Indian art and 
culture scene. Where do you see the Indian Classical 
Dance scene a decade from now?
One aspect is volume, the other is quality and then also the 
traditions. There is no doubt that quantity has increased 
multi-fold, I do not want to talk about the quality, because 
I cannot be judgemental. The trend increasingly now 
is fusion. Fusion in many different ways, fusion where 
different classical styles are put together, fusion with Sufi 
music, fusion with folk music, fusion with “contemporary 
dance”, fusion with folk dance, fusion with modern dance-
all kinds of fusion are happening. Which is fine, but the 
final word is Time; what has value and beauty will stay, 
other things will automatically go out of focus.

Q. What are the two things you like to indulge in other 
than dancing?
Laughter and jokes; and reading. I’m choosy about the 
reading I do now- some philosophy, some poetry, history, 
some Darshana (aggregate of philosophy, art and culture). 
Of late I haven’t read novels, but I don’t miss them. My 
own life is like a novel.

Q. What is the one thing that you would like to tell/teach 
young artists or dancers?
The new generation is already so full of itself, they are 
super confident about what they want, and what they do, 
and how they are doing it. So apart from my own students, 
I don’t give advice. I just say, “Do what you do, with your 
heart, love and commitment.”

(Dr Sonal Mansingh in conversation with Dr Mangalam 
Swaminathan and Ms Kritka Mudgal)

DIScOvERING ART



9January-February 2017

GuEST ARTIclE

Baluchari Saris: understanding 
Revival Trajectory in 
contemporary Time
Suruchi Khubchandani

TThe rich tradition of the Baluchari sari dates back to 18th 
century Bengal and has undergone multiple transitions 
due to socio-economic conditions. The narrative is 
enduring amid change of geography and one which raises 
questions of belonging as well as those of the relevance of 
the unique patterns and motifs. The story of the Baluchari 
is exceptional because of the mystery that shrouds many of 
its details.

Baluchari Saris are widely known for their depictions of 
Indo-European social and courtly life in Murshidabad, 
where it developed a recognizable visual-material language. 
The geographical indication (GI) for Baluchari has been 
registered in Bengal in 2009 as it was traditionally woven 
there over 200 years back. The word Baluchari itself derives 
its name from the town of Baluchar in the Murshidabad 
region of Bengal. Local lore situates it as a textile form rising 
from the sandbanks of Ganga (Balu means sand and Chari 
means banks in Bengali). It is believed that Baluchar was 
destroyed by floods and thus does not exist today. However, 
many of the weavers may have re-located to nearby 
Bishnupur. Today, it is Bishnupur where distant forms of 
the Baluchari Sari are produced, deriving inspiration from 
historical renditions and traditional visual language.

Craft-revival efforts began post-1950s during Indira 
Gandhi’s regime with Kamaladevi Chattopadhyay and 
Jasleen Dhamija establishing Benaras as a hub for research 
and regeneration of India’s craft-based industries. When 
Chattopadhyay visited Bishupur in the 1950s to revive the 
Baluchari sari, each sari’s cost was calculated at INR 10, 
000, a huge sum back then.  However, the Baluchari revival 
initiative finally gathered momentum in Benaras due to 
the thriving entrepreneurial character of weavers and the 
ease of logistics. Renowned naqshaband, Ali Hasan, also 
known as Kalu Hafiz became the driver behind this effort 
and his family carries on this proud legacy till date. Within 
the story of revival of weaving Baluchari in 1950s is also 
enmeshed the simultaneous journey of the modest yet 
dynamic mechanism of jala loom, beautifully emulated by 

Kalu Hafiz. His great grandson Naseem Ahmad, a National 
Award winner also uses the same jalas to weave complex 
Baluchari sarees and panels as it was once done.

Most of the Baluchari saris of West Bengal and Benares, 
have rich borders and pallavs which depict both modern 
and mythological scenes, are today woven on jacquard 
looms.

Historically, the Baluchari saris were woven using the 
jala tradition and its origins are usually traced to the mid-

Baluchari Motif Detail 1
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18th century. Documentation of the form usually refers to 
Dubraj Das the last known weaver, who died in the early 

1900s. His work was beautifully handwoven and at times 
depicted the social activities of that era. Many of his works 
can be still seen at various museums around the country. 
It is said that, with him, the brilliant technique of weaving 
also died.

During the 1950s, the jala technique was the only 
technique known to the weavers in Benares. Ali Hasan and 
his son Jafar Ali (Naseen Ahmed’s grandfather), dexterous 
pattern makers and weavers who specialized in weaving 
Benarsi brocades. Ali Hasan meticulously studied the 
Baluchari weaves from private collections; their weave, 
the yarn, colours, patterns, motifs as well as the differences 
and similarities between the Baluchari and the Benares 
saris. The jala mechanism assisted them to create detailed 
patterns and motifs which subsequently successfully 
revived the magic of historical samples. Their weaves won 
them deep appreciation and in 1965, Ali Hasan received a 
National Award for an exceptional Baluchari sari and the 
Padma Shri in 1974.

In the past decade, craft and textile organizations have 
been scrupulously trying to catalyze efforts to understand 
and refine skills and traditions of the Baluchari artisans 
in order to impact livelihoods, craft revival initiatives as 

well as documentation and study on the topic. The Tapi 
Collection, based in Surat has one of the most extensive 
collections of Baluchari in India. Using its collection as a 
base, it was able to supplement the dearth of knowledge 
on the subject and come out with a comprehensive 
research document in 2014.  Two years later, The Weavers 
Studio Resource Centre (WSRC) in Kolkata, supported 
by the MSME and West Bengal Textile Department are 
organizing efforts to re-strengthen the Baluchari Cluster of 
West Bengal in Bishnupur. This is through revival, reform 
and restructuring of the traditional designs to increase the 
earnings of the weavers as well as trying to create exclusive 
brands for these products in the domestic and international 
markets. Ruby Pal Chowdhury, one of India’s leading 
experts on craft revival recently expressed her concern in 
a National Seminar on Baluchari in Kolkata about calling 
the designs produced in Bishnupur today as Baluchari. 
This tradition is passed orally from generation to generation 
and she believes may have experienced a ‘loss of reference’ 
when the weavers moved from Baluchar to Bishnupur. 
She shared that generations picked up local references 
and familiar contexts from mythological narratives such as 
the Mahabharata, Ramayana and Shakuntala and these 
designs and figures got absorbed in the new Bishnupur 
vocabulary which are still referenced in the textiles we see 
today. Since the GI belongs to the longitudes and latitudes 
around the Bishnupur and Bankura region, many sub-
standard derivates of this type of sari are in danger of being 
included under the banner of ‘Baluchari products’ without 
the necessary quality checks.

Revival efforts to restore the original aesthetics of the 
Baluchari in this particular context would require 
organization and execution at various levels.  A sustainable 
model must be developed that comprehensively creates 
front and back linkages addressing capacity building and 
design development for the artisans, so as to implement 
contemporary designs, while maintaining the traditional 
aesthetic of the product. The development of a rural-
urban business network is also necessary to create market 
linkages. There is a movement towards artisan-designer 
collaborations and design led interventions which are 
revitalizing the traditional ecosystem. A Baluchari 
revival and skill development project is being initiated 
in Bishnupur by The Weavers Studio Resource Centre 
(WSRC), Kolkata for a series of technical and creative 
collaborations with master-weavers in Bishupur to bring 
back original designs and technique from the Baluchari 
tradition. WSRC is taking technical assistance from the 
Benares-based Baluchari weavers and design guidance 
from leading fashion designers with the drive to create a 
sustainable business model. This is a way we can define 
new aesthetics, integrating disciplines such as fashion, 

Baluchari Motif Detail 2
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design and craft and it is the ideal way to foster ‘Craft 
in India’ through quality innovation and adding creative 
value to the contemporary design market through 
indigenous craft.

Pallav of Baluchari Sari, Late 18th-19th C

All Images Courtesy of the Weavers Studio Resource Centre.

