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Prof. Sudhirkumar Saxena

Prof. Sudhirkumar Saxena was born on 5th
July 1923 at Aligarh, U.P. He learnt the art of
playing Tabla for years from Ustad
Habeebuddin Khan, the doyen of Ajrada
Gharana. He dedicated his entire life in
rendering expression to this art on different
platforms, but within the staunch discipline of
Ajrada Gharana. Sudhirkumar Saxena was an
extremely humble person and one of

the best Guru one could ever meet. As a teacher, he never declined to
teach anyone, he also had graduated in Political Science. A Special
event happened in the history of All India Radio that Prof.
Sudhirkumar Saxena was selected as an “A” Grade Artist without an
audition.

Prof. Sudhirkumar Saxena was the first professor in tabla at a Centre of

higher education. Prof. Sudhirkumar Saxena retired from The Maharaja
Sayajirao University of Baroda in 1983 as Head of the Instrumental
Department, after serving the institution for a glorious thirty-three
years. In his long career (1945-1995), Professor Saxena participated in
the major music conferences of the country as a Tabla accompanist and
also as a soloist. Professor Saxena delighted not only the audience but
also the main artist as well, be 1t a musician, or a Kathak dancer. His
disciples are scattered all over the globe, some of them being
distinguished academicians and artists in India and in other countries.
The Central Sangeet Natak Akademi (Delhi) published his book “The
Art of Tabla Rhythm Essentials, Traditions and Creativity” -in English-
in 2007. The Hindi version of this book was published in 2015.

Prof. Sudhirkumar Saxena left for the heavenly abode on 30th
November 2007. In fond memory of Saxena Sir, carrying his legacy
forward to next generation, the Department of Tabla, Faculty of
Performing Arts, The Maharaja Sayajirao University of Baroda is
organizing a prestigious festival “Prof. Sudhirkumar Saxena Janma
Shatabdi Mahotsav”.
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3R TRfera fovam T 4Tl S Teaid, HeTo HST ST, HaH UfaD
3R 3= AT & TR < S GAiad ot T SR I Tl &1 uTe
fpar iR fawfya fan

HifgNergH & SMRIEH I Usd Geal B IUH S S g, Sl A1dl # &I o

areht S 3 ercht 8, 399 SN B &1 SIREET g a1dT § 39 gegt § Tead

AT B, b 38 Y AT ST 31 3P 91 Gg2 oi fohar ST 8, 3R

W%&ﬁﬁa@m%ﬁﬂ@gﬁ@mﬁaﬁﬁmwﬁw
& SR B TFHR B Bt AT U&H Hdl ¢

oty Je

T T 36 T HRAY AT 7 Wi § ¥ s g1 98

T 3 BT ARG o 1T 2000 F 57 o BT YR b 36 ARATT Tt

o gfirfed 89 & TR U gl 39 T & IRUS HEH 9d

AT PRCd & | TrhRed - Al T Bl SHfdha A1 F e v Trd &

U 1 1| T8 T T AHG 39H & HS1 H USRH fohar wa o011 98

;ﬁmﬁw&aggsﬁw@méswsﬁvwwwmww
il

TP IO 5% Gof & ford g% "gaaraTat” Yxdd BT JTNT fsdl STl §

, b 51 IR B9 T+t 5 Gl & Sl DR 1 b % A UK 83 ©

forenT Ieeia g%d gadarar § g fovan mar g1

T3l B RE W IWNT I ard ARY Srarel S U UahR b HIRd §

39T Ht Ieei farst geaes A AR foar man § &t 4t Tife R &1 U

YT S HAAT A |

Bibiography:

1. https://indianculture.gov.in/research-papers/oral-and-written-
traditions-documentation-dance-notation-indian-classical-dances

23


https://indianculture.gov.in/research-papers/oral-and-written-traditions-documentation-dance-notation-indian-classical-dances
https://indianculture.gov.in/research-papers/oral-and-written-traditions-documentation-dance-notation-indian-classical-dances

THEF GG (M1 R) ISBN: 978-81-956774-5-0

YR Txpfd | "ifia e o1 7g
Rakesh Subhashbhai Dave - Assistant Professor
Dept. of Indian Classical Music - Vocal

Faculty of Performing Arts
The Maharaja Sayajirao University of Baroda

R

YR Sepfa faftrer el ue wfoat & g0 & 99< @ ¥ 59RI SRpla
HTHA T ¢ "3Hdmdl § Uwar | 39 03 & THR &1 § Fs Tgqsll &
AP G 81 STH Al WX, Aferd wensll BT R faviy Ieaa-id gl
qferd Farsft o- Tiita, Wifg, e, Ricuwmar td argean 4 @t
FHarsit & it a1 i ARy vd gyl 81 YRdg Swhia & I@ifla
H B THR & w0 B AF T 81 iid U St warr B, S sieanfarasan
DI 2P g1 T SR Wty & fo TR U IR AeAq § | TagraT,
TIRIE T Thdl ST @ H a1 fIfds e ud St o Uehasrar § fiRieR
TUT YR T\ BT PR 3R HIg Hell B! o, al I8 § HRA T |
ifta yRdT Tpl B R B

LASICEI

YRA =1 H fafet o Td St & AT I8 § | 8T B Aeh IR, T§4-98,
G-, IR 517G H fafderdn org Sl 81 3 Siredl-ew & o 3gd
g R ot 50 < A Upan, TieTe, eard o fafiy Tor agt & @l § 3
A &1 39 SR & SAGRN, AT Gedll, SR -39gR, TR gaife s
FIa | BRAGFE GRT B 13 TURN &1 Hd WEY g1 YR o $I ufax
YA P A S YN S SUB AT G1 37a: Tg1 B Ufaa TPl B &d
WEY & gAY S1A1 g | R WBid T QT Ui &1dt § gt o Uit
W B YR THia & il A IRERTY, I, e, Afdes,
RIS, fef®, Yeifle, dwFe, Weie aur Harst 31 98 Tual
g1 T o U W §1 o9 It oal B @ warsit b Wpha B
TargedT & U F A1 T g1 Gt panst A § Tiid s B Wpla P
SHTET (WT0T WY ) HgT T g1 IR Wpid H e Hell b GHI &
DD T T qES oAl ¢ | i o o 3 T & Rigid & smuR
IR /LT S| T§ 91 39 IReAT I WY el 7-

e a7 e e |

3yfd- Tfid, arer 3R J& 71 I Henslf & T B T Hed &1 e
Tl BT S1eT- 3 Bl gU H U -G B [ B
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A df HAl ©, S WP BT IR PR IY Foaierd 3@l g aul STBHT
TRE0T U4 Tad oft Hrelt 71 Gifta URedTg Sepa A UehdT Bt Aeied Bet
YR YRAT TEBI BT qHd § YR it

YR JEpid & Wit $ar &1 98

YR 0 DI T 3Ufd URATT Tpid & gd & 90eH 1 HRAT
gef aeh Tt vgqell o1 IR U 71 32 forw 7w e s 3y H fafkry
U9 W7 B

YR Tpfa A utfife-amfoe erl 3t =@ & Il a1 a1
e

fawges ymle, vom, 7fia, SRmvfaa Tia, Aeiia, dea anfe o o 71
HRA ¥ T 31 BTl J Tl URoRT Iat o g g1 Rgaf & v -
qaraft & U U U ST aTe] T3 S I fHeraT 8 oik- HiaH Ria &
U SHF, WA faw] & U 1%, HIAT IRl aul ARGYA & urg Jion
3R T HiHr & U SR T g disd T & forg, A urddt
R T & T quT Y Sipr ot Il & forg o i €1 fg
o B it oY e TIfe T Are T T B

dg Iqpd T AG &I Hid BT dG Hel T 5| 59 4G H dfad Harsi &I
TG A g, Off T ©U g1 UG & YR W g WRagM = ATca=Id,
ﬂﬂﬂ%ﬁﬁ@%ﬁl’ﬁ, QR A Hid IATHR U B -1 o1 A U1 gl
ST & Y AR & Tefid vy qrae I IRA T |

fog ot & STyt Jemeem, Mo aqelf, o gt AaREh, e,
GﬁTrgW,HET IR e TeRl & IR HausRY & T - g
ST B
3 TR 3 T, S9- g, Riog, $a, IR} 3n1fe & iR & 3AR
TATBRY Y T - ST STaT 8|
%@Bﬁ-mmsﬁ?maﬂaﬁ$%ﬂ%mﬁ$rﬁam
|
AR Txpfa ¥ fafay evf ud St & @t gid 8T +f it uepar oik Wi
F Y UH-gI & BRI & TA ¢ | AN § I HIGHT ST I8 T SRt
3R PIS HAT Bl ¢, 1 98 ¢ HRg ITiid, off fereg Wfad $aur g |
YR Wepfa & enearfare =Y @ T oo &1 v
YRday  Tiid B SRILAT SFHdHTd O Tt 3 36t g1 Upia T SHeaned
Y Sl T8 Hell 5ad H IR Jdaefl H IRl 81 TR e 8 3R
YT g1 TR Y R DI 3R Ugan &1 AR & Tilia g1 TR e § Tifta
# o SR Ty W & S €81d Snefid & Y T § oiY- R He,
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RIS, W, FER, TS aUT TR TS T[S e WIS I
FRAMaYd AR afe 3 Witd @ odt e 9 & oy it i 2t

TeH anht vd aRifAe meff srfaw 3 of Tifta e & snemfdrs wen &
0 ¥ a1 § - Iid Had: U Sieanfdis sl ¢ 3R I8 Jad Ui
wTaTSHT T SR St § eifed €t &1+ (1) (T ST . SHfAdHAR
(2012),9."-1)

Tifid He BT T Y Pt FaeaTd! Td GHIERIE! U & &G F 7T T
B Tifia S T & WesTa It @ aUT IR A S B Udhdl BT 9giu
3w graT 8

“ Music is a Universal Language. “ (2) ) HTRI® GRA®T (2002), § . F —-27
(28

3yfd — i T FIdHiftes Wi B

Trfta fopaft off enf & AquTa 7Y Taan, Tia & for Tt Sreht-o & & v
gﬂﬁﬁlsﬁ%ﬂ%aﬁm%aﬁ@ﬂamaﬁwﬁwﬁwﬁ
|

. 3RS ol & Arfes Weal | gfofd -

T & HTeAH O U fay & AadT, SMTETdr 3R ThIbul Bt RITTAT
P o Gt 1 TMd SR Gitd T @1 Ay & ARyl ok Ara
ey &) Al el & sre-sren Miafafiai @ g1 difid 1 3 &1
guTTelt 161 & o Ao sifteafad o1 ot IgeRur A g Wi srd W
Sia 7 398 Ht W B, S AT & 3N 1A F JdR R I IadT g
%y & TR uTl o 98 9 Ui gAREH wadt g1, A, I, st sryar
YR 8, A4 faor T & [(fts TR R Ifid o1 U 3ifie 3 gl
" (3) (S| HFRHT (2, (0089 . H—-90)

33T, B9 T e T & &R ¥ &) YR Wpid & 39 ot Ha1 &
e & favg § JHE 3 BT 79 T B 3R U1 a Fumg|
Tef =t

- 1991 T IAPHAR (2012), * SiqH &1 Tfid |, USRS - HTH
i, fowiered =2 fae |

- 27RIE Ut (2002), RdsR |+ Tifid &ar fagR *, Ueme - fad
YR Tied HeTaarad HUsd UHRH , iR |

;_3?11141‘14??@1(2008), » gfi fafdem | ueTRIe - SN UfSipeg ,
IENTE |
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dgarare & ; e ik R & fifee Ut &1 = aur
Hgxd