Chitra Balasubramaniam, Recreating the age-old Baluchari magic, The Hindu, Sunday Magazine, January 15, 2012

Baluchari Sari Detail of Baluchari Sari, Late 18th-19th C

(Suruchi Khubchandani is a Culture Fellow at YES 
Institute, practicing think-tank of YES BANK. YES 
Culture, a division of YES Institute has initiated 
‘Craft in India’ series to support the crafts industry.)
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“I had the privilege of attending the Foundation Day Ceremony 
of this prestigious organisation on 19 November 1985 which 
was established in the memory of Smt. Indira Gandhi as an 
autonomous national organisation with a broad vision…

We are meeting at a time when the international system crafted 
after World War II is eroding and there is an atmosphere of 
uncertainty, doubt and instability.  Recent events like Brexit, 
the presidential elections in the United States, developments 
in Turkey and Ukraine, and not to speak of happenings 
in West Asia and in our neighbourhood in Pakistan and 
Afghanistan reveal the inadequacies of the present national 
and international systems.  In fact, geo-politics, nationalism 
and religion inspired movements and conflicts call for a new 
approach.  It is, therefore, natural to seek answer in the realms 
of culture and forces of peace and harmony in our midst.

What is culture?
As expressed through language and art, philosophy and 
religion, education and science, films and newspapers, radio 
and television, social habits and customs, political institutions 
and economic organizations, culture heightens the skills of an 
individual and a society in its totality in all walks of life because 
it is by culture that a man or a society gets an insight into the 
whole.  Culture includes not only art, music, dance, and 
drama, but a whole way of life.  In fact, culture is ‘sanskriti’, or 
a process of refinement.  It is in this broader sense that culture 
has to be viewed.

We often use civilization and culture in an interchangeable 
manner.  But there is a vital difference between the two.  
Civilization is much bigger and may contain in its fold several 
cultural expressions and values.

Culture and civilization have, however, a close relationship.  
Civilizations are actually large cultural spheres containing 
many nations.  In short, civilization in which someone lives 
is that person’s broadest cultural identity.  Like all human 
creations, civilizations also experience cycles of birth, life, 
decline and death but the basic tenets of culture are somewhat 
indestructible.

 

What is peace?
Peace is not simply the absence of war or cessation of conflicts 
among nation-states.  Peace is an essential quality that should 
characterize human activities as the world faces several issues: 
political, religious, economic and cultural.  Peace can be 
secured firmly only in a wider environment where injustice, 
inequality and exploitation are tackled effectively and there is 
freedom of expression and dignity of human life.

To my mind the future of peace and harmony in the 21st century 
would be directly linked to issues concerning (i) poverty and 
increasing inequality; (ii) ecology, global warming and climate 
change; (iii) nuclear weapons, emerging technology of warfare 
and continuing arms race among nation-states; (iv) geopolitics 
and nationalism; and (v) religious extremism.

Culture, Peace and Contrasting Civilizational 
Experiences
The history of civilisation is characterised by opposite 
sensibilities.

In the Western civilisation, the Renaissance movement that 
began from Florence (in Italy) in the 14th century built a 
cultural bridge between the Middle Ages and modern era 
in Europe by the 17th century.  It was a cultural movement 
that went on to reshape European intellectual life covering 
literature, philosophy, art, music, politics, science, religion 
and almost every other aspect of human creativity.

In Indian civilisation, the Bhakti movement in India that lasted 
for more than 1000 years starting from the 6th century to 16th 
-17th centuries was pan-Indian in character and encompassed 
in its fold a large number of people.  It was a music and song 
driven movement.  It successfully challenged age-old prejudices 
of caste and creed, religious practices and discriminations.  
The movement commenced in the South in Tamil language 
by the Vaishnavayi saints called Alvars.  It spread to the north 
and thanks to the genius of Ramanand it produced some of 
the finest poets and thinkers particularly Kabir and Tulsidas.  
It moved further in all directions – Maharashtra and Gujarat 
in the west, Punjab in the centre, Bengal, Bihar and Orissa 
in the east, and in Assam and Manipur in the north-east 

culture and Peace: 
The Bahudha Approach
Shri B. P. Singh delivered the Foundation Day Lecture on “Culture and Peace” 
on 19 November, 2016. Below are extracts from his speech. A full transcript of 
the speech is to be published as a booklet by IGNCA shortly and will be made 
available at the Svasti souvenir shop at IGNCA
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and beyond.  Vidyapati of Bihar, Chaitanya Mahaprabhu of 
Bengal, Jayadeva of Orissa, and Srimanta Sankardev of Assam, 
composed and popularised music, bhajans, and kirtans in 
different languages to give new meaning to life and building 
peace and harmony processes in their areas of influence.

The Bhakti movement also encountered and shaped dialogue 
between Hindus and Muslims.  It contributed immensely 
in the making of Sikhism with Guru Nanak Dev as the 
pathfinder and Sufism in Islam that took roots in different parts 
of India and also had links with Iran.  The Bhakti movement 
challenged age-old prejudices, brought women in the forefront 
and the gods and goddesses acquired new meaning in a 
hierarchical society based on the age-old varna system which 
had degenerated in a rigid caste system.  The satsang, temples, 
and namghars became centres that witnessed gathering of 
devotees and activists, scholars and singers.  In the process it 
created social awakening, integrated people and made culture 
a force of justice, unity and change.

For the first time since the World War II, nationalism is 
in currency.  Populism and attacks on reasoned debate 
characterise many societies.  Ethnicity, religion and racial 
slogans are getting prominence in place of objective dialogue.

Rapid technology shift has taken villagers to distant land, to 
new environments and have got them dislocated.  Several 
democracies have been skewed and unresponsive.  People 
everywhere are concerned about employment, dignity and 
sustainability of their traditions and culture.  The elite who 
control the apparatus of the nation-states are unresponsive 
although they profess liberal democracy.

All these unprecedented challenges call for a new, bold and 
imaginative statecraft from world leaders.  The moot question 
is ‘how should we live?’ How do we devise new ways to respond 
to this challenge to stem the tide of distrust and a feeling of 
unwanted?   How do we control human nature that involves 
violent conflict and threatens peace?  How do we subordinate 
sectarian and ethnic loyalties to work for harmony among 
people?  How can love and compassion be made to prevail 
over oppression and exploitation?  How do we get engaged in a 
dialogue on a constant basis?  I have propounded the Bahudha 
approach in this behalf.   I take this opportunity to share this 
concept with you.

The Bahudha Approach
I would like to call the approach I am suggesting Bahudhā.  
This comes from my personal attachment to an attitude that 
has greatly contributed to the enrichment of harmonious life in 
India: ‘respect for another person’s view of truth with hope and 
belief that he or she may be right’. This is best expressed in the 
Rig vedic hymn that enjoined more than three millennia ago.

Ekam Sad Vipra Bahudha  Vadanti
The Real is one, the learned speak of it variously
Pluralism is the closest equivalent of Bahudha in English.  
But Bahudha denotes much more than pluralism as dharma 
conveys more than religion.

The Bahudh approach recognizes that there is a distinction 
between plural societies and pluralism. Pluralism is an 
inevitable ingredient of democratic societies. The role of 
religion, language, and ethnicity is very significant in plural 
societies. Pluralism in this context is an imperative for both 
developed and developing societies.

Pluralist societies are necessarily multi-ethnic, multi-religious, 
and multilingual societies. In such societies, there are 
various boundaries: racial, linguistic, religious, and at times 
even ideological. The Bahudh approach does not believe in 
annexation or transgression of boundaries or assimilation of 
identities and propagation of a simplistic world view. It merely 
facilitates dialogue and thereby promotes understanding of 
the collective good. The realization of one’s own identity may 
sustain boundaries and yet, at the same time, understanding 
of other identities may help formulate a public policy of 
harmony. The Bahudhā approach is conscious of the fact that 
societies without boundaries are not possible.

The culture of Bahudha is deeply rooted in the inculcation 
of a special attitude from an early age.  Dialogue requires a 
state of mind where one can strongly believe in one’s own 
way of looking at issues while simultaneously accommodating 
another’s point of view. It is this mental discipline that makes 
one willing to consider the validity of other person’s view point.

In short, the Bahudha approach is both a celebration of diversity 
and an attitude of mind that respects another person’s point of 
view. Democracy and dialogue are central to this approach.

The Bahudha approach could be secured particularly through 
(i) religious harmony; (ii) educational programming; (iii) 
strengthening of international political architecture: the 
United Nations; and (iv) the use of military power in terms of 
the UN Charter.

The Bahudha approach calls for celebration of diversity.  It 
however advocates dialogue among cultures.  The Bahudha 
approach, therefore, needs to be adopted.  I strongly feel that 
strengthening of open societies where dialogue has primacy 
and where the spirit of understanding another’s point of view 
is cultivated leads to a better world.  Fundamentalism or 
that a particular view of the world must prevail is the worst 
of all values and must be discarded.  Let enlightened cultural 
values address both the atrocities of the present including 
deradicalisation of society and politics and fears of the future.  
The need is to resolve adherence to the rule of law and that as 
a people we will not allow our respective faiths and cultural 
beliefs to be used as instruments of violence.

(About the Speaker: Shri B. P. Singh is a distinguished scholar, 
thinker and public servant. Former Governor of Sikkim, he is 
an intellectual with avid interest in academics, and has held 
a variety of honorary academic and governmental assignments. 
He is the well-known author of The Bahudha approach, which 
outlines the path towards a harmonious world as against the 
clash of civilizations.)
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Shri Vikku Vinaykaram at the 
Centenary Celebrations of Bharat 
Ratna M S Subbulakshmi

Students after walk-through and 
interactive session at the Sarangbang 
exhibition displayed at the Exhibition 
Hall, Mansingh Road

Dignitaries and IGNCA members at the 
inauguration of the Sarangbang: The Room for 
Leisurely Life, an exhibition in collaboration 
with the Korean Cultural Centre

Shri B.P. Singh delivering a lecture on 
“Culture and Peace”

Release of IGNCA Film DVD Leela in Kheriya

Ms Veena Joshi, Former Joint Secretary, 
IGNCA addresses the audience at her 
farewell in December.

Members of the IGNCA family read 
Vihangama after its relaunch in November

Carnatic Music Concert by Shri Abhishek 
Raghuram as part of the Foundation Day 
Celebrations on November 19, 2016

Ms Ranjini and Ms Gayatri’s Carnatic Vocal 
Concert at the Centenary Celebratiosn of M S 
Subbulakshmi

EVENTS       AT  IGNCA
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Shri ILa Ganesan at the opening of 
programme marking the Birth Centenary of 
Bharat Ratna Dr M. S. Subbulakshmi

Shri T. K. Murthy at a lecture-
demonstration as part of the Birth 
Centenary Commemoration of Dr 
M. S. Subbulakshmi

Dr Padma Subrahmanyam’s performance 
dedicated to Acarya Abhinavgupta Abhinavgupta 
Acarya Namah: A Nrtta Samparna

Performance of the Balinese Ramayana by 
Indonesian Group Saraswati Sadhana

Hindustani Vocal Classical Music Concert 
by Shri Jayteerth Mevundi as part of the 
third Sanskriti Samvad Shrinkhla

Shri Rajiv Malhotra delivering a 
lecture on Swadeshi Indology at the 
IGNCA Foundation Day Celebrations

Chief Curator of Pastoralist Exhibition 
Living Lightly, Ms Sushma Iyengar during a 
curatorial walk

School students at the Raja Deen Dayal Gallery, 
Mansingh Road, IGNCA

Scholars during a discussion at the 
International Seminar on Acarya 
Abhinavgupta
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IGNcA to initiate 
course on cultural 
Informatics with AIcTE

NNew Delhi – IGNCA signed 
an MoU with the All India 
Council of Technical Education 
(AICTE),  a Statutory Body of 
Ministry of Human Resource 
Development, Government of 
India, on 10 November 2016 
for conducting a unique course 
on Cultural Informatics- the 
first course of its kind in India. 
IGNCA had recognized the 
capabilities of digital media long 
ago and established the Cultural 
Informatics Laboratory in 1994.  
The laboratory undertakes projects 
to develop content exploration 
systems on themes related to Indian 
Arts to intensify Cultural Learning 
and visualisation. Multimedia 
projects on “Tanjavur Brihadisvara 
Temple” and “Gita Govinda” 
reflect IGNCA’s vision to present 
the Indian Arts in its totality as 
well as on the platform suitable to 
attract the young generation.

The course will be conducted under the scheme titled “National Skill Qualification Framework (NSQF)” of the AICTE 
which intends to provide competency based employability enhancement skills and education. Through this course an 
attempt will be made to attract our young generation towards India’s traditional systems of knowledge. 

Dr. Sachchidanand Joshi, Member Secretary, IGNCA highlighting the importance of this event said “The categorization 
and compartmentalization of higher education has  spoiled the holistic and broad vision of young and talented students. 
Through this initiative we will be able to connect some of the missing links, which may lead to revolutionise higher 
education in India. This is a giant leap in the higher education and people may realise this at a later date.”

Prof. Anil D. Sahashrabudhe, Chairman, AICTE said, “Today is a historic day when two apex institutions, one in the 
field of Indian art and cultural studies and another in the area of technology education, including management, hotel 
management, architecture and applied arts and crafts, signed an agreement to impart competency based training and 
education”.

The course will be started from July 2017 session. A presentation made on the structure of the course by Prof. Om Vikas is 
available at the IGNCA website (www.ignca.gov.in) for further details

An MoU was signed between Prof. Anil D. Sahashrabudhe, Chairman, AICTE and 
Dr Sachchidanand Joshi, Member Secretary, IGNCA for a course on Cultural Informatics, 
on 05 December, 2016.
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An Overview of Bhand 
Pather: The folk Theatre 
of Kashmir
Dr. Sushma Jatoo is a Senior Research Associate in the Kalakosa division of 
the IGNCA. She has keen interest in the studies of Indian art, culture, literary 
traditions and philosophy. She is looking after several important projects of 
the centre, especially on Indian Musicology and Indian Architecture, etc. 
She has presented some interesting and intriguing research papers in various 
national and international conferences and has contributed several articles 
and books on above mentioned themes of Indology. She is a member of 
several executive committees of IGNCA and other organisations

BBhand Pather is an 
age-old traditional folk 
theatre-form of Kashmir. 
Its origins may be traced 
back to the Sanskrit 
Bhana, which is one 
among the ten varieties 
of drama mentioned in 
the Natyashastra. Some scholars believe that the Bhand 
Pather has its origin in the ‘Bhand Natyam’ mentioned 
by Acharya Abhinavagupta in his Abhinavabharati 
(celebrated commentary of the Natyashastra). The famous 
regional Purana of Kashmir i.e., the Nilamata Purana and 
the much acclaimed historiographies of Kashmir written 
successively by Kalhana, Jonaraja, Shrivara etc. have given 
the references of this art-form being celebrated on special 
occasions, festivals and rituals. Kshemendra, the twelfth 
century polymath of Kashmir has also mentioned this 
theatre form in his writings. ‘Bhand’ may be etymologized 
from the Sanskrit Bhana (a variety of drama) and ‘Pather’ 
from Patra (Character). A set of scholars hold ‘Bhand’ to be 
a derivative of Bhakta (devotee), who used to perform in 
shrines in front of the deities. They substantiate their claim 
by the fact that even today; the actors of the Bhand Pather 
are called Bhagat or Bhakta.

The Bhand Pather is generally performed in open spaces 
and the performance begins with the beating of a big 
drum (Nagara) by a character called ‘Karidar’; the sound 
signifying the commencement of the Pather. The public 
at large forms a huge circle around him, wherein the 
‘Surnai-vadak’ (a wind instrument player) and ‘Dhol-vadak’ 
(percussion player) enter. The musicians fall in a line on 
one side of the circle and amidst the sound of their music, 
the stage is set for the performance.

Magun (probably from Sanskrit Mahaguni) is the first actor 
to enter the stage. Magun is a man with multiple talents 
and is a gifted actor, a skilled dancer, a deft acrobat and 
an accomplished musician, all at the same time. He is also 
responsible not only for providing direction to the Pathers 
to be played, but also for ensuring smooth transition of this 
art-form to the next generation. A small wooden axe in his 
hand and a whip tied to his waist lends him a distinct and 
unmistakable identity. Amidst the boisterous beating of the 
drums, enter two or three Maskharas (comedians) behind 
Magun and, the entire troupe pays their obeisance to the 
stage, quite in accordance with the prescriptions of the 
Purvaranga of the Natyashastra. Thus the performance of 
the Pather begins.

Artists getting ready 

Bhands performing Gosain Pather

Bhand Musicians
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Bhand Pather, the traditional folk theatre of Kashmir 
is quite simplistic in nature. Interestingly, there is no 
pre-determined script, since it belongs to Guru-shishya 
parampara (master - disciple tradition); an oral convention, 
handed down from one generation to the other. Also, the 
acts often are independent of any prescribed costumes and 
make-up. The Bhand actors skilfully weave and infuse 
contemporary social, political, religious and other issues 
into the prevalent stories of the plays from the repertoire 
in such a manner that every performance has something 
fresh to offer to the audience. Although the themes are 
old, the performance is always new as it manifests itself in 
a new space and time. The creativity of the actors lies in 
their improvisations. Normally gents role play the female 
characters. Masks are also used sometimes to emphasize 
the character and to successfully communicate its role to 
the audience

As such, stage, props and green rooms become redundant 
as fields, courtyards, or the shade of the Chinar trees or 
the courtyards of the sacred spaces, offer an ideal location 
for instant entertainment. The humour is rustic, costumes 
curious and makeup garish, and with the help of satire-
tinged humour and puns; the audience are awakened to 
the ironies and hypocrisies of a decadent social system. 
While the other major performative traditions of India 
derive the themes from epics and Puranas, the Bhands 
are independent of this phenomenon and draw largely 
from local and current topics and themes. Some popular 
performances from the repertoire of the Bhand Pather are: 

Darz Pather, Vattal Pather, Gosain Pather, Raz Pather, Batt 
Pather, Angrez Pather, Shikargah Pather and Bakarwal 
Pather, to name a few.