YR ST R Gl a1 &1 He™ I8 ¢ B, 98 IWRT ¥ W
ERT U Bt B | I8 To-Rrey wRwRt € sty wifla e a1 Aea aut
9y t g | 3ifig Tiid e A &R fawn & ofavfa 9 % Ry wuxy @
T RAfgd BIaT § | adu H g3 el T7fid &1 TR U faer e 3t
ORI B Sfeafa § | TR It Sl 1 U8 G Hewayul ueht 8, T
FHe1 qdYT fad BT | itd et § aTeH faen & Sfdia WRetg daemarg
BT YT U ST VI T He@ ¢ | 3 a1 9uft & 9 Y5 draarg
J WA qIATdTe qUT JIUEd, 3 GH Uah H U1 GHM Hew™ I9d gu
Tiftq e B U 1IRG U a1 € | a9 9 a1 A SU! §-Tae 9T &t
1 U IoTg Y 9T H, Had a1 arel 7 3gd gU TI-a1d-A1G e’ & =4
T 3T U fORIY UgaH AT T § | B8 BT aiedd U8 § ), Jaeare sl
BT T8 TR a1 ST IA ST ARG a1 BT TT5-Red Wy &7
& 2de 2, 399 B i YT TET | -y WoRr § g A Wi
TIATAIG Bl B! GAU 9 I IR FHRd gU 39 A TR U™ fhar
§ | ORI, daemare dar, Rigm ok Raret & 39 Hifs w1 &1 75
TUT IS AT & - Wl TU F Tgd g HaTa U THE ad-ard arg
qar |
Tifid war & § qad A IRl S SdTs &1 geddl 9 faaR foar o df g6
3 §1d $I HIq qaen Riar ugfer § feardt it | daar Riam gt - sieg--
steaer fora, e viga yffreeT 81t 8, [ @1 | aaardTe dar fRiem o
TE &1 VM SAUYR gidl ¢ | am ugfa & siarfa difee o &
g T g g Jayd Ud Tgwayul o gidT § SR a9 TREgRT U
TRTeRH & g arehd’ Fg1 ST § | I8 aray fafad gt 8, o fi-s-
T Il BeT oI & 3R U EHI-9-Jr areftd adwm & o fgme
ST SIS IRORT T Hewd T 3ified qRfct B |
TR=-Rreg (@ifE®) W
Tifid 78 g e 8, of WwRT ¥ e gRT R & fedt € |
SIS T & 9 URORT A U1 ARIHHAY HXd gU Jaq § i
TEGA &1 VM U a1 § | Wifld a1 a8 TRl &ar (Perfoming
Arts) B, Foree Ty, 3ot we YfiiehT vl € | 53l Hed B haRiH W
A U R~-RIS TR GRT EYell g3l deiel dle el Ud e b1 JgR
3T 3 T Ueh 3aH Hew 3T ¢ | He &I aiqy g i, aad fRem
gfa ® o dedare Far uRgfd &1 RiF Y Aed @A § | 99 &
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faftr TR T dea B SR WA F S(eHT-31ehT =B & § | T AR
¥, I8 WM T 999 & 9UH TEHd & §, o To-Rreg i &) I
wyH fia & TR ot &1 a0 € 31 el & Ay | ga,
I T qaamared ol &1 YaR au faery off 89 & 1 349 A
Rrsor T g9 gRT WWRAG-fafdad areits arex faem 9801 &vd € aul
TR T4 TR & SR B I§HR 3T UTer- TR0 ot HRd § | 98 9ad
HewyUl TWPR § il B, S R &1 35 § | 32 GBR & weing
Tiftd Treres 3o WA quT e afadcd Ioad oFdT § 3IR 37U
HIl B YPR FU &l § | 39 X6, T8 Dol JaruR ang g &I, Wifd
FHA DI T8 MRS WRT G, T JoIF TTid W1eeh Td YU FABR
F A0 quT ISP Yo &1 didd 9 T § | 3R, T A 9P Ted
ffireafaad g g

aaarare war, Rren, Rare ik wgfa : meR weay

TIATATG HaAT B ST RReATT TRTRT 1 G/ §U daarare o fRiem
T HEw 3ITH 8, R deH Ped & | AR dearalad 3 qadrgd &
fore e (drefte), A= (Rar) 3R Ul wEgfa 98 diF Hewayul sawmy
B € | 78 I 37 e & foru g Hewayu §, T R fayrr & Iy
AT § | ISTER0T AR TR ST S oY, SR Pt RIS &l g gRT TATG
PG & AN T Udc aleidgRI Ut gU g, forad 9§ sy = qogigs &
1Y Syl i I ITH | S U Ueiel @1 81 Rarst foba g1 o, s
3R Ryt SaTeT ¥ ST Uie uere & TR & o o 9a § S8R HewR
URUTHSH RS & AU TAe TId 1 UTd § | 7R faaR § a5 &y g1 e,
foamer iR TR &1 SifdRe TREmR dae foam og wad € | 53 & g sa
RN Agwd H ToR M1 § | dacrdre Hal Ufa Bt Jherar & fRrer
& -y faenfil &t qeamared & ufd S, T, steae &, 7 9
o gt Ry, Tr & Ric iR 77 @1 o SRl &l & | Wt bl
A TR R AT ¥ f9dgd ThMgdr & W1y Urifiie X6 e ¢ |
itd e § RIS &1 RIF U3 Hew SR § | 979 & & AR
T fru ) Rt @ € sy &) e wgfal o gt § | 39 v e, faret
TYT HaAT URG[ BT B! TN Y § | IRIS, qaarare- J e qur fare
g 3rdS Ufehar gt gl

fagrt &1 srvayyl wu 8 @Y, A 79 @ g1 91T, Oft SOt &
Y TS gaR |’ R ag Tt Tees & Y ords ury gt §, waft oft
J TP-dTa... | JIar® & fog R, Ko ik uxgfa 77 3 g1 srdd
AT &, T TR AR B | 8% Wb 3 3 fat srawunai o7 mewedt fefa
BT IS & | THE GRI UG 57 SRS Y ToRd §U dTernge |
THPHT TR AR AT 1T B, | {5 Sfaein § Tor @M § 2 o1 34
WRT Y YT 37 (GRS Y YOI dr ¥ R fbam § 2 3¢ T8l =0
g fean 8 2 a1 O, o 9 o o SrawT &7 S/gyd HRIET g 2 H S
T 3R Bl ¥ YT I8 AR 3 G b7 Srgua AT g ar =gt 2 37 quff
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Tl BT ITATIIYD = FITYTAT T, ORI F SRR WiRidd HA1 31T | 7R
faR 9, TTARITYS ST FAN0T I IWId SgHa a faari & fod g8
Bt B 1 3rfd, a‘s’mﬂﬂwwﬁaﬁaﬁ%mwuﬁaﬁ?mﬁ
TE.! U 39 WRFT MiEe W7 e goret § a9 T qad
Wmﬁ%lwmwmﬁwﬂﬁww%m&
faepTg 1 derur T § Sife, deeare o e, fars 3R udfa 37
@yl ST B THUHERS fRRAT UM $RA a1d Bad amd = ol gid
2. SR P e |

Trftd el H TR R IRORT ) 39 MRS JoTelt 1 Jar AUt afomd
Tg ¢ @, e o) 9y Anfe & gry-ary g femm o ferdt @ 1 R
A0 AN GBR ST BT &, 39 vy o H=I SFRR giar gon 39
PIOH I|AT ¢ | ARG IWWRT B I8 Jad g Ui g, T ARTAFATE |
TRy fa=m & AT g3 daeaTYS g1 3UAT i, HIRe 3R o7 [AhiRyd
B H & §9aT ¢ I g1, 98 uRu® ff S9a1 § | 37 I+t &1 Rumas
gRunH Ug § B, I1US BT TURHY JHEIYT BT I|d1 ¢ | IaHH | afve
fIgH FaHR Td TFeH RI 81 B, favargey Jaies, JreH, HriRm,
Y, TR RER i Aifde W1 & & e =Y €, ST @i
T Gifid TATe & giar ger e 2 w1 R | 3 A W1 B T
A Hgl ol SfId 81T | dadm@ie H ‘Ted’ 39 dd ®I dadNIyd Bl
Jgifar @fgw) Rarst wed § | fgHT ¥ udd & qaamdied &1 b0l
(Grammer) $81 &, 34 H, Ted 39 Hew@yul Tieddd &1 g8 Jamr firadr 8
| B8 BT AT TG § DI, dgaTaIe ol &1 I8 HiRkdD TRWRT, S frsg o1
TEHE & w0 | gl Iéaq gRI gl i &, aﬁﬂ??ﬁmmm GEGIARE]
$T HEYU TR ¢ | W R § Fiid war § TR RRr-mies
R T8 T G I E |

qaarare e, Riem 3R Rare § Mifes TRoRT & siavfd e 3R sy &t
g UHHYdT 9 B! aardie 39 TR Hal BT W) gHRM &1 g 3R
gAR <t 3R, g ffYd 7 | ORI, damaed sar § 39 T R
R R THR Ht ARIS WRT &1 Afedn faxg Fxd gu &N o™
TIPS P TGTIR Teh RSN B DI HALM gleit § 3R I T § Y,
i Far §, R & ag AFfeRA ¥ Wy 3 53 gu snamyul ud
foraryuf feare 3R feiaa &) wayfa g § - e Bt Aedyu! 3R Thd
Pl U 1"

?'i_d'l-f‘;'[?-[:

1.d9e (4 - U. 3Rfde GootTiaehr (daell & d YUBR)

2.3, e SAIfon fRgor (RT3) - 6. YR ARUER ([@@d TE 9 TIPHR)
3ETHR : R U, 3G G879, PlegQR (dediarae g faardd)

4 FIETHR : ARTGRID T U, . 3977 3P, SSIal (e d f[daRaa)
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SfR W sierta o o TRl Gt Wy Ut IRIe
T WRAR - MWYSH

3R MHER,

¢ HERTO TATSIRTG gHaRICT 3 RIST, TSI

N Ca

YR RIS BT S 8T 5| YR U AT &1 U agd a1 gt
iR e @1 fYafad I srar df 3fad IRURT & ST goi 81 TR g
3T M TR 31yaT 3T WIRT & TdIY ISR 81 YR & Aifs
R 311t It € vrafera § ot aRifore orer & g st 6 A
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il BT Tgg YR B, o A T § 3= did) R diet g gdet &
R & T gt § iR 98 ot ot 39, SRi! & WA Tifde did ¥
UKId & 7

YR § e quT fifd TRORT ArY-91y Feid 81 & 3R 59 aoig & 3
RIS BT AT HRAT TBI T @M S qahell 8 | HRa B U= W
UTNT D] BISHR 3= HRAT HTHT TG & TR IR Ugd! dd 39 HeT # ferfad
e &1 fa™ go IR 39! 3 Ig g1 BT 3fad ToRT 39y &
AT B 718 | YR | a5 uyrd 4} Ifdd RoR1 o1 97 @71 YR A Ifdaarg
% g A WeRd Hff FTURET Y gt YR H 9gd OR Id T § o FReER
 foh=q 3% GRT I IS BT IR Ul §3MT B 1 37 TR MR b 9l Arefifees
& HAS Ulied & I AGIBR JagT BT I° I & Bl DI AD
HIFHT AT b wrs v dfdar o Bt e § et €, glenie 9 Ug g
Hahd | YR T FIEGRAT 61 dhad HRpice qUT e 3Hd Fad H
BT UHHH Rl el § 3ifg ST TRt & Areny ¥ 3ififera safaa (Frer
Jfa) 3 ot Tifd vem A oo Sov der faar 81 Aiffe Wwr &
oTeH ¥ TP Ule! 9 GERl Ule! 0o Ugd- aral Wiiecd HRa § fafis ve=n
¥ TR T § U e B