Normally the language of the performance is Kashmiri, but 
in order to make the theme at hand, interesting, gripping 
and hilarious and to highlight some peculiarity, actors take 
resort to other languages, such as, Gujjari, Dogri, Hindi, 
Urdu, Punjabi, Persian and English; sometimes directly 
and sometimes in a distorted manner to incite laughter. 
Though rustic in nature and presentation, the vocabulary 
of Bhand Pather is elevated to higher grounds with 
intermittent allusions to the Vakhs and Shruks of several 
great medieval mystics of Kashmir, such as Lal Ded, Nund 
Rishi etc. It also capitalizes on the compositions of the 
contemporary Kashmiri poets. It has evolved as a blend of 
various art forms such as dance, drama, mime, puppetry 
and music; giving rise to a complete theatre. Towards the 
conclusion of the Bhand Pather (performance) all the 
Bhand actors fall in a line with Magun at the centre and 
together they recite Dua-i-khair (benediction), much in 
conformity with the Bharatavakya of the Sanskrit theatre, 
as prescribed in the Natyashastra.

Once regarded as an accomplished art-form and artistic 
tradition, handed down from one generation to the other; 
the Bhand Pather is facing an existential crisis today. Most 
of the skilled Bhand performers have grown old and are 
struggling for their survival; while the youngsters are not 
much interested in either learning this art-form or taking it 
forward. The senior artistes are compelled to take resort to 
alternative occupations to earn their livelihood.

A handful of scholars and theatre personalities such as 
Late Mohammad Subhan Bhagat, Late Radha Krishna 
Braroo, Moti Lal Kemmu, Farooq Fayaz, M. K. Raina and 
Manzoor Ahmad Mir etc., have been trying their bit in their 
individual capacity, to preserve and conserve this traditional 
theatre form of Kashmir. Moti Lal Kemmu has published a 
scholarly work titled ‘Bhand Natyam’ in Kashmiri in 2001. 
Two chapters of this book have been translated into Hindi 
by Dr. Shashi Shekhar Toshkhani and Dr. Gauri Shankar 
Raina. Claire Pamment has accepted the presence of this 
art-form and its performers in contemporary India and 
Pakistan. She states, “Bhands are wandering comedians, 
widely dispersed in Pakistan and North India.” She also 
notices the striking similarities between the Sanksrit Bhana 
and Kashmiri Bhand as well as with the actors of Bhand 
with Sanskrit Vita, who is “a crook, brave, alone and makes 
people laugh through his mimicry of classes and masses 
of the society” (Submitted for the award of Ph.D. Degree 
to Royal Central School of Speech and Drama, University 
of London, June 2013, available on the Internet). Jisha 
Menon talks about the establishment of Bhagat Theatre in 
Akingam, Anantnag district by Mohammad Subhan Bhagat 

SchOlAR AT IGNcA

Shikargah Pather

Scene from Badshah Pather
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in 1961, which was later patronized by M. L. Kemmu. 
She further discusses the present political scenario and the 
status of Bhand performers in her interesting book titled 
‘The Performance of Nationalism: India, Pakistan, and the 
Memory of Partition’ (Cambridge University Press, 2013). 
Also, some scholars and columnists continue writing on 
this art-form thus keeping it alive in the collective memory 
of humankind.

The Indira Gandhi National Centre for the Arts (IGNCA), 
an autonomous trust under the Ministry of Culture, 
Government of India provided an opportunity to scholars 
and performing artistes and a huge cross-section of Delhi 
audiences to experience the academic, historical and 
cultural perspectives of this rare art-form by organizing 
a three-day festival titled ‘Revisiting Bhand Pather: folk 
theatre of Kashmir’ under its ‘Shastra and Prayoga’ 
programme in the year 2013 at IGNCA. The shastra 
or theoretical concepts are never bereft of the prayoga 
or applicational or practical aspects and the Indian 
tradition holds these aspects as twin and complementary; 
much like the branches of a single unified living tree of 
Indian Culture. The IGNCA aims at highlighting this 
interrelatedness of the concepts of theory and practice 
through its aforementioned programme by organizing 
performances, documentations, demonstrations, films, 
lectures and exhibitions etc., based on its publication 
series from time-to-time. During the aforesaid festival, 
live performances of three Bhand Pathers (plays) namely, 
Gosain Pather, Shikargah Pather and Badshah Pather were 
held. The Pathers (plays) were performed by traditional 

artists, who hail from the famous conventional Bhand 
village Akingam of Kashmir and have inherited this art-
form and mastered its nuances through the oral instruction. 
The Pathers (plays) were directed by Mr. M. K. Raina.  As 
a part of the festival, a panel discussion complementing 
the performances was also held wherein eminent scholars 
from the field talked about various aspects of Bhand 
Pather. During the discussions, Prof. Kamalesh Dutta 
Tripathi, Professor Emeritus, Banaras Hindu University 
and Advisor, IGNCA-Eastern Regional Centre, Varanasi 
highlighted the possible origins of this art-form from the 
Sanskrit Natyashastra and noted its equivalent presence 
in almost whole of North India in the forms of Maskhara, 
Bhand, Naqqals, and other jesters. Prof. Farooq Fayaz of 
Kashmir University outlined the folk influences on the 
Bhand Pather and talked about its historical perspectives 
and political background in the light of its diminishing 
existence in the present day Kashmir. Prof. Triloki Nath 
Ganjoo, renowned scholar of Sanskrit studies and Sharada 
script, threw light on the socio-cultural aspect of Bhand 
Pather. An illustrated monograph edited by the author of 
this paper and Dr. Sudhir Lall of IGNCA, based on this 
festival has been published by IGNCA along with a DVD 
for the posterity and future researches in the field. Such 
academic activities are essential to encourage the artistes 
on the one hand and the scholars on the other, to take this 
folk theatre-form ahead. These will necessarily bridge the 
gap for the present generation towards understanding and 
appreciating this folk theatre-form of Kashmir.

(Photo credits: Mr. Karan Zadoo)

SchOlAR AT IGNcA

Dua-i-khair (benedictions)
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ThE REcOvERY PROJEcT– cultural 
memory and Dance Practice in Sadir 
(Bharatanatyam) with excerpts from 
“fROM ThE ATTIc”
A senior disciple of Guru Kalaimamani K. J. Sarasa and 
later trained under the Thiruvazaputhur Kalyani Grand 
daughters, Swarnamalya has over the years performed both 
as a soloist as well as choreographed and staged many group 
productions in Chennai and outside. She holds a Ph.D. in 
Dance history from the University of Madras. She is the 
Director of Ranga Mandira School of Performing Arts and 
Ranga Mandira Academy of World Dance/ Performance 
and Indic Studies. Recently, she delivered a lecture on Sadir 
at IGNCA, following is an expert.

“The journey of my dancing career is strongly punctuated 
by two processes. One is the learning I have had from the 
age of three under the doyens of Bharatanatyam from the 
hereditary community (commonly known as Devadasis 
and Nattuvanars of the Isai Vellalar community). The 
other is my research in dance history and anthropology that 
has shaped my understanding and practice. My doctoral 
research was to reconstruct and effectively bring to practice 
the lost dance forms of the Nayak period (16th- 18th 
centuries) that were prevalent in the Tamil country. I chose 
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this period because, it is this immediate medieval past, 
that we as a nation have access to, in terms of memories, 
documentation and evidence. So this medieval India and 
its art is a reality for us, in a way that ancient India and 
art can really never be. Therefore seeing the continuity 
of Bharatanatyam during this medieval period was of the 
greatest interest and importance to me.

The multicultural 
influence on 
Sadir, its context 
and repertoire 
is undeniable. 
In the quotidian 
repertoire of the 
Devadasis, there 
is the Sabdam, 
which is an 
enunciation of 
lyrical content, 
usually eulogizing 
the patron or deity. 
In medieval times 
though, they 
had included an 
element symbolic 
of the influence 
of Mughal as well 

as various Islamic rule. The introduction of “Salamu” is 
a verbal and gestural inclusion of the Mughal “salam” in 
the sabdam. I chose to present an excerpt of a “Salamu 
Sabdam” on King Sarfoji, the Maratha ruler of the Tanjore 
line. This sabdam was recovered textually and musically 
from a manuscript from the Saraswati Mahal library, and 
the dance was recovered using the kinesthetic experience 
of learning other salamu daru-s from my Devadasi teachers, 
in Kumbhakonam.

I then took the audience back to the Nayak period to briefly 
demonstrate “Perani”. This was to showcase the exemplary 
artistry and prowess in poetry and music that informed 
the Nayak era, thus firmly establishing my view that it is 
this phenomenal artistry that forms the basis of modern 
Karnatic music and Bharatanatyam.

Bhagyarati was the name of the court dancer who was an 
expert in performing Perani. This dance has five unique 
sections. It begins with Vikata where a jester called 
Attabodaka (with a shaven head and tuft) will entertain the 
audience in colloquial language, the next segment is called 
Kaivara where the Sabhapathi/ Lord is eulogized. I had 
recovered a kaivara prabhandam composition that is 450 
years old composed by Venkatamakhi. The next section 
is called Gharghara where the dancer and the mridangist 
(percussionist) have an extempore exposition, next comes 

Nrtta or a dance segment and the fifth segment is Gita. 
For Gita we worked on a literary puzzle from a Nayak 
period Kavya titled “Raghunathabhyutayamu” (written 
by Vijayaraghava Nayaka). Poetesses Ramabhadramba 
and Madhuravani are quizzed with the last line of the 
poem, to which they add the first three lines in Telugu, 
Sanskrit, Prakrit and Sourashtra! This literary exercises are 
called samasya-puranam-s. Set is ragas that are expounded 
in Venkatamakhi’s Chaturdandi Prakashika, again a 
wonderfully edited text by R. Satyanarayana and published 
by IGNCA, Perani, its raga and tala exposition, along 
with the dance recovery using works like Nrttaratnavali, 
Nartana Nirnaya, Sangita Muktavali etc is an example of 
how lakshana integrates the comprehensive understanding 
of lakshya. The lakshya, or practice in my reconstructions 
in not the practice of Bharatanatyam as it is known and 
understood in the modern context, but Sadir, the subaltern 
form which is highly musical and vital in nature.

The lecture ended with the demonstration of a folklore 
composition from the “Marungapuri tradition”. This 
recovered composition helps firmly place the argument 
that lines between what we today consider as folk and 
classical are in fact blur in history. It is therefore most 
important to reestablish cultural connectedness. These 
precious recoveries under our recovery project, along 
with my own discoveries and reconstructions allow me to 
comprehensively conclude that unlike Bharatanatyam, 
Sadir is not a normative dance whose movements, histories 
and practice are born out of a process of selection and 
exclusion. It is neither the elusive distant past from an era 
so far away. It is not a monochromatic high art, but is a 
lived reality of my immediate cultural memory.  It is filled 
with voices and bodies of people whose identities merge 
with each performance. It is so rich in content, music and 
movement that it is high in artistry, and yet accessible.

It is this very reason why Sadir known today as Bharatnatyam 
is in fact vitality. It is life itself, very inclusive and all 
encompassing.
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T

fefFkykHkk”kk jkek;.k%
,d lkfgfR;d ifjp;
Mk- dqekj lat; >k

19oha lnh ds e/; esa fefFkyk] tks viuh lkaLd`frd ,oa 
ckSf)d foy{k.krk ds fy, lfn;ksa ls tkuh tkrh gS] bl 
Hkwfe esa vkSj eSfFkyh Hkk"kk esa fefFkykHkk"kk jkek;.k dh jpuk 
doh'oj pank >k }kjk 1891 bZñ esa gqbZA gkykafd muls iwoZ 
1800 bZñ esa f'konÙk d`r lhrklEHkj ¼62 i|½ ,oa 1825 
bZñ esa y{ehukFk xksalkbZ us ^jkexhrkoyh* esa jke dFkk dk 
çcU/kkRed o.kZu çLrqr fd;kA

vkfndfo okfYedh ds fpUru ,oa l`tu ds :i esa jkek;.k 
dk fu".kkr gekjs lkeus eq[kfjr gksrk gS] ftlls ful`r 
gks dj bl ifrr&ikouh dFkklfjr esa lgL=ksa o"kksaZ ls 
Hkkjr ,oa vusdkusd ns'kksa ds tuekul dks foey fd;k 
gSA lkfgR;dkjksa dks bl dFkk ls çsj.kk feyrh jgh] jfldksa 
dks vuU; jlkuqHkwfr gqbZ] Hkäksa dks vykSfdd vkuUn feyk] 
'kkldksa dks 'kklu dk vkn'kZ feyk vkSj lekt dks feyk ,d 
Li`g.kh; O;oLFkk dk nhiLraHkA  jkek;.k esa tks rhu dFkk,Wa 
gSa muds uk;d] Øe'k jke] jko.k vkSj guqeku gSa] vkSj ;g 
rhu pfj= rhu fHkUu laL—fr;ksa ds çrhd gS] ftldk leUo; 
,oa frjks/kku] okfYedh us ,d gh dkO; esa fn[kk;k gSA Lo;a 
czãkth ds ojnku ls jkek;.k dFkk dk vfrfoLr`r çlkj 
gqavkA os dgrs gSa;

;kor~ LFkkL;fUr fxj;% lfjr'p eghrysA
rkon~ jkek;.khdFkk yksds"kq çpfj";frAA

czãkth dk vkns'k ikdj okfYedh us jkek;.k dh jpuk dh 
,oa blds çpkj ,oa çlkj gsrq dq'k&yo uked nks f"k';ksa dks 
mldk xku fl[kk;k ,oa vkns"k fn;k fd bls _f'k lektksa 
rFkk mRloksa esa xkvksA

çkphu Hkkjr ls gh jkek;.k ls lacf/kr dFkkvksa dk ladyu 
gesa ;nk&dnk feyrk jgrk gSA blesa çeq[k gS egkdfo 
dkfynkl jfpr j?kqoa'ke ftlesa Hkxoku jke ds oa'k 

dk iw.kZ :i ls fooj.k gSA laL—r ds /kkfeZd lkfgR; esa 
jke&dFkk dk :i] vis{kk—r de O;kid jgk fQj fHkZVVdkO;] 
egkohj&pfjr] mÙkj jkepfjr] çfrek ukVd] tkudhgj.k] 
dqqanekyk] vu?kZjk?ko] ckyjkek;.k] vkfn vusd dkO; bl 
ckr dk çek.k gS fd Hkkjro"kZ ds fofHkUu {ks=ksa ds dfo;ksa 
ij okfYedhjkek;.k dk fdruk xaHkahj çHkko iM+k FkkA jke 
,sls pfj= ds :i esa x<+s x;s tks czkã.k /keZ esa fo".kq ds 
vorkj] ckS}/keZ esa ckSf/klRo ,oa tSu /keZ esa vkBosa cynso 
ds :i esa  çfrf"Br gq,A Hkkjrh; lkfgR; esa jke ds çfr 
vVwV Hkfä dk HkO; çn'kZu dakthoje ds jkekuqt ls vkjaHk 
gksrk gSA muds fopkj ls le;&le; ij Hkxoku dk vorj.k 
gksrk jgrk gS] ftlesa Hkxoku jkepUæ dk vorkj lcls 
egRoiw.kZ gSA blh rjg xqtjkr ds /kqufd;s nknq us Hkh jke dks 
dsUæ esa j[k dj fgUnh esa xzaFk fy[kkA iatkc esa xq: ukud us 
xq:ok.kh esa ^ukud nqf[k;k gS lalkj] lqf[k;k ogh tks jke 
vk/kkj] dgdj jke ds çfr viuh Hkfä ,oa J)k dk çn'kZu 
fd;k gSA blesa vf/kdrj ok.kh if'peh fgUnh esa gSA ijarq 
jke&lkfgR; esa rqylhnkl d`r jkepfjrekul] tks çk;% 
lHkh fgUnqvksa ds iwtk ?kjksa esa feyrs gSa] ,d vn~Hkqr xzaFk gS 
,oa ;g iwohZ fgUnh ftls vo/kh dgrs gSa] esa fy[kk x;k gSA 
;g vR;ar gh ljy ,oa cks/kxE; gSA bl çdkj jke dh dFkk 
jkek;.k] ;jke&v;u vFkkZr jke dk i;ZVu) u jgdj iw.kZ 
jkepfjr ds :i esa fodflr gqvkA