HRA & faftrs oiat 7 F v T TorTd B qut e § ot difees (3fa)
QRURT T 39T 8T ¢ | ORI & TYT H=5 U H quT Iory H off
IRON e B TORT 61 81 TR o § Ifdd IR Sfcqfd Torra &t
awugw%mmawam?aﬁﬁamﬂmmaﬁmm
TRl

TRt wifee: saren e fasiwar

off STaHed UTS IUR T TRpfar & forad § i aroft it SR @a
T =1 T e §, S T Wifgd €1 98 A © P IRl It dRraRuRT
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IR AfZ BT IHY IR ¥U § WHpd & TIY-WIY WIS, FOTUTH Td
R ISR T H gen gl
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F PRI I FT Il WEY R TG B TeRIST Al 95 UgaH H
frepadr et 81 sords faemdfal &) $ SR ofR Riydr & i
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YR P Sigd NfE® WuRT : TP g

e fUT - Ue= & Jer
HERTST JaTeiRTg fayfderaa, st
MY AR :

B! HEE! AT ¢ | I TP URURS FEH! BT G § 3R T THR Bl
HEM! 81 F PIs M AP TU J el ol 7, @ IY ST a1 R~
BT MMIRAGAIS P STAR Taal ol Ul | iarst &1 T @ ¢ fos 9
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Hifgd ORI A il ¥ ¥ &t fafdy Tikepfas favmad & WRféd w7 3R
31 ST # eyl 4fi T &

U Teg : RGN WWRT, GRIOIG, ABHUTS, Tpia , Arpifadr
T

YR H Af9® W & Hs wU &, oF8 dld i, T, By,
fhaciaal, wemad 3R damuTd A §1 37 eIl & AR TR T
SRT ga1 Wi} &) SR o1l 8, SF1 & s U Aoigd a4 91 § 3R I8
AT B & fos I 3R TRuRTaHt Y S Sgran S|

YRT # MRIP WO & T8 URIS IareRvll # 9 TP 9g &, S Hor!, Hall

3R 3 efifep Tt 1 Turg 71 3 Ut Y 3idd: ford oM ¥ Uz wfea

& HIfe® =0 I YR fo5ar mar oTl 3t &1 gfHar & Je8 QR Ssifad

gﬁ%ﬁﬁgww%ﬁmﬁ%@eﬁmmameﬁiw
EiI

WRd # Fife TR &1 T8 3R TRig ISTER0T 0T SR WETHRA §, 3
TRTHT HiAdTE ol feg URTIOTES w13 § qadrsll 3iR ! &t Her=ar
Tt §1 39 Hiadrell B = H HiRGd URORT & T1eqd ¥ Uik fasan
;ﬂ,ﬁﬂﬁﬁ?@{ﬁﬁ%%ﬁﬂﬁ-ﬂ%ﬁwaﬂﬁaﬁ%sﬁvm
|

e Tfid 3R T off YRa & MRS WRT o7 v 3ifAard fewan g1 3 Ha
3R T At eel 3Rk AERT &1 9% 71 §, 3R SR Afde Jah
3R HRI- gt 81 YRA ! Tpfa o1 fafderar &1 gxifd gu ifia ok Ja
TF AU g A H A B B

S PIE Badl U AT BT IUGNT PP Bl Hedl 8, d I§ HEM!
AR T SR G a1d T 3 fore GARSHT gt 81 gt g aren safaa
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PHEM Bl 3R TP T & fo1T 30 g, TRR 3MR TS BT JTUNT B
Tl 81 A el &1 faRivans & 3% sifgeita 3iR gd sndt 81
I8 BRI ¢ b I8 Afeal & b0 a1 g |

fagdr sk Ml g # YRA &t UgT IR TR 9P IRAT
RT3 3R TP F B T8 g1 A AT e 3R T

PEd 8, "HRd B Al WuRrsl H Hiit-wHt i sk wft-wt @,
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Y 7Rd Bid €1 i Ao &1 ok 57 iy, A1ee, wHeis 3 &
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G ABDHUNT 3T HH-U™ Pt Ypid & IR § gd Ao & fad o
HIGT3{T ) S PR & AT 3R 1 gd $© P! 81 9 R, T,
P FUI & - 98 Th JHA g, Sieeh J&T H Siig 8 | dipapural # urh= &ra
F IS IR 3R I=AH TTHS I 81d 8, STHAR TR 3 TN &b
fore gem, et T 0 H 90y J a16R 81 81 Afh 39 U § wiftd & farg,
g @ Ot A SR i WRuRrelt & @ It fafed o,
Aepaursi o R & wu H I= fFaR! 3R =R} & urdl fidt ao
U & HeE SRl 2, AP WIS & Rudd, oiei 3 SR eHul A
Wl O §, §gd Y 95A1d 81d ¢ | Wfecd 3rdiid B! Bt Bt afar diet
% forg UrRifiara &1 ot ISR R Al 8, T 3 S ARG URTRT €l
J T8l PR gHal B

YRA % HgIHT!, I R HETHRA T AR dg U BT s wauraif
T, GacHl 3R AU ¥ AR A= H1d § HuT GRENR ad, Sd
& T34 &b YgWaATS! Ml ¥ AHR YRA B AT Tt g7 uiwrelf & &%
Hiaat do, fagHl, ol ok JWd! 7 3V [T 31 Ad WRWY 3R
ADHDHUY B BT B! foRgDBR Sifdd § 1 WRd H e +ff U @R
Y NIfs TRWRT &1 8t IAH ITER0T g1 HETHRA B OIF 3ol JHST &l
IHE B T R TP e B HgHT AT I8 81 & 39 gog M o
A=Y I Fd © foveg G 311 S D Iolg ¥ GHST Tshog ¥ e &1
AT o BT ® G e uncht @ Rt avis § iy Tshegg § B i
B 1 U5 HIRIP URURT BT IH SGERUI Ag! AT ST ATy ?

YRd dibauied & g1 & Gad qHg Hidl §  Tb o1 geM g1 bad
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3{TdTg, TMd, S dld Jabs e - 39 YW B Wbl
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fearsit ok SifF-Rarht o1 wie & off Hag B 81 URd TP U T8 § STt
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AT &I HH e fasar o1 I g
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ST 8| 4T % A7 H Ul ) aIR S P oY HUTHR 39 el BT TGN
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Rarsil 3R w1l Bt Had HIT gRT AT R Gt 3 Iga S g | $8
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Ui T g

39 ATl §, Aifee TRt i Siftrerel o1 R a1 THefH R gavdl 2|
IR & fol, s WM AN 981 gRT UIRT el & A1ed I 30+
IRAR & $fagr & IR & dad 1 307 =U & , AR TRU_T g
1R B Tt o faRTad & Wigd Fa o YAt FuTh B

WP BT 3fET MEP BEMHIPRI GRI ST 7T o7 BB 5896 IR |
3Tt TSt Y T | LB HeHal e TR A W 3wt § R
AN S R I A | THT & 1Y, G A Ui H ge-1si &t are
HRA & fere firyent 1 Fmfor foram | ¥ e 3foerr & weifat 3k BUTeR
T & oY HeeqUl X6 &1 9 U UM W gAY RIF &1 U X 3R T8
FHEIHAl ARad | T 3 1Y FHER off d1d &1 e & SMTSHR ¥ Ugd &b
&t & e 3fas sgd Heaygul a1l It & s H, 31w I it an
iR% BRI &1 A B B 39d ¢ | 394 $s NP B! de- ardt
IR & VYT B g1 Th &1 FHEH YA H1 I0d ad gial § od Th
A o0 a1 8 & FUBR TH WY fAed § ok weial A €1 U8
TR, fR1e a1 G & o 81 9o 5

I URORTE Aifecd Bt 3l & SR fanddt o wfecy &t gem wra=n gdf
ufgft 8 Fardt g1 WRAG GRT AT T ATRIRE ot Hifge TRu”T &t gt
TR 3y B Ul Tl 3Tt St M R, did-1fidl &l
s BTSN Y U STt 8 | T8 Ui THIS &1 dRdfd® UgdH ¢ I8 I8
e ar Sy 811 MRS Hfadr TRSlaw IR IS THIHRUT BT
ey 3R THTE SUHRYT 81 T AR Srifd & Tafdrg anif = STH-3Fem
B & AU TeReH 7a U 8| Mifhe Ry faftrer =i § Iuers 8
Y AN -, Arep-1iid, A -7ha, Aep-ATeds, YoM, 3Mfe | I8 U
et @ gad i) do A wu J yaia gt g1 Tt RIS BT
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AHHUMT M TR R TH Uit I gOT Uit &I i Bt Sl § 3R
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IRaTRes R ¥ AP gl & b gyl THDRI, Idl Bt
e Trrsii SR R 3BT & SR A SRS dob [ UebR Bt
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YR T T & 9™ & R TR H, 57 Jeid: HifRees TRuRT3f W anenfid
YT TTHT BT I8 TY TTHT 1000 3% F 1700 S¥dT b a1 o Toba §
3R 31Tl 9 HRd & ATHT &R e o IR} X871 39 UDR & TTHT BT 3G d
HRA H IAoHIdD aRIT &b URGd- P Tid-T1d 2 & it Hiit & fafvr
& HTraft & ST o o A ST g3 § | -TTed URA WR SR IRATg
T 30 T R UHA H SR T ke I e 3@ U7 39 fIudia,
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UfaeRics U J w81 9T dl 15-168 WaTed! & SR & fafdr asf o e
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THI & 1Y g8 Il H oifties yiRUe 81 T iR IE 3R FRar &t
W$W%@TWW&%WW$WWWWW
= B e

HRA e T B1 Al AR W &) 3a1aes AR & fayifora faran s webar
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qred & Gt 07 §1 YT A IR URURS U A U I HUTHS T
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efer 39 e e § I ST B S0 ARy &0 396 v Hfa-
Rarsil TR R e 8, 3 FIares, He, a=rae, 4R $fR oty et §
T g A et € €, BTeiich B oUTue YA 81 SRl HRA Y
IR F YD 3R HUNEH SN T ¥ TR IR d & 3R Iad & T
e $ =0 T LT U HRd 8, S ITR HReAd =7 Hidl R SR <
8 SR ST BT T, Hed T bl HTe, SR Y BT Acch! SR Wi
USTTE &7 ST 1 T, ) THTR R ORI BT U3 30 fsare=
# Harel W SR It B, 916 B &l g SR I W SR Sl 81 HRAd
MRATI T & $S Thdl Ul | ACh 1 Hefl 4t UIg o Gavel! ©, oI W=
e, HUF, et SR Hifg-ergd, 3R Al T o FTTa & THfRT 3R
THerT BT, fagR & WG 33 3R ISR & TRUS & | ACHY
I & o & W SEH TURIG! # ot g1 e €, faRiy ® U § A H,
% gfedeg 3R d&W & 1Y |

T P 1Y DD HEH! B BT I ged a1 3| 3rdld &, Sl o1
JUNT Afdes TS UM, Sfagr &) UIid &1 1 ARSI B & farg foar
ST UT| 3T, el=al &7 IuaT 3t off 37 Iexal & o fovam o 8,
QAfH IAHT ITTNT &R B! FTaT S, AR b1 Tep 18 HTHT YR & Aeg
P, AAIIHS I D] Fg1al ¢ 1 Jgi db b HIGIHS °1dl Bl 3l
P P g off far Smar g1