nf{k.k Hkkjr esa egkdfo dEcu us 12oha 'krkCnh esa rfey 
jkek;.k] 12oha 'krkCnh esa rsyxq f}ikn jkek;.k 13oha&14oha 
'krkCnh esa Hkh ey;kye Hkk"kk esa jkek;.k] dUuM esa dqekj 
okYehfd us rksjkos jkek;.k] caxky esa dhfrZokl us] ds'ko 
dh jkepfUædk] ij ;g if'peh fgUnh esa] fy[kk x;kA 
egkjk"Vª esa eksjksiar us jkek;.k ls lacf/kr i| dh ,oa mfM+;k 
esa cyjkenkl us nk.Mhjkek;.k ,oa gky esa lar eqjkjhth 
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ckiw us eaxy jkek;.k dh jpuk dh A blds vykok if'pe 
ls iwoksZrj Hkkjr rd jkedFkk dks fy[kk x;kA blds lkFk 
vxj frCcr] flagy] [kksrku] fgUn&phu] ';ke] czãns'k] 
dk'kehj rFkk fgUnsf'k;k esa çpfyr jke dkO;ksa dh 
lkj.kh feyk nss rks] lpeqp gh] ;g ekuuk iM+sxk fd 
jkedFkk u dsoy Hkkjrh;] vfirq] ,f'k;kbZ laL—fr dk Hkh ,d 
egRoiw.kZ rRo cu xbZ FkhA

fefFkyk dh yksdHkk"kk esa tc jkek;.k dh jpuk gqbZ rks 
eSfFky tuekul dh çlUurk dk fBdkuk ugha jgkA ;gk¡ 
;g mYys[kuh; gS fd pank >k us bl jkek;.k esa vfHkuo 
ç;ksx fd;k gSA Hkk"kk ds BsB 'kCn eSfFkyh yksdksfä] 
okX/kkjk ls 'kksfHkr çokge; 'kSyh us bls vR;f/kd yksdfç; 
cuk fn;kA pank >k Lo;a bldk ikB djrs rFkk vakxrqdksa ls 
blds çpkj&çlkj gsrq fuosnu djrsA

pank >k us fefFkykHkk"kk jkek;.k dk eq[; vk/kkj okfYedh 
d`r v/;kRe jkek;.k gSA vusd çlax esa okfYedh jkek;.k] 
vkuan jkek;.k] guqeUukVd ,oa Jhjkepfjrekul vkfn ls 
ewy xazFkksa ls lgk;rk yh xbZ gSA ijarq lhrk&jke ds ewy 
dFkk esa  lw{e lalkj] vusd çlax tSls fefFkyk&ns'kh; 
ijaijkuqlkj miLFkkiu] tkudh pfj= dk lw{e fo'ys"k.k] 
fefFkyk o.kZu vkfn çlax bl fefFkykHkk"kk jkek;.k dh 
fo'ks"krk gSA blesa dfoRo dk peRdkj&'kCn NVk] vFkZ 
oS'k|] dkO;xr /kuqcZU/k vkfn i;kZIr :i esa gS&tks ekuk tk 
ldrk gS fd ;g dfo ds efLrLd dh mit gSA bldh ,d 
mYys[kuh; fo'ks"krk&fofo/k NUn jkx&jkxuh ,oa yksd xhrksa 
dk vf/kdkf/kd ç;ksxA ;g ikBdksa dks vuk;kl gh NUn 
'kkL=] laxhr 'kkL= ,oa yksd xhr dh f'k{kk çnku djrh gSA 
bl jkek;.k esa dfoRo ds vfrfjä fofo/k 'kkL=h; fo"k; dk 
i;kZIr foospu gS& uhfr] n'kZu] vkpkj] /keZ] Hkfä] dyk] 
iqjk.k] /kuqosZn] Nan] laxhr] lkfgR; ,oa ra= vkfn fo"k;ksa dk 
lekos'k dky ,oa ?kVuk ds vuqdwy gqvk gSA

bl jkek;.k esa dgha&dgha laLd`r dh fdy"Vrk ikBdksa  dh 
raæk dks Hkax dj ldrh gSA doh'oj pank >k us dfork] 
çcU/kdkO;] vuqokn] ukVd] ,sfrgkfld] iqjkrRofrd 
vuqla/kku fo"k;ksa dks fy[kdj O;kid çcq) psru O;fäRo 
gksus dk çek.k fn;kA budk lEidZ tktZ fxzZ;lu] uxsUæukFk 
xqIrk] 'kkjnkpj.k fe=] eñ eñ lj Mkñ xaxkukFk >k vkSj eñ 
eñ ijes'oj >k vkfn ls Fkk] ftuls lkfgfR;d vknku&çnku 
gksrs jgrs FksA

;|fi pank >k ds le; esa gh fefFkyk Hkk"kk dks eSfFkyh dguk 

çkjEHk gqvkA fefFkyk ds fo}Rtu eSfFkyh Hkk"kk dks fefFkyk 
Hkk"kk gh dgrs vk jgs FksA iafMr eqdqUn >k ^c['kh* us 
fefFkykHkk"kk esa bfrgkl] nhucU/kq >k us fefFkykHkk"kk fo|ksru 
fy[kdj ckn esa Hkh ml ijEijk dk fuokZg fd;kA dnkfpr 
;g ifjoZru rc gqvk tc egku Hkk"kk foKkuh tktZ fxz;lu] 
iafMr psrukFk >k] egkdfo ykynkl us bl Hkk"kk dks eSfFkyh 
dguk çkjaHk fd;kA doh'oj pank >k us bls ^fefFkykHkk"kk 
jkek;.k* j[kk ftldk vFkZ fefFkyk ns'kh; Hkk"kk esa jfpr 
jkek;.kA ckn esa bldk xqVdk laLdj.k 1949 bZñ esa çdkf'kr 
gqvk ftldk uke ^eSfFkyh jkek;.k* j[kk x;kA 

fefFkykHkk"kk jkek;.k dks tu&tu igq¡pkus dk iquhr dk;Z 
Mk- p.Ms'oj >k us fd;k gSA Mk- >k us pank >k ds nksgksa dks 
fofHkUu jkxksa esa c) dj bls Lojo) dj fMftVy çk:i esa 
Mh-oh-Mh- ds :i esa tu&tu ig¡qpkus dk dk;Z fd;kA Mk- >k 
us dfo ykspu] ftUgksaus ^jkx&rjax.kh* dh jpuk dh] dh 
ijaijk ftlesa xhrksa dks fy[kdj njckj esa çLrqr fd;k tkrk 
FkkA ;g ijaijk iafMr T;skfrjh'oj vkSj egkdfo fo|kifr 
ls çkjaHk gksdj iafMr g"kZukFk >k ,oa dfo'oj pank >k 
rd vkrs&vkrs lekIr gks x;kA Mk- >k ds bl ç;kl dks 
lkfgR; ,oa laj{k.k ds {ks= esa ,d iqu% e`r çk;% laLd`fr d 
egRoiq.kZ Hkko dks çk.koku cukus ds fy, lnSo ;kn fd;k 
tk,xkA

lanZHk xzUFk

1 pank >k }kjk fyf[kr fefFkykHkk"kk 
jkek;.k A

2 jke/kkjh flag fnudj 
}kjk fyf[kr laLd`fr ds pkj 
v/;k;] iVukA

3 MkW cStukFk iqjh }kjk fyf[kr 
Hkkjrh; laLd`fr vkSj  bfrgkl] 
Hkkjrh; fo|k Hkou] fnYyh A

4 MkW vuwi egktu }kjk fyf[kr 

jkek;.k dFkke`r] f'keykA

¼Mkñ dqekj lat; >k mi-iqjkys[kiky tuin-lEink foHkkx bUfnjk 
xka/kh jk"Vªh; dyk dsUæ ds {ks=h; dsUæ iqMqpsjh ds uksMy vf/kdkjh 
Hkh gSa vkSj eseksjh vkaQ oyZ~M jftLVj ;wusLdksa ds leUo;d gS A 
muds foLr`r çdk'kuksa ,oa  çkjEfHkd vuqla/kku {ks=ksa esa yksd ,oa 
vkfnoklh dyk laxzgky; foKku yksdfç; laLd`fr  ,oa ;k=k o`rkar 
'kkfey gS A½
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living lightly

Delhi has always been a city of settlers. The population 
comprising of refugees, migrants and nomads in pockets 
around the city interconnected through culture, history 
and politics lends the city it’s vivid and colourful image. 
But today, the city is over burdened with the responsibility 
to nurture this huge population. The ‘Living Lightly’ 
exhibition held at IGNCA in the heart of the city was in 
essence a celebration of the opposite, of those who chose 
to not settle, continuously moving in search of greener 
pastures and leading a life that can be best described as 
‘Living Lightly’.

The pastoralists, often clubbed together with farmers and 
herders, continuously strive to seek a different identity 
and this exhibition and related discussions helped make 
that distinction quite evident. Right from the opening 
ceremony, the organisers and curators made it amply 
clear that the difference in identities is a significant issue 
that is often overlooked by the ignorant. Followed by 
performances, readings and a taste (literally, through camel 
milk chocolates and sweet dishes) of the pastoralist way of 
life the announcement for recognition of camel milk as a 
standard dairy product by the agricultural minister himself, 
proved to be the highlight of the evening.

Anything apart from a detailed immersive experience 
would not have done justice to the stories of the pastoralists 
and that is exactly what the exhibition offered. Starting 
from the stalls serving Kutchi food; displaying traditional 
Kutchi knowledge and trivia from the grasslands, properties 
and uses of various plants found there and sustainable 
alternatives from their lifestyles for commonly accepted 
consumer products. Even though the Kutchi community 
was highlighted through the exhibition, maps and images 
featuring various other pastoralist communities were also 
on display.

Walking through the exhibition halls, a sense of 
connection between the maker and the products on 
display was clearly evident. What also shone through 
was the utility and ingenuity in the design of each 
product, carefully crafted and placed within cultural 
practices so that the knowledge does not wilt with 
time. The leather products for example, cleverly 
designed water proof bags and containers to carry 
and lift water complemented by leather footwear and 
other apparel that was made part of cultural practices 
such as mandatory wedding gifts, forging a strong 
relationship between different communities.

The bells made by the Lohars (blacksmiths) for 
the cattle of the Maldharis, each resonating to a 
different tune and individually identified by the 
pastoral for different animals over time. This skill of 

observation developed patiently over time awarded them 
with a control and understanding of their cattle, helping 
in everyday activities and movement over long distances. 
The interdependence and sharing of resources between 
communities ensured that their lifestyles were sustainable 
and most importantly that as long as each community 
continued to participate in their adopted activities, there 
would always be enough for everyone.

A walking stick holds much more than just identity for 
pastoralists. The swishing and curling of the device 
communicates with the cattle, guiding them through the 

Living Lightly: Journeys with Pastoralists- An exhibition and Conference on 
the Life and Livelihood of Pastoralists in India was organised by Sahjeevan 
and Foundation for Ecological Security. It was hosted at the Twin Art Gallery, 
IGNCA from 2nd-18th December 2016.

Siddharth Agarwal
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most rugged terrains and concrete highways, always there 
to protect them from danger. In some places the stick works 
as a silent communicator; when a Rabari Maldhari would 
visit another Maldhari’s house, the positioning of the stick 
in either a standing or resting position would be enough 
to convey whether the guest was hungry or had already 
had his food. Such subtle understanding went a long way 
in building relationships, every herder with a stick is a 
‘lakadiya bhai or behen’ (stick brotherhood).

The bell, leather shoe and walking stick are together 
symbolic of the Maldhari’s lifestlye, present in ample 
amounts throughout the exhibition. In various shapes, styles 
and types, the representation is varied and immediately 
transports one into the shoes of a pastoral in the wilderness, 
to the grasslands. Another corner held a display of pots and 
vessels, all custom built for specific purposes from storage, 
to cooling and transportation. Built from locally available 
materials and fired in earthen kilns, these vessels would 
serve to store perishables as well.

Standing under a canopy made out of more than 800 
small patches contributed by as many women, the sheer 
scale of the patchwork fabric was intimidating. The idea of 
representation and inclusiveness speaking volumes about 
the very nature of the people. The Ajrakh prints, both block 
prints and philosophical stories lent a different perspective, 
of how the pastoralists view the world and develop their 
ideas. Woven finely into their lives, a Maldhari will use and 
reuse an ajrakh until threadbare. It passes on, from 
being a drape, turban or table cloth to being recycled 
as a hammock for babies or a cover for the bullock 
cart and most commonly as a backing to patchwork 
quilts. The concept of reduce, reuse and recycle are 
is ingrained into their lifestyles, owing primarily to 
understanding the importance of resources.

The resourcefulness of these tribes is evident in 
making most of the immediately available materials, 
creating an ecosystem where every individual is 
valued because of their contribution. Take the 
display of wool products for example, made out 
of sheep and camel hair, these products make the 
animals indispensable for the Maldhari and ensures 
their well being. A camel or sheep holds as much 
importance for the pastoral as any member of their 
family, a relationship we can all learn from today. The idea 
of ‘Living Lightly’ comes through at each step, asking us to 
shed the extra weight we’re carrying around with us.

Legends, love and literature depicted on drapes combined 
with mesmerising folk music pouring in through the 
earphones is an other worldly experience. Divided into 
sections on the basis of folk legends, the aural experience 

is as immersive as it gets. Stories from the desert, from 
the grasslands and the river banks intertwined with that of 
love, loss and camaraderie bring in an emotional aspect 
of the pastoralists that is seldom understood. Carrying 
over from here to the photo and video exhibitions, of the 
many pastoralists from across the country, documented 
painstakingly by artists that traveled with these tribes for 
months at a time. What is always evident is the beautiful 
community bonding and relationships with the cattle, an 
intimacy that cannot be missed.

Documentary screenings, panel discussions and pastoral 
games sought to indulge people at a deeper level of 
understanding with the lives of the nomads, ensuring that 
the interaction didn’t remain limited to a superficial level. 
Housed in the lawns was a traditional market, hosting 
products made by nomads around the country. Sindhi 
shawls, Deccan crafts, scarfs and woolens from Leh, leather 
products from Kutch and an assortment of other products 
including musical instruments, a book corner and a space 
selling camel milk products were on display.

One could take away a lot from this exhibition: souvenirs, 
recipes, handicraft products and shared experiences, but 
what was the soul of the exhibition found itself worded 
beautifully in a traditional Kutchi poem on display, “there 
is always surplus amongst these herds-folks who have 
nothing”.

(Siddharth Agarwal, an Aerospace Engineer from IIT 
Kharagpur, has for the past few years, been leading a nomadic 
way of life, literally walking across India in search of answers 
and stories to feed his curiosity, currently walking upstream 
along the length of the river Ganga. He is the founder of 
Veditum India Foundation, a not for profit research –media 
organization that focuses on cultural and environmental 
topics. You can read more at www.veditum.org)All Images courtesy of Sahjeevan
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Book and DvD Releases
IGNCA celebrated its 28th Foundation Day this year, marked by 2 day celebrations on November 18th 
and 19th. Every year, the Foundation Day is marked by talks and performances by eminent personalities 
at the IGNCA premises.
As part of the programme this year, the following publications were released by Hon’ble MoS for HRD, 
Shri Mahendra Nath Pandey with Shri Ram Bahadur Rai, President IGNCA Trust, Dr Sachchidanand 
Joshi, Member Secretary IGNCA along with the concerned scholar.

Baudhayana-srauta-sutra 
Baudhayana-srauta-sutra is one of the six srauta sutras belongs to the Taittriya 
school of Krisna-yajurveda.  It is the earliest srauta-sutra referred to as a sutra, but it 
is not written in sutra style. The writer of the sutra is referred to as Pravachanakara. 
The Bhavasvamin’s commentary on Baudhayana-srauta-sutra is known as kalpa-
vivarana and it is the oldest commentary in the srauta-sutra literature.  From his 
commentary, it appears that Bhavasvamin was not only a vedist and srautriya (i.e. 
ritualist) but he was also a mimansaka and a grammarian.

Prof. T.N. Dharmadhikari, a renowned and profound scholar of Vedic Rituals 
has edited the text.  The present edition is in continuation of the edition of the 
Baudhayana-srauta-sutra along with English translation by late Prof. C.G. Kashikar.

Natyasastra Volume I 
The Natyasastra of Bharatamuni (2nd Century B.C.-4th Century C.E.) is the 
oldest extant work on the theory and praxis of ancient Indian performative art 
forms. It offers the fundamentals of theories, especially those of ‘rasa’ and ‘dhvani’, 
which were subsequently developed by various schools of Indian poetics. Being 
an encyclopedic compendium, it also contains elements of architecture, painting, 
prosody, language, grammar, phonetics, and other aspects related to theatre, and 
draws on disciplines as diverse as philosophy, psychology, mythology, ritual and 
geography.