3R IUBVN B SNSHR MU Nyb BT BT 3R 31 Jddh T B
fawed g Idd g1 9 stfafad auf e ot g7 Iovd &1 SH I8 9 U& &t
BB & P HTT-3(TT TIHRT BT |
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Tl 1 A el 1 faRivant &t 3= sifgeia 3iR Jad st 71
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Aepdpura ¥ MRAS RoR1sh @) Wi ) Yaurse §H & forg werar
¥ Ig A T g yontert &1 5 fon B, I8t BRU 8 b BiAd BIeRt
BT B 2 [ dTiid SH FHSTA BId 8, U &) I8 I Jepfaa 3R
Tl ¥ aEfid g1 S SMyfehdT ¥ aTeR I8 SIRY 39 g

HRA § Hifde R Uit a1 9 HeIal de € Wit e 81 35 d
faferea, By 3R 37 RIS 3 Tt I o wnfiya 81 Te I
TR W Uil @R i) ufkart o1 ggemat & ofiar uiikd fasar ST g1

Saf HRd B DT TRAS TRURT B feran 1 B, T8 <% ) Gipla
% Heayul YfHeT FuTd 81 98 T iae faxmd Sik I &1 WRféd &
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TR HaTs ®1 wRgfa 3R ufkieror 3 diffe Wt

IHT T - 3R~ MR
e faumT, Thect 3HTth WRWIHAT 31T
HERTST JOSIRTE JHARICT 3t sRIST, TSiat
P F GO 3o B P foar mar War Iuew |, A URd G I
TR, ARG dT I HRAH G-I, R auT Sl ST Td TRgai®Rol
1 TP AgaYU] T Y81 § 1
TORTd & TRUNS ATed Yars & IRA|
ot ST W (qd sremed, ed AU, Taved ST WRWIHIT S1EY, HERTS
Wx—:ﬂﬂamﬁaﬁﬂ TSR o7 ) TRUR YT F TR & AR R
YaTseh P ¥ ford iR fawafRid fbu &, 9ard & &Y, HaTs JaxH &
P "I BBl Tdl & | IETR A | I Th” TT “HiSh” Hedld &
3R ARG A B AT A B g | HaTs HfkHIa I velfd 31 o 7
FSTeT UaRI WRA & 31 URURS e &1 a¥e HIdTel & Hia # gl
B o S8 Yats Wt oIt 8 39 SE dI “AraR” Fed ol Yals & JanT
BT AR FHET A 8|

YR TH & e &1 IR T8 3U UBR © - Y& aUT a7 A b an
dal & JH W dfid I8 P BRI Ueb TH 9 B SHTaRgehell TS ot Fuif it
¥ fore Iuanht 811 3R ot &t Txg-a 3R FARe ot 811 39 foe e 9
T3, IMde ¥ T, a9de ¥ T 3R sryd 98 ¥ T & W far manl
IR Tt UHR &1 FHerrafl, Rieq TU1 I ¥ TUF §H & SR Ig U9H 9g
HeT T o Y "ATeI_IRd” & dR W O g | Uh 30 ERHI0 § Ared
BT I I IHG T ST § od A ST 8 ¥gd 3 3R g fafg &
fore RIHR R 1R 351 HRa &1 39 T TARSH $1 GIRT DIs A1 T8t
o, 3T A 3ot fa=reraf b geA1S Bl 30 Heflel, URaR,
3R BIe-BIC Ta! B AT ITgdl AT AR Y f§ I I5 30 Sfgva 4
R BT UI BT UT| I GHY S TR 31T Bl o T HINT Tei
2, ST 4 I g1 &l TG U U, I I g1 oI sirfimrsd
gA:fa 3, S B U TR ¥ T B I Y| Hyad: g 39 §HY Bt
TR G Bl | SR <2ft &Y ATeds 1 Iy /T ST B

S-S gAY ST T AHG 3R HTST 7 AT g7 ol 3™ & Head
mwwaﬁw@#@rmaﬁqwnﬁwsﬁ?ﬁr&nmmﬁw
TP He@qul ATeqd §9 715 | Adad &1 YT HY U ARG WURT 99 T3 |
AT & sidd 39 1Y 7Md, Wi, o, iR U Sy S1fia ST, enfifes
Wq@sﬁ?&nﬁwww RERRAE Aed” & ¥ ¥ 3@
A S| 3R URT & AT AT & A Wellpel| 378 UgE § I™ehia,
TR, ST BT $if e T1e, R BT T Ae 3R R, sma
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DI I, LU BT AT, IJSRIM BT | 3R I, T TR,
FicH BT GISIS], YT BT 31, AT BT HRTAd Hl, HRa Bl
Ffegey, fearad &1 S |

ToRTd & off Her D1 U AUl IRRT &1 3&d ga| fory “ars”
F I q ST ST ¢ | TRT-40 A1 J HTa1if B IRER T o PRl
B ApATed § “Yals’ | HaTs TORId &I IR did-led Wy gl
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SATT AT SHIGET HET 74T 8| HaTs & HIaT 3T B Hidd Bl g H IGHY

0T 3TRd 3ThR A1 61N YaTs & 360 A ford | ST T 3918 7 Hars
F 60 I T PR ITh] Ybad I Mufiey “Hars § fHar g, st rrsd
3R FH SN 7 = B

HaTs a1 forem q Ugd 3TSd 3R Uh HUTHR & S Bl AN o THef
MRAF HUT qUH BT TH UHR § | $3 TG ifadl &t aoig d I3
TR0 JATS ¥ 918X a1 a7 3R ISP §1e 351 IT! Hifde Hal b
mﬁ%wﬁmww%wm%a@vwaﬁﬁw‘rﬁ&@ﬁ

T BT foRTBR R T7 IR"AT U B wsaggmsﬁ%ﬁ
RGP AFGR A 1 g, 1Y & T T SR Tt 1 off I 7@ g1
GG HUTPHR B & A1 a1 e § off FHgor g

HLDHTAA HUT B TS0 o Aol 3 Wed quf arre fan 71 unfifes
RUGR R HYHR (B Th Te1 B URgd B & 1Y S HYT H S
o A1 9 B UEH-AHBTA Aled Wied, 39 9T & I, Ahid, A
Tifta, 3R T Aelt TRE DY AT Yhferd B SR A Hals B WEY
T g | e, T SiR el yaTE & TR@ quf 8T B 1 wid g § B o
et YaTs Pt HYT Ta: YR, enfifes, TfaetRies &t gt g1 o &t
3T AR 1 AT BT § | T8 HATS HeTd: TMid & ANl P HARST T T1ed
B BT 2| YaTS B TehTel= T 3R THTS H I Igt AT, SR gwon
1 it g fora ST SiR T B SR g XgA T W ot feam S o, S
! et ot HUT 1 He@yuf 8 B 1 Has A &l ure o 7w g v B

YalT$  QRI TSRI I ) BRI & 0 A e g T Bl de &
B, SRR eI (SRR ST ST Bt Tl UfPreT Ham fgor 3R al
T g9 & J=Td YAl A, 9T S1gdTd A, USUiel (0RE A1)

ST T B | % amlqlﬁﬂﬁﬂfﬁﬁﬁﬂjﬁaﬂﬁm?ﬁaﬂmﬁa@
1 Tl 81 T8 R T TR TorRTel T YA A 3(0+t el b7 oiieR 39 forg
faT Ut ! 3% TRH 361+ 90 U BT (U TS gg! I YaTs i araiy
3R TER B gU S| Tl

e SR AARSH & AT gid §U €39 9 g1 died| a9 &t Siftmar &
aifers & oft T<gar IR YT Ao BT RIF I g1 HaTs ST Bt
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arferd &1 ot T MRS W @ g1 Harsh ST HAT IR ot 3R
ITF T 7 BT HR arferm o+ Bt &, SR HaTs BI g it oft
URURS ATed Wy BId §U e ! T Bt aiferd = fUdl, TRap
o 3@T “ITMR” RT URURS FUF < St g1 ien aret M
IR Y g HaTs TS A IS ITd & 3R SIS B U IRgd I’ 8| T8
TP T09 WReH 3R e @t srueiie difde W 81 T Yars &
T BT HIS AT YRS 7 g & FTacg 791 FATHR Ul HADBR
DI YA X 3R T B IUDT STHU BT ¢ | 3R S0 GG 3R R
FTA 3R URTUTT B STe HR I Verds & o wrel feaad s g1 39
TG 3T SITT WaTS BT He@yUl 37T 5 | 4TS Heell P INT (G T11d STHR
YaTs I3 TR B & IR S HaTe) & I o8 $I arett &I ff g7 ad &
TP T SfaT ST Aferdl B TSR AT SRl 8, S Bl YaTs Bl
ST ST ¥ U B B e BT BT XA 5

TS B} TRURT & SR SN e 1 a=FIR ¥ ad 3| TR 3R Uil
It & S B IY Y el B M B | B B Bl AR ST &
3Tl 3 Bl B A1 g8 GRA df gudl AT & g w1
S{TAIH BT gl | TIAT, W, P! SNST IRRIE TOIHD! qlferd ol
ST ST A% 3 1Ml B o B P YT BT TG TG I TRell
Y ICH! BT a1 AT | I a8 AT & HTGTS], I ARG A,
YIS HUSH P ATTIHdl GIRE Aol &l A A IR 39 Ffdd ot ot
ares <t S| 39 avg St fAfyd o &1 sifi svAd g g 71
STIRISH AT & IR I8 U SIHT & SMUR W 3 YA Hf T HR
ToHdl| R W 9 I3 $ WG J YT g1 39 A I9HT 99 I
ST

YATS Sl Ugd HUHR $1 Hal J IUST g3 HUT aTd! 61 51 Th WEU g
R HUTHR R AT HT BT SRR} BIT 81 HUHR F gRT Aifavar 9
TS U S a1 Seu R 1 39 Xl 37 BT o 8T &1 GO ol
HBT ST Al T AR URORT Y T Y10 TR A &Tell T B |
Wﬁﬁﬂ@:

1. TS - 7 guT 3uTs

2. QDI -TaNT- RRIeat SPIT - S HWdhid Heihdl

3. ORI ATl - SR 7YY

4 sﬁmugaﬁwﬁﬂ@aﬂw%uaﬁ$aﬁ§§aawrﬂaﬁ|

53



THEF GG (M1 R) ISBN: 978-81-956774-5-0

it enfearh Aedurel § "HIWRT 1 FeIful & FUT S
HYTAgL (3HYT)

fasraurs RravmyrE a9 - PH.D. Mywdf
TORTA fAUTT, 3¢y Havec],
HERTST YATSRTE gAaRid sRieT,
RIS
N ECa

W@ﬂaﬂwwﬁrw UPid U B &1 Snfeardl Bt
Tt i Sita At & Upia I ST g5 ST oIl 71 s Tpla F
MR TWRFTT U § WHdd A Siiad & IR U 8id ol forad
ffeardt et Bt Aewmursdt & aiffe, Imfores ok IRGfas dle
AT 3 ) firercht 8 1 B a1l & e a1 U dwl & 3R

TR W T gl 3|

Appurslt 7 AU o7 IRy Hew g1 T & 370! Ighdl 9eid 8, 379
B Apeurst # srilfddbdr ot 8 T I Wied &1 Sifigig gt B
HYFS Bl H Fufdexie gidr & 3R AU He1H BT Jad BleT HIT
BT 8| M HT GAUTd 7 Sfafed ued giar gl

YR 3R ToR1d & HiaR anfearh dies Gxpfoat 3 fafaear 31 snfeawdt
APHUTT 3d dob HIRAP IT M & FY § UG BI St |l gl I
FHEI=al # It aaRe ARgarsil a1 WwRiel & MuR R f3fdydr o1
SGYRUT | ORI & Gfeor § g aret St Sonfad! &1 aid Hutell &
IR DI D O el ST AP HUISH BT UHidd ddl & ©u § gl
ST &1 STt SoTadl & SERT B TSl BI &dl b =GH HFET ST 8
gt Sragulf ) St F U H Yol W11 81 3R S HRT & HUFSD B
YR GUSHRUT o ST &F H H-14RT [A¥TH H-1GRT B T SIHID! AT
FHUT 3T QAT | 3o Wt I Ty v=ferd g1

St snfeantt diwdmurstt & dufied el & |, SR &1 fawg
ST BRIl & Fg 7 § | o STenmIE a1g SR IuTfad IWis 'Saun
FHYA B HAL BT HE aUT YY 3R, DR gRT JuIfed Teb ‘&4 St
ApbUel T HTERA HUT 3R TMadd) HUT WIE BT TS 31 32T §H
S A HEIal H HIRT B HUTH b Halld-gedl 3R R 7 8

Sl Apwyrsl # ‘wawRT favy areht seifar

ST S &Y UK $1H qUSHRUY & Y g S ¢ 39 ST & |
HTERT AT 71 9gd Hed g | St SAMardt HR1 & IR § s ArIang
AIpHUT3lt & e urE St €1 “3HFTS T Teh-Ush SMT HIER] BT Udh =7
T 1T § | $HUN B DI S BT &dl T & | 3 &b 1 Bl 98
TN R I AFHRA B T § 1 3R B! Wpd A & 1 Hgd g1 I

54



THEF GG (M1 R) ISBN: 978-81-956774-5-0

3 & foram AT B17(Q. Xiii) 39T 37 A SRl & SATE ST
ST JEah! & Hurfed e oI § 1

(1) "I BT Wiga &

STRITHTS alg &1 TuIfed '$Hun HU1s § ST HHon A HU1sl BT IR
FEIFT BT UG 3 § | o ' HRT & IR § HEHl HAa Sffelt 31
HET g1 & I & Y R Bl g1 SR RAR BT GHT H gl R
Tl G UTY & 3 & for TawiT § U 7 YfY &t 3o ool o1 ol fera
11 W1 | I8 G Y B e € 3R Ueb 7S gedt T v gl 81 iR b
& Bl Rl W Yo mn g R § oifad g Iadt g1 wEe &
ST AR & foT oM &1 AT T8 713 | Ug TSl bt Gt ST
1 faaTE PIgDIca & T i1 ¢8| IR & JH & 3% | TH It Bl
T BT 8| 31 I FADh! BT AT HUR! @ 7| HGR) BT AT 39
W & o a SR quet (RIRa) fear| a8 gt & Qo g8 I0ahR dat
ToR 3T B | e Sl b1 50 IR H U1 I 8| 3R HIR] DY He1ed gRI
SR R ferdT STl 1 9 & 1e B9 316 AT & &G e 8 | HeRt
IR FRAEHIER Bt M SR Bielt 1 3R TRATET TR (Uh UHR T
ST ITe] T3) T § SR HERT IHD! JRAeH WR T Bl ¢ | HAast bl
TRATE DI IR T AT HAR] BT WA § Th IRATE U et HAT| 59
¥ S, TG GRT A TRATE BT AR F TRAT 3R B TRATE BT JIeg Bl
TS 0T & G| Sadmell TR SR BT B g1 HAA! & ufcaar ud
B! quyl & TUTEY SISt & gRT 3T SR Ul gaf w1l 39 g
TR BT TS ST 3 | 3R HIR GRebT el T3 3R TgT gotH awi1 § ue
1 38l W &R P AT PG 8 g1 3R TRV BT ST B Gl
P & g Hiwa1| ARG B IuA § fG@Ts &1 ST Saarsil & ariA
SId # e P 13T 51 9 WATGIG! 7 31 B SR BRI BT Ul ed
a1l TRUIGT USSR HT U= WY AP g8t T §1 & ARUIGIA
fague & T A 09 T SR SR B AR R HR &l dd Bt
GRBT S ABR IS 3R HIIRM dRaATe] HI GAonidd fohar| R aarsf
DI PRATR ¥ Gad HRAMT 9 BT Heled & AHENR H 3fHRd =9 §
TRTC 8% 1 id He1ed ! SWR T ST 8 | 5 bR =0 B UgdH Hiat
& GRIBI & | AR S T & T o 31 39! T Jfdl a1 & g
HEdl 8 3R HHUNT Bl P B IR H Riawd §1 39 & 91 S8 gRBT A
oY Sl 81 39 YBR HAER BT 'PHebuN BT | <l ofrelt B

> AN YT S FYE:

1. &RCl UR U BT gl BT/ UTH Bt SietaTell dg-1

gy Ta-fFmfor &t gemr

TAYAT HAT

SRR TG: T BT &S

PHRIBREB : TSI BT SiIel &0 HIAT

55

vk wnn



THEF GG (M1 R) ISBN: 978-81-956774-5-0

TEIEd HT HHadI Bt qur

FElEIRIS e

AT eRcll DT A TS ST gHH ga-T
9. grw FaTul STt G AR WA

10. G: Sagf¥ &1 Goita g

11, HTST T 3R ST B TR

12. O & wfafde § smfkfed g9 Srema™

13. STHTAT DT T

14, SAYEY &AM ST & 1Y [9a18 BT
15. TGRS 3R ATHEHROT

16. TADR: HHR-ME F M & =gd gRafda g
17. 9183

18. 3{UGRUL: HETGd GRT HIERI BT UG

19. T fAaRT: TomTar BT 3t St b7 MeH AT
20. G BT ¢ G UHH Gacll SR

21. AT ®I WAR BT FHA0

22. PRI BT WHARH aTet B AT

23. AP HYCYA: AT DI ARA B! Gfad HAT
24. =Y URIdH: HETed &1 aTY 3R TRV FT Ahs BT WS & =
25. 3{UR[H Hobd BHI: 1Y B SIBT BT gl
26. g I B T[T

27. HTORI BT Ufagdl o F SR HRAT

28. ARUIGT GRT BRI B ]G HIAT

29. B BT JaHeitad gHT

30. PRI BT SHHRAFY WIE AT

31. P16 & gRIUGIH gl

32. BRI HI WY IUCK

(2) "FAIRT HYUT BT Wi =

TY 3R AR GRT I T &0 SNt Albdmursl H SRR AT
TP g3 & | Rt gaurd (i) 38 TRe 31 5| 9agT & Saarsi
BT TIUT WRA Y TR BT g1 3R TG I1d & SauHT § T A
ST €1 Fi7ed fId &1 STC & PRU 98 W BISHR ST H 38 =il T3
TEf Hekled 3R HRARIGd 39 ged gU a8l 3MTd 8, I oWdH 9 add o
FE Sl 8 3R O &1 a8 T18R Tl B, a9 dRaRicd 39 W A aigt v
21 3R Ig1 T TERId Bz, I T o= UaT Bl & 1 SAehT ATH SR
T AT HERT O ST g3 ol S G 3R YuS! s | 3§ AR
HRT S § W ot a8 gt o Wad gt et &1 o §f asdla |l
ST &1 A QAT ¥ HIeRT 30 Ut & 9 H Y@l 81 d« S far
FRARIGA & U A1 7| FRARGA & AT BRI BT GHT 34D Hrf §

56

®© N




THEF GG (M1 R) ISBN: 978-81-956774-5-0

FHAC gH At T HAIRT DI & WG T 1| I & 3 I
FIe! WA & TR P YYG Tedl 8| fhR HTRT Hardl IR It 81 I8,
BRI B H-TIR IUPT a1 YBd | 6 H-RM Hel fb 3FR 98 WG g
@ 98 IR fArerht 3Tk 8T J Tet St ¥ 1 BRI U 3T ASH! b TU H
PHTIR P IR A 6 A 81 3R TTHR & 1Y Jall b BT B B Pl
Teg ol ¢ | SR R et A faftw afganstt & ¥0 8 S er &1 ot
PP 3T G Yhe [haT| HTR a6 ST HIERT Hedl & 9 ave: I8
Tt BT B Il 51, T FHers F I9I Ml Go(Hers Yol B,
FHUGAT DI TATH (Tl BT HISH URBPR IGT) AT, T (UIh ATH B
DI STE:) FHeTs BIY U B Jdls HRBR GUhls IR b 3R TR HR0ft B
T 3T UPR IR IUP UM I§H ISP UN 3 arelt gramstt ol ¥
B 81 U6 R T8 ‘BRI B! HEFT FHIG gt B

> BRI P BYUT & HYTAO:

1. SIRYHT T HRaT St HIHd BT

2. a1 & gRISIE

3. OIS A gt B

4. G I MY FHraT ot

5. TGN U guar
6
7
8

TR THYRT
. BRI
9. O @y &b T uRafdd g
10. H-TERT GRT AT ¥ U= a1 &1 19 gal g&1
11, S I U & Oy 9o T
12. BT8R Y T &1 R
13. Pl P IR BRI B Mg T
14, Pl & R TG
15. DR hT hdaed dNR SIHT
16. HTER BT BRI B Udl YIS
17. AHERH g a9 e &1 a1
18. AT BT TS TIH HIIR B IRH T
19. BT B Wl H SIHOIGY Y gl HRAM
20. HTER BT QaH gl |l
21. BRI BT HAGL BT UeT HAT
22. BRI BT 30T T8 B HIIR Bl I
23. HAI BT SR
24, HIRT T HIIR Y Wil B g
25. B IR Bl SHATe THTE B G BHRAT

57



THEF GG (M1 R) ISBN: 978-81-956774-5-0

(3) "TAI HYUT BT Jfda wu

g AR BT TY R AR GRT UG JHD T TN Al SIS

B DRI TBIRIA g3 ¢ | s et favg § It 98 e 9 TS 8|

o WM & Y ¥ U6 HHA & B Fdhad §, 3R 99 Ha 9

TEHETAT 3R HARICA! BT S BT § | TAEH TTaT M & U H gUdTe

el TE | 3R HIRT BN Gdd R S 81 981 HRT T a7 & =0 H

TEIGd Uddl & WY g 81 O 81 98 9l g% a9 [Usd axar & fidR

Yo STt | TSt THd ST Shebs- gl | 3ryelt 3 H §ed M|

TP TG d WHT FAIHR WA § | ARIed 3R urdet = ugelt aR Hie faa

Y Ugd d SRTell dhg WTd A1 dd BRI Tdast bl T 9u+ H gfed ax

A 81 HART SR aTBRe! it 51 3R R a8 a1 1R Tav1 Bl o7

Tt 1 HRR HETed & U 39 gy 1 oadl Yol FraTs 3R a1 & S5i-

g Tt foraT| 99 urdclt A 39 Y &1 U | A1 vl 7| 3 HETed Bl SolfaH

3T & SR 98 ft gy Uil § | 99 HeTed BI Saarsii I drell X6 B

wu@ﬁ%lwﬁams{daﬁaﬁsﬁ?ﬁmwwﬁwm%@m
F TAd gL B WHR o S ¢ | wnf Sadr Agred W B 81 9 8

TETed T fARTE T YRUT BRAT| HTER1 T TRl & 3R e Tt oy ot 3R

Y Il 1 PRI STl BT U TSI 18R IuiR B U TRAR & Y &

P R [GdT ¢ Hifb T} BT YUIEE) H deidd] 8l & | AgIed &) Tt

DI IR 9TC] TRATE AT BRI b 1Y IG-1 TG g1 31T | I §RT RS

P Y B ST A AR AT R H R 7 TRaAR B 3ifdH ITRHR

foar ofk Iu® Ui weft g1 78| R garen W & R 91 | A Sfaaid

B 31 39 UBR TgT Taas] B! ST THI Bl 8

> T B HYUT & HYUTAU:

1. WaFcd & A 9 A & o Hoba

Bd Y AEHAT SR FHRT BT IaH g

FHIRT BT B Udd T 3R 5Dt BT T AT

PHIIRT BT HEIT-UTddl &b 1Y I

FHRRT BT TS I 3F ST AT

TGl IR 3T HIGH BT

BT GRT AEHATAT BT WY T ST Tl

AT BT TS TAB ST

9. HIRI & {;LtH 3R TgTed $I gy aagell

10. TS &1 gY U ¥ SHBR BT

11. HEI&d 1 gal Pl ge sierT

12. éﬁaﬁq@maﬁ?ﬂﬁﬁﬁmaﬂfﬂﬁfﬁ

13. SR BT U Sl DI Y BT HARIT HAT

14. TN BT YU TG ST

15. qPS JOIR P! TS & forT B TR TG

16. HIRI & 1Y TaTe BT X1 Helad ®I Irad = AT

58

© N VAW




THEF GG (M1 R) ISBN: 978-81-956774-5-0

17. HEIGd B HUC i, T bl AR BT TS
18. TaTd Y A T

19. HTERT HT TS P T1Y Ft g1

20. BRI B! FHIY DI S8 919 BT Fdberm
21. GIB] HIVT BT 1 BIeh TR AT

22. SN P IS & ad SUH o ATaTST ST
23. HiT B Ufd & GRT TGS BT

24, I E Y HIRI BT AP SUH GrorH a1
25. BRI BT A DI 3¢

ST APHYUTS § 'S IRT HUAE] A0S B4l & HYFES acdl
BT gaTD AU

it sifardt AUt # durfed Her=dl & iR, ST &1 favy
SifRreh e HgTa % s & T | R STRTHIE d1g gRT TuIferd T ‘Gebum
FHURN A S B HEHT qUT Y 3R, e gRy ol g it
APHUTSN H BT HUT 3R TGt Bt HYUT g1 sl
et Amdm Ul H 'HIRRT & IR H St firad 81 37 dle wursi
# PEF B YA IR 7o BN A BIc o) Forad 37 deial &
HUFS d@l & HaR T THR 91 a8 3t §1 39 HRRT B A
TOR P YA IART I SIell 81 TUT TG B HUT YA BT AN J
I Bidh fears et B | Safth Ry 1 gt H gy ) Y3nTd Saql
@{sﬁ?ﬁa%gw%@HW'wm'aﬁvmﬁwwﬁwﬁrﬁwm
Ude |

39 A ST Hurel H SR & TY-T1Y Heled &1 IR Ted vt dursif
T R wu § uiar man 81 S 7 Y el 7 3ren-31erT oRE § Ber
B HT & I A IS 81 37 FHe1al H U 981 81 Afs 37 Feial o
IR T 31T RS T BT ol g

T F1 eI H HIRT BT o T 3adl T8V &b gRI 81l &1 A
(SITHET) & IR H I TAFEH 3@ <ol ¢ 1 STERy BB H, ST
F WY HdIed GHRI eI T T 3gd § | T <Tord1ar Iraread! R gt
TS| Hfbad A TSI b ATEHH T 910 B1 3R IS 3R Bofbed oI f[adg
BT 2 (9.107) R AT 3 9IS THg § ) &1 o o) Sefe
TR HUT T G TR BIgHR ST F I8 e S &1 AR I
Ry ef gar 81 AR 98 -1et § T8 ST 81 O SadT 39 Jg uid §, at
I8 UM H e Wil B, PR T He & Bl & T H SHRCA 8, 3R il
TSI T IR FRb el WR Bl g 3R Qredt THach gt g1 o
T HIIRT B S et g1 3R A B HEFr W RIS & W
Id urdrd B AR & 91 it 396 i I U6 SHd &1 B Heanl
U Hol ¥ dgd T1aT 8iR FRRIGH! Udhe g3l 3 (YN 129) 39 UBK,
HIIRICA! BT IART 3 HeF H §3 31 3T TR & IR H - weral

59




THEF GG (M1 R) ISBN: 978-81-956774-5-0

H g5 3T &) FddT & b HIR1 BT o1 T SadgEY & gRI B 2 |
AP BT SR BHTERA BUT H HTERT T A B pd J YT g R
T A B BT H FIR PTH 4R B 1N 4 gl gofl @ <an gl
Y TR TeT dHI bl § Sacd | H1ERT HT 5+ giaT gQ fears T 31

FHRT S A TSNS T F 31 AT 4 Ve B B1 37 FHgiar o
2 ARE & dcd UL ST § | 'ERT Bt HgMT" B Ho1eRT "AS ! fUsd axarol
R B A SR TR B el 3R T A Rem i1 S U e
Wm@?mﬁmmﬁm$wﬁsﬁ?m$&mﬁﬁ
TI" 4 (9. 69) TH THR ¥ HgH! H THDHR dcd HT & 7anT fovar m g1
'mﬂ'mﬁmﬁaeﬁgaﬂaﬁ?wwmﬁaﬁaﬁ@?m
TRY J T 3frgat 3R GId Qe & o f3ar) Fa gua ok guat ¥
HHS-URR Fa AR IS F I T B! Hgll R IoHra
JAGS DI Hedl & SR U TH HP Hhs Jeg IR @ St & | o romrar
A7 @l | 5= F I & FHW| T8 THDR §ofl| HHS G § Offd § 3R
U g §9 91T 81 (9. 109) 39 oM He1dl | HIERI BT o U gadl
¥ GRI SN gavma (M) & o off o€l 99 81 SRt wer #,
ISTHTIT P 1Y BTGP IS SHRT ST 5 & | fhR RISt Wrargad) TR
el T | FIfhed - TSI & AT Y 91d BI SR ISTHTT R B Bl
faare 81 Tl 6 (9.107) AR oI 7 UiS IHg & s & o fea
Tafb BRI HUT T TR TR SISHR ST § 87 el ol 31 97R
I8 TRy 4w g g1 R a8 7 & Fgm ST 81 9fd 3adr 39 981 Urd &,
@ 98 U H B O B, R U A & B b =9 H IHRAT 8, 3R
FRARIGT BeGH Bl H3l & Bd W b aT 8 SR T MHaeh 8 St
81 PR AHICH H1ER1 B 7 Sl 81 3R TaeR] 1 perHr # "Sais &
WA FIdd g | R § 31 gt 39 74T 3 U $0d &1 Bd
fean <O Eal I derlt Hrdr 3R FIRICd! Udhe g5 1 7 (U 129) 3 TSR,
FHARIGE! BT I 5T HF T g8 ¢ T SR & IR § A Bt
T g8 G &) ATar § 6 HIRRT BT 9 TP difie A fear g1 afe
FHIRY MR FTRMT BT H HRT 30 77 3 oS § a7 gon 31
e T} &) HUT H YR BT S S8R b1 1Y J e gan e a2
g@wmmﬁmawmmwmwm
|

HIRT IS} F TSRS TU F 31 1 41 I B P13 Feral o
T RE & dcd UL ST § | 'HRRT Bt HEHI' B HIRT "AS ! {Usd grarel
TR A T SR TR BT 3gelt 3R guet § fRam @ftl 3 gu feamr
& a1 IR R 4@ &1 o S & IRE o 3R el & 3BRE % 3l
MTI" 8 (Y. 69) Ueh UHR V gt H IHDR! dcd BT gl YanT fawan a1 g1
FHARY HEHT T B TST AT 3R T AT H1ERY Y iRaat SR Thet
TR W & e faam| Hast g oiR guet A b s -URR Haa- il
R IS ¥ I% §9H B He1l R Il 086 & TH T 3R

60




THEF GG (M1 R) ISBN: 978-81-956774-5-0

Ut T aRP HHS oo W W oat o | R >romrar I @ | o= & A
F S| Ig1 IHDR g3 | HHS T § SI1d & IR U gU & S g 11
(9. 109) 39 UBR 3 DRI Bl HEMI H A & UN Dbl Bl U Bl
T B! BT GRT R ITF T 3§71 BT THBR gl 39
DR H T T R 1 SR A BT H e /il b Y SRy St +ff
WA &) TN § Abadt § 8RR o1@ gF 3T 81 S & dl BRI ¢at
P Udd R A § 3R 981 U a8 & T T gt &1 "Sdl HaRI U
TS TUH TSI g3 AR W & N5d R R Jad! gs, 39 gt & gt
aﬁ@wm B! BT HHS S, I° ! & GHI D] Ab ! b THD

P Y b qd TSl o S8l G &9 U1 4T a1ad & T, &I &
ﬂs"wﬁw@mﬁ?ﬁaﬁﬁ@ﬁwﬂw@ 129) 39 Hert § ot S a”T &7 off
@aﬁa@%wﬁﬁ@mw%lmgﬁmﬁwmﬁ@
T Y WA THDBIRG U Y 3 & gH IUF HRd a1 77 g
HEIA! BT MY qieh | T TT 8|

HERT ATHSRU & GAYR

STRITHTS d1g §RT YUIfed AhbT Haas H H-IRY &b STH T AHBRT
e T 3 1 9 e B AT $ R TH T B S Bl 8 AR
T F TH & THY GIGH 9871 AT1 YT § US ofd F & PR gy, R
Tt U g5 U8 99T B i SAd 81 & HRUT IUST ATH BT
@1 Tl O Y ARt &1 S g, 39 aY §gd ot Bhad gl
forari & =it A TS 1111 (U 108) S 3 FHET & AHHE & Ued B I
gﬂ%ﬂﬁ@ﬁ%ﬂ@%ﬁﬁﬁﬁﬁﬁwmﬁmwﬁmﬁ
|

39 FyTt § FAERT B IufUfa X A g ¥ wfs A 9f g 31
FHAAR" BT HEMT TR ToR HRA 8. q9 BRI BT o H AFYH H g3 g1 39
Y fHaMI &1 Igd 3! HUd YT Bid o | 39 B & S & o F Bi
Bl § GUR P 1Y 37 ¢ H gig & T H 3@ Ol § | Sais BRI
B HEH B BRI YR F R H T 31 ASH! & T @l g1 3R
aarefi & [Teqd ¥ e A HY B B TaHTIR B HNY A Aeg HRal
?1 3R ofd ¥, I8 31U 8. oardl ¢ & it $i wae SawRT ot §
3R i T TP Y I & | &l TIA B BT H HART Sat o Hgled
F W H g 0 A I 3¢ De B o gy R 3 Raamr ol R
T Y e B g Bt & 3IR 3Tferg 3Tt +t g 81 39 YR 3 ST
AeHHUST B TR & WA A J R F o7 H g 81 81 39 Rg &Y
B I 37 U Hel-al § WY ¥ UTs ol |

A B HIal B @ral iR PUDE F Y FAERT BT GaY | Tg
PHEMI dd g4 ST Infeardt de wursh § 9t I # fidar g1 3r@: 39
FHEIT B BRI BT 3 ATGH F 1Y g1 ST 7T § | 'SR Bt
T BTG & a1l D! TWHR T eIl 77 4T 35 oo & R H Th Iy Igd

61




THEF GG (M1 R) ISBN: 978-81-956774-5-0

g 81 g HIRT B FEF H, 98 YR & 9 HIW P W Y TH
Y TSB! b T H o Sft § 5 3% FY wf A Heg axal 8 1 HAT
BT ST UgIH B W U 3¢ 1R Th 1Y I8 gY famn Tar 81 3iR
T e A B B H, FAIRICI! T BT R & AR S| M
o H gf Bt B1 3R OfF TR IR el Bt AT ARl € 98 U &
ST 8 | 9} GRS & I H ST H 1Y P TR & o U Rarg &
HTH W IG 8| 39 TSR 37 11 I H SR P TRATe IR fbart
ﬁﬁ@WW%lﬁWﬁmﬁﬁﬁ@ﬁ%ﬂﬁﬁaﬁ%eﬂw
STt SMfEaTRidt & H1RT & 91y e R H1 S B

Wﬂmﬁﬂ?ﬁﬂm%ﬁml FHIARY HEH! H, TT HUTH g
B HIY GRT TP TRATE & ©Y H T A1 g, R WM §RT I ARA
P IforRr = et g1 3R TRaTeT fUeater Ugrel W ) TRMT| ARG
TRAR DI AH ! P [CTR I THSd ¢ | 3R A I UP a9 b TT H 3h
AR 3 €, 39 UHR 39 B! B HgIed &I f[ayryend w1 o gu feamn
T g1 TTadR] Bt U 3 HgMt A i, HETed U TRATR SR P I Tl
B I F ©, SN 3¢ UNE a1 § IR TP {3 ARIed 979 &1 T 4RO X
& 3R TRAR H R STAd § 1 39 UBR 39 Hert A off el war & 3
%WWMW% 3[d: BRI B! B § I8 UMD I T
|

FHIIRT & 1Y AR 3R [T & U DT Gaief | 3 HYMD dcd BT YA 141
HEIE H BTG & IR P Y (-3 b J 1 T g1 forgd
HIRY DI HET B IO TER & U FEWH g STt § 3R Bt
DI T3S Y IS TIHR oA <ol & | Y HRT Pl B &, DI HAeRT
¥ forg QUR 3R AT F 7HA R YUl At 81 3R Tadd B Her H,
FHRI P YAorH B AN & R 919 I 9¢1 & =0 B I Al § SR I8 3/aar
A 31 o 371 Tl H St & T ¥ Sgax ol offal g |

fexdl 31 weal § et iR HIERT & U 31Uy H T §U AR 37T
FHIIY HYT F 3 B HRIGT Bl IS TER ST ¢ | 3R HAIR1 WY P HeHH
Y Ha Bl YR AT 81 9 P! A UgIH B 3R HRId BT FUR IR
T T GO BRI Hg o, BRI GaPh-1aR & 91 HN H TG Hat
TEd1 81 TIafd AR DI HET! B Ha BT aSHT JIaR dUR P 1Y TR
BT TR g5 ToR AT 5

T R § &t <fiF il &t Il I S-S ik § URgd
forar a1 31 SR & aR1 @t el § $fY & HUHS dedl Sl §arn T
B1 @ 39 Her & onfeardt uRig g1 T Fa IR 37 4 R 7
FHTERI HYT H HIRT SqA13N I I FHH! ! goll 4d gu fars et 7
SIS TTaakt U1 H AT BT =R §U SR R TRaTe &1 Jcg & 918 9l g
BU foamdt it ¥ 1 59 aTe 98 99 § ¥ QUi iR HiTT & TR | T 9t

62



THEF GG (M1 R) ISBN: 978-81-956774-5-0

& FUH IR A g1 3 UHR SH AR Sha RAeht BT 37 Halal
T faRiy guIa g |

IUHER

st sfearef dipepyral § BTERT & IR H B! Bl ST YIS g
U T | ST &7 Y g1l B TuIfed SRS a1g o H T e
B! ycliare @ MaH el & qui W1 B S T gl en: Uy SR, et
B B H BRI B HUT 3R IR B HYUT B HUHD T At &
A TS 31 R A oiR e 3 @) frad §1 39 S §
T B L BT AT ST § 3R BRI HeH! &b bg A g1 IS §H A
FHIRI B! Bt B Ufaadl DI <, O BRI Hel DI oHd
g &1 fAufor 81ar 8, SR F T FET B TagT &1 Ta9HT HT I gial
81 37 9 SN Heal § TEIed & AT, YA §RT S, HAERT BT
gt & D SR g 1 ST B Saa], HRT & HRUT ¥ § gig, ARA
P} TR, TRATE T fha & 1Y TaY, AR AT U BT Taiel & | T
ORI 7T | Aot reht & AEe B i1 Bttt Se-Sa § | 37 HUtsh
el Uerd, Ui 1 I, P TS SIS AT Dl H1a<] b HUTsfi
J et T g1 sift enfeardt aiewure § HaIRT ST &1 TN fagy
0 Y farar ofrar |

TG

1. "HHUN BUS; STRNHTS d1g; Y. e 3rebre; T4t fereeht yom
TIHT; 2000; T Xiii

2. "SHUN HUSH; STRITHTS aTg; V. Wiewd SipTeH; Tt faeet; Tud
DT, 2000; .107

3. T STt Al HUTel; WY SR, Te; 1. 1 TR, SgHeElg;
TYH FIHUT; 2010; G.129

4. HHUN HYY; STRITHTS dTg; TR febredt: 7t faweh; uum
TIHUT; 2000; U§ .69

5. g it dd HuTall; Uy R, A, . urf UwhTRI; SgHeEle;
TUYH FIHUT; 2010; G.109

6. dglYg.107

7. 99129

8. 'HHUN HUISM; SEIYTS alg; U.Alied SbIaHT, 7T faeat, |
BT, 2000; JY .69

9. 'TH SNt Al HUTSM; WY MR, Tersy; 1. a1 UhIRI; SgHeElc;
TUYH TIHT; 2010; G.109

10. @8l g.129

11. dgl; G.108

63



THEF GG (M1 R) ISBN: 978-81-956774-5-0

e
1.

2.

o 5y gfr:

SeBUN HUTST; STRIHTS dTg: U. i 3febreH; 7t faceht: uym
TIDHIT; 2000

St enfeandt deedT & AfeH(@UTHacH): Th 3feaa; fdor
Taesl: WeR ged gMHaRid, gy fIamrR- avig; 2019(TY-
MyfAge)

T STt A FHUTSHY; UY SR, et U, U1 YhTRM; SeHeIaIe;
Y HEHIUT: 2010

e Tifed &1 {TT; I1. BART TSy, YHIRH,3AEIEIT,
TYH JIHY; 1978

e Aied AT 7. Ts; AR IR, SR, fgda
TIHR: 2006

ABHUSH BT e 3R Foo; off gRacay T, v ursf yemee;
JGHSTHTS; TYH TIHU: 1990

AHANET JRIHRUT 3R HUTECHIS; SF. s v u. uref
UDHIRI; 3feHaldlg; 2017

Aearied yoft; faft emeR; u. g ueeM; seHeEle; TuH
TIHTT; 2010

64



THEF GG (M1 R) ISBN: 978-81-956774-5-0

uf3 WRd § SRINTa Sifia e yomedt &1 sfagr : i_dY
TATd] & Iudey Hl

S1. fayTg 4 - Tere iR
S Hdl B
HERTST JUSIRTG [Ayfemey, ssiar
ESICEI

YRd BT ARG WG IRURS YR faemsll § § w g, St Rien-

ey o $& T gd gula: URURS aids 9 & gen Rt | Tifia daa

S-S TRORT gRT SR H RIamT Sirdl AT 1 3R 37 TR 8 % & URAR

BT STt Uit & AT &1 g1 9, S O, Ui, sae | it pft 9ga & g

R T 8 9, @W%w%@ﬁ%wmmm CIEGI]

é@mﬁ % 35 MU 3, Rard &1 R T IET6RY Hatad ol o8- | 3
|

3fct: Wifid S I IR FHCNUANT Hell g & Jracg Hf 39 e
A & SHH AN o T Iuasy gl g3 HRal Ul, Al U ADRISD
ORRYTT Y| il &1 arelid baa TRMET de A sia o1 i faemer
SRRt PI uRHea T el ot

HIS # IgiaTet 3 AN b g Wl gRT Wil Riam ) fawm 7 g_af
YA B H3 GES URSD!, A gRT e Wad &1 T Feig],
FHAGI, TS O XX H Tid THal bt RITIT BT TS 2|

¢_dl TrdTsd] et Wil Rigm Y faxm # 48 A2 AP 3T U1l I
g oW B U w3 BId-sid Iiila It srfaa ff, wg g8l R dad
Uiy YR § SRR T it Swreil &1 gt faavor foar man §1

Y WM HifdeR! &1 § Y fafd IR 19 JRUe! 7 391 g9
anTer foa, foret wféra & fad=m fvar mar B

Tgeeq ursfeftre Us ferevdt wharadd

U WG B RITGAT aY Q¢¥¢, S 118 8 9198 8 &1 15 ff, forae dwimie
IR IR TR ;a1 A STeTHIS TaRiol, TaRioh FREst, TRTaSHt
RMGRSH ST 3R HTSEToN SdTG | 3 IRI uiieH! gRT MU a8 ifd
T TR, TR 3R TR1ST W & fagmiisrt & dwitd Rien 8g = &t
T ff| TP SIINIIR I8 UfH YR &) Jauyd Wadd! Iififaed dwi
| afgansit ot Tiita & Sy Iad AT 3R I R ufdx ud aRifores
Trfta WRe 3R THoH & oy et AT 59 TRAT T JReT & |

T ¥R F U P T FT6s & P eI H URH], TRIST SR ORI TUER
DT H=refl B Gifld &M ¢ 37 39 IR gRT Wid & a7 |l 7TQ 3|

65



THEF GG (M1 R) ISBN: 978-81-956774-5-0

THATT | 3 TR H GRAT FHA137 B Ya=r g1 fean S onl gas #
R Bt S URST F $Hd T P SIa9G, 371 T8 Haal Bt
YA UT| T TR GRT ST B1 RAfEd H g Sf1iora, feawa,
W U4 GTiid fawdl &1 Bt s H ISR &1 5 ot Wid fovg wR
QS forRa aTall dl o0 TUY DT 9&1Y GhR AT fovar Srdm ATl g+
9¢&3 T URIT & Fid JauTed Ay Hefrd - Wpal & Uredehd | difid
fawg &1 faftd U 9 afed o &1 g fear aur Sfid o1 Riem a1
AT o § faaTes, TR 3R fhdrel & anead ¥ iid &1 Rem &
S, frees SR & I 71 TR S 18 US> el SFgA 7 99 gCuo |
A YR TS QA ford], fored M-l & sfaed & aR o
TR STl 74T UT| o] HSfreh $3 31 SgaRk 1 =g A1

Tsfere 3 oA iy Mae farre 33 SR 3% 1t Hiads fams &3 &t
Tiita Rrem deht g TR SR & e et 31| 9 2cqy | o aysi
ER1 Al THe Qe UHIRid ot 715 2 I sEnsi @ wiid fRran
¥ forg o2 TRISY TR Y Ty WRfaY § e fasar man or; e ARa
B U 3T ot TR g e mam oT| UepIRia Bt TS 59 Yae | wanT
B AT T Ry Ffegu off, foreg Wit &1 IRMAS STHSRT & fag
9 I REH-vagH & U S8 ORI &1 I8 TId BB WA Ul
guigaR 3nffe Tae & HRUNE 2003 T 39 WA TRIT DT T e
P If §¢ B US| 3T T B IUNRAT & 7Y H T 4o H, 2 ura
TR WA THRITRA B RITGT B T8 | T 3¢&o T TATS YRS Tavion
PRG3R TRTSoN QTYRSH STTeH ! Ugad ¥ J 9 TR & IfId & UG
IR Fgad fear mar 1l 39 ST § I S U9 gee SR o 8g
FS Tl BT T RSP Io faurdfeft B Raman S

T ISl He el

YRATS B 3T AB T TRIT B WG B BT TR off UR TRt &
T ST §1  HKIER, ¢\00 T F. T, FHIGRT ot gRT U TR HI Gag &
T IIoTeh HSdll’ & AT I P& bl 71| 39 TRAT & < T 3229

2.’&%WW%§W’H%WWJ§WW

R. Afde R T TR R 1 91d IR Mdl & IR WR-a1d &
oy g SR

Y IR & IRITH b, T BRI = 30T J9I Sfigd IR e &
T 3 AT TR 1 GURA & forg wmftfa & fean ot -y Afgansi
3! ot cgafyd =u § Tifla &t 3= e U &), 39 fo=n & w1l 3 B8
B B fbT A | I MKIR' AT 3REER U9 Higensii & fore yeprird
P T URET W-AY & JUlGH & FTY H SRR HIeRmen 7 349
BT & HIegH F AT H Gifid & TR &1 Ud Higansi & Iiiid & ufa
B B BT YYD BRI [HaT| Tg TR Y& H Hhad IR GUerd &
66




THEF GG (M1 R) ISBN: 978-81-956774-5-0

T 1 Wi e & forg & @iedl 118 | Ieiert § fb Hidgseh &l 4t
IR TUER & A 8§ & HRU, 39 T H Wiid Whaw g Wa =181 e
T T

¥o TU & UHTd 39 HRIT & Haw IGTHTS ARIoN Ud TRIT P IRED HD IS
fSaTen sae = faenifart & yawr ufsrar & fifaf g § $o geaE i
mzm%mwwﬁq@wﬂ%aﬁmﬁmmﬁ
B!+t oy Rieiieer iR Si-gsard & a1g Yaer faar = @ ol

TR GRT % 5l Td Aol i RIS Ud Aiviifae MEtl o1
3o ot faa STraT oT| ST % Tt ud fagnifoat @ it Ram &
foQ &% TrReaTd U ol FATeRI B ge o o, o T F U 9,
GG TH (JETe WH & Hdlol; TIeRR) ok WM, Teg T 3R @M

Wrﬁw 3 39 T3 & Wi Rigi $ =0 F S0 Ay < oy

IG & fh HIaae St 7 4 S ¥ I BT ST H T ¢y Hsg R H
IS BIehR 31U ARfai= faa T

AT TG JHTS

QAT T FHTS BRI § Qe H qor & o1 7 4t wH 1 w1 e, o L
TEUES, TAAARM HADR, AAICHR, 300N Uled YRYR SATG TSI GRT
T Bl T YT o RS IR U1 R Wil T I A Il &Y
TS B YT BT SR IHD! RIS AT | TRY & ot & 59 S = aifdrg
foa o o '3 paet TRfY &1 fRiy 81 781 e, fobeg 39 a1 &1 71d ot
FR ¢ o YR Tifia 3T ufekiy ST ' |

Rl Tifta & fog sria siawads g1 3OSl & 9 IIa BT 39 TR gRT
= faRty faar ) mmwﬂaﬁ[&nﬁwﬁfﬁmusﬁﬂmﬁﬁ
AT TR ST A ot Wit & Ueu®! @1 JueT e @1 §1T S[T

T 200¢ T RIS HINT H TR R’ ATHG s $I [qHa fhdT| 59 gadb
H o 7 graT e b YRl it urhie ora 9 € 9d 9y SR snyfe
T | YR i = WRfeft o1 fmfor sgd uga & foran o1, Rt faavor
B 93 of TraTed) & TXpa Uy AT 3y B firerdr 21 foreg 39 3y o TRy
& I & Hey § A1 A JHIN & O b A1 BT By 31 FHT0T
T firerdT 81 3fd B WRIY &t saxgesdl &1 I0d gu g1 TR JHTor
& TRIGHYTITH 7O YRYR A F 2¢¢3 | RYIR a1y b Ryan R w=1dt |
T FaRE ufte g fordt G & 39 e Sadiar AReHR iR
AR G STUrge! A TRTST UTeT H UentiRid fafire difid o ured grde!
P YHierd HP T W Ay AHD GXAD BT [aHa fbar| I Qg &
9 T TR FE A Gas, gO1 3R IR § agat o foe wifta whal ol

67




THEF GG (M1 R) ISBN: 978-81-956774-5-0

RYTOAT BT YT FHUlfed! Tiid T Fafda ysaf &t off ueifa far
fTereT, Aer, TRTST LT H Wi e Sefid % gedads UHIRE 3 S|
T T TS B SURMRAT A T 1o H SHulfedt Giid o1 e
ot f St 1 ST TABR 3T URI FHT YRR gaT 97 gRT R F@ad
T FHTST 1 3T A1 "HRd T AT H [Ae-ieRor g1 |

B IRICRINE NI

ToRTd & Feigl H 34 aRE &1 T % YA WHd Id ITe Hiaael gRI
1t goMT| IR T TIIARITE 1 R BT TRART ¢¢& B TS TR
TR YE PI S aTell 39 AT BT 419 BIBRAS 1 TR AT STerep!
P RT3 71| HidEe &7 g8 JH-1 o7 b afe yRdg I@fta &
YIS &1 G T YRIET ITT1 8 ol T U5 o1 & qTelah! Pl Wi -l
% fagm Q uRkfera Srar Sifa siages g1 A=A & 4 df Ba auT ST
& TR P ITAD! B! MR H T foar Sdr 1| Hiarae & a-=ma
o ol 3! ol e H forddt ot TRg o1 fa8y 7 81 S9eT O1 &9 4 STl
YT| 33T FYHICTT MR &1 THI MM DI & I ¢ Tl dPb BT @ 17 AT
TTa®! B W & Ul STHYU Ud 3T SgM & forg Yeand & Tta Rren
U B <t STt ot TAree 3 39 gYd Ydheudl & 33T ufadne e
3R feAl-fe1 raer=mren & BE &t I B AR g g1 @t

Hierae gRT R 39 TRl & 41 Rigia 3a mer | 2

Q. T &1 JH TH MY & &Y & 1

. NI B I & Ut STy UeT A

3. Oifid Ud 3Ud ARGl & GASiad o fore v SRl
Iudad it Rigial & gRT Iifid &1 gare o At §9H o diaee Iwa
T3 3R hekaey Hiarael Bl g BT 3R Y THRITAN &) B! Wy
A BT SFAN U&H B T | FITS 300-¥oo qul H orrd # U BIs Tifld
TR G & BIg SMURYT YA 761 FArerd | 31ct: Wit o Rigm & Areem 4
Tifid & SfoigR &t UREHeT & IHR HRG 39 Jauaed Torm &
-t B e R &1 99 Hiaree Bl 8 faar S g1

e BT TR AT HRAT 3R FoS o Witd SR It e &
U S1ER - U F’aM 1 U1a-T iR Tifiq & uidsy & R e
F I AT Te) Sl H Yortg A1 iRy Henae 7 [ ¥t 7eR &
G-, Y-S, -z sanfe davra 9 o) Fard siot witifas Jard
UgH &1 | Miarae gg TeRer § 491 ot ey & s TR & G,
Fal SR o i & faemdfell 1 Ue Ary At Rigm <d 41 39 2rred]
T W8T RY-URAR & WA AT ST &1 Y R g 3, Marees 376!
g@ﬁﬁ@m,%@%ﬁ@%%qﬁ@wﬁamﬁw
|

68



THEF GG (M1 R) ISBN: 978-81-956774-5-0

2R ot zrarsdt ¥ wififae e/t &) g

Ko<y uEfefhed Us forexst Tramad jrima=r af g¢x¢)
M IIoTh TS JRITIAT Y 3¢90)

O TG QAT (AT T 3¢10¢)

I s 3T & go A= JuTe! (o af 9¢e3 )
TSI SiT9 3T fe QoI T TS (RATOAT T 3¢¢3)
I W e (RUTAT T 34L¥)

AP AT STADISNDBR ST FA (TATIT TS 4L E)
HdTee] TR (RITIT T 3¢LE)

Yo TSt aare (RITaT af 3¢¢E)

Q0. FAST YTUG TTiid faeTerd (RITTHT I 2¢RW)

98, 31l T e Tefer (RITTAT I 2¢R W)

R, I TIH Faq (RITIAT T 3¢RY)

PG ML XY

3 GRrell 3 gAS § Tifid & A ST Td I SHe ™I Hfld
FHA § 3o Agayul aireH e wtd &t wremelt & Arem @ e,
Tifid TIfe BT YT AT, Gdoi-e Iififde HrismH-Myar smafa
1, S1S Hewaqul U4 Ufeies o1 37 wrel & sianfa fby g, R
YATT g1 off Fehd|

Iudad THSYRS! & T & Haaey R df Ydrsd! ¥ Wifid ]RAER
TRl & Ygiad faryrT ok waffed dwem & Titd faan e 8 9
o 81 T YTl 3d & Ub G Afaed {1 i e & 3=s1 Bl
ST ¥ quf R T o1l gRad-=iadr & 59 g & Iia o RMER
3R YEIDIT T YR & Hrezdt F Ramar S @l

T

1) Michael d rosse, j.b. (2010).music school and societies in Bombay

¢.1864- 1937, (f, joep bor, Ed.) Hindustani music  thirteen to twentieth

centuries. p.p.315-319.

2) Bakhle, J. (2005). Two men and music: p.p.66-67.

3) Pandya, t.r. (1915).education in baroda.bombay.p.p. 136-137.

4) Annual report. (1886).annual report on the administration of Baroda
state of 1885-86, h.m.liabrary.baroda.p.118.

69



THEF GG (M1 R) ISBN: 978-81-956774-5-0

A WHRT W MYTRd ToRT & yaferd died

UM AGHIBTAHTS SFDR - MU
ST, AT - ArfeflRier

YfireT
TRI® TR YT Ifdd TWIRT B TR BT JMHRIG: T T RO T
STt 2 T shetl, famR, T StoaT Tiep e it T TR Td YRR TSt
T 1 Wit 9 gut Wit I Mfes FU I g1 81 T8 DS TTaTe! &A1 3yal
e &1 TRgd H1 76T § g 3O TR IR & WA § Wip D
I &1 TH Uit I gt Wi H TROT quT TR0 g 81 i Hersil &l
TaR T TR &3 aTell I8 IR gHaT & Ui 9t Sl 8 urg searett
R & 3R HRd i 58 TROR1 31l 81 3671 8 | HRd Ur: Tileb cbefrail
Y o A ¥ET B 1 ITH W yRRT A T B U 1o IR 3@ R |
YR o R Ao & AT - 3T Uid! B qUT ST BT 30T Fabend &,
S AR 3 Sfia I ST g8 ¢ | 9T 3P YNR U7 TR H MRS TWRT
1 9gd S5 AN @I &
HRd ¥ yferd T Jeasbar:
YR Al T H 19 1 AT Teayul € | T8 A1 BT U By
TR &1 €, 98 bad ARG WRT J =t 3138 B | Frgepr oIS i &t
forg 98 WRFTd aie § THTeT § e &R Uil ot dgd 81 YR & faftra
T & fafid AeTa Y UeR I Bl
SBUITE UQT: T, Ik
AT
3T WSRT: TRerar, Frfl, Temeier 3! 9, a1d BT, dieh, 7yd, siea
T, BIASH, HebIiel
JAR UAT: UTelt, Uel, SR, ATORY, A, o, TRG T
IRIES: Zell, IR, HY
PAled: Hlal, TR, Yabiar, B
i, agdat
Mar: g1, Wi IR, ALt
Y HRAR: A3, YeoTy, fReTd
FRES: AT, YIgd, SIC S

70



THEF GG (M1 R) ISBN: 978-81-956774-5-0

afieTg: $, Fras], HeTm, HiareH, e, Hremen

AT, A, <R

USITE: HiTST, feaT, didba

fSer: oM, SR, S, Se-sfe, def, g, g, faerd, SidEar,

Ty YR I, A1, fEart, Favmh, M=, gan, yiar, &, urelt, Serar

%Wg: T, |geT, dod, araH, gfigdman, o ageff, @il T, aferd