Natyasastra Volume I is the Nepal Version of the text of Natyasastra which has 
been critically edited, with the variants available in the unutilized Manuscripts 
recently discovered in Nepal.

The book has been edited by Dr. Kamalesh Datta Tripathi (Advisor, IGNCA-
Eastern Regional Centre) and Dr. Narendra Dutt Tiwari (Research Officer-
IGNCA-Eastern Regional Centre).

NEW AT IGNcA
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The Indian Temple-Mirror of the World 
The Indian Temple-Mirror of the World aims at gathering in one presentation all Indian temples, 
irrespective of their origin and their date. Attempting to delimit the mutual contribution of each 
concerned culture, it constantly draws a parallel between theoretical data and actual monuments, 
from the oldest to the more recent and through the liveliness of Indian traditions which they bespeak.

Shri Bruno Dagens is the author of the book. He is the Professor emeritus, Historian, Archeologist 
and Sanskrit Scholar from Paris III University.

Swachchata Devatva Ek Samaan 
A film has been made by the IGNCA to spread the awareness about and importance of cleanliness at 
pilgrim centres under the ‘Swachch Bharat Mission’. 

It brings the state of cleanliness in focus, at four major religious centres namely, Varanasi, Ajmer, 
Amritsar and Tirupati. The focal point of the film is the individual/pilgrim, who visits these sacred 
places devotedly and in the process unknowingly and perhaps unintentionally, contributes towards 
sullying these places. The production is also embellished with bytes of experts, religious gurus, 
scholars and volunteers from across the society, spreading the awareness about importance of 
maintaining cleanliness at divine destinations.
Direction: Shri Umesh Aggarwal
Duration: 30 minutes
Language: Hindi

ABIA South & Southeast Asian Art & Archaeology Index, Volume 4  
ABIA Volume 4 contains 1344 records on South and Southeast Asia selected out of 1800 records from 
the ABIA South and Southeast Asian art and Archaeology Index database. it includes all forms of 
scholarly publications, ranging from survey works to small but important articles in monographs and 
journals published in India between 2006 and 2011.

The book includes subjects on pre and proto-history, historical archaeology, ancient art history, modern 
art history, material culture, epigraphy and palaeography, numismatics and sigillography (seals).

The bibliographic descriptions (with the original diacritics), keywords and annotations have made this 
reference work a reliable guide to recently published scholarly work in the field.

The publication has been compiled by the ABIA Project team at IGNCA, New Delhi and edited by 
Ms. Asha Gupta (Editor, ABIA Project, IGNCA)

Leela in Kheriya (DVD)
Leela in Kheriya is a feature length documentary based on the ‘Ramlila’ tradition of village Kheriya 
near Firozabad, known for its glass and bangle factories. ‘Kheriya Ramlila’ is one of the finest examples 
of India’s composite culture. Both Hindu and Muslims participate with equal zeal and fervor in its 
staging. The film begins with glass factories and furnaces, which serve as metaphors for life and the 
wheel of Time. Further it moves into the village, Kheriya where individual selves and life’s daily grind 
are enmeshed in multiple ways with ‘Leela’–the divine play. The film portrays the eternal quest of 
individuals for self realization and self-recovery.

Script and Direction: Prof. Molly Kaushal
Duration: 66 minutes
Language: Hindi with English subtitles
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PuBlIcATIONS

N
IGNcA PuBlIcATIONS 2015-2016
1. NATYASASTRA OF MUNI BHARATA - Volume-1 Edited 

and Translated by: KAMALESH DATTA TRIPATHI 2015, 
1xxxiii+451pp., ISBN: 978-81-208-3984-7(Vol.1), 978-81-208-
3985-4(set) Rs .2100(HB)

2. BHAND PATHER The Folk Theatre of Kashmir Edited by 
SUSHMA JATOO AND SUDHIR LALL 2016, pp. xv+228, 
illust. 122(col. & b/w), ISBN – 978-93-5050-24, Price: 
Rs.1100(HB)

3. ART, AESTHETICS AND PHILOSOPHY  Reflections 
on Coomaraswamy Edited by: S.G. KULKARNI & KAVITA 
CHAUHAN 2015, xxvi+174 pp., ISBN 13: 978-81-246-0764-0, 
Rs.420(HB)

4. THEORY AND PRACTICE OF TEMPLE 
ARCHITECTURE IN MEDIEVAL INDIA

 Edited by: ADAM HARDY
 2015, xiv+293pp., inŒ, Bib., Illus. col., maps and line 

drawings, ISBN 13: 978-93-81406- 41-0 Rs .2300 (HB)
 Distributor: Dev Publishers & Distributors, New Delhi-2

5. ROCK ART OF INDIA Suitable Dating Techniques  Edited 
by BANSI LAL MALLA  2016, pp. xv+228, illust. 122(col. & 
b/w), ISBN – 978-81-246-0851-7, Price: Rs.2700(HB)

6. GLIMPSES OF INDIA-CHINA ROCK ART  Edited by 
BANSI LAL MALLA  2016, pp. xii+126, illust. 178(col. & b/w), 
Mqps :14, ISBN – 978-93-8093-562-1, Price: Rs.1900(HB)

7. THE ARTS OF KERALA KSHETRAM  KAPILA 
VATSYAYAN  2016, pp., 218, ISBN – 978-81-246-0851-7, 
Price: Rs.250 (HB)

8. THE CULTURAL HERITAGE OF THE TRANS-
HIMALAYA (KINNAUR)  P.S. NEGI LOKTUS  2015, pp. 
x+411, illust. 221(col. & b/w), Map:1, ISBN: 13:978-81-246-
0811-1

9. THE CULTURAL HERITAGE OF THE TRANS-
HIMALAYA (KINNAUR)  Edited by P.S. NEGI 
LOKTUS  2015, VII + 409 pp., map, glossary, bib., index, 
plates: 20.10, ISBN 13: 978-81-246-0811- 1, Rs. 3200/-

10. KUMARAJIVA: PHILOSOOPHER AND SEER  Edited by: 
SHASHI BALA  2015, xv+346 pp., ISBN 13: 978-93-80935-
61-4, Rs.1500(HB).

FORTHCOMING VOLUMES IN THE SERIES
1. Illustrated Bål∂sattra Bhågavat Puråƒa K. D. Goswami

2. Ujjvalanilamani of Srirupagoswami Editor & Translator: Dr. 
Urmila Sharma

3. Indo Portuguese Embroideries: Context Art History Editors: 
Lotika Varadarajan and Teresa Pacheco Pereira

4. Sa∆gita Såhitya Dar‹ana: Collected Essays of Thakur Jaidev 
Singh (in two vols.) Editor: Urmila Sharma

5. Vaidika Yaj¤o∆ Kå Sacitra Ko‹a (Hindi translation of English 
version) H.G. Ranade  translated by Manoj Kumar Mishra

IGNCA PICTURE POSTCARDS
1. The Indian Pigeons and Doves, 1988, Rs.10 per set (out of 

Stock).

2. Views from Himalayan Mountains, 1988, Rs.10 per set  (out of 
stock).

3. Rock Painting of Bhimbetka, 1988, Rs.10 per set.

4. The Brunnerís Painting, 1988, Rs.10 per set.

5. The Indian Pigeons and Doves, 1990, Rs.25 per set.

6. The Birds of Paradise, 1990, Rs.25 per set.

7. The Calico Painting and Printing, 1990, Rs.25 per set.

8. Ancient Architecture in India, 1990, Rs.25 per set.

9. The Art of Dunhuang Grottoes, 1992, Rs.25 per set.

10. Photographs of Raja Lal Deen Dayal, 1993, Rs.25 per set.

11. Rock Art of Bhimbetka, 1993, Rs.25 per set.

12. A Picturesque Voyage to India by the way of China, 1993,  Rs. 
25 per set.

13. Raja Deen Dayal, 2010, Rs.480/-
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INTERACTIVE CDs
1. Ajanta - Rs. 300/-

2. Tanjavur Brhadisvara Temple-an interactive multimedia - Rs. 
300/-

3. Tanjavur Brhadisvara Temple - Rs. 700/-

4. Devadasi Murai ì Remembering Devadasiî - Rs. 750/-

5. Rock Art - Rs. 750/-

Available at the Sales Counter, IGNCA.
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Image from the Exhibition Living Lightly:
Journey with Pastoralists hosted at Twin Art Gallery, IGNCA
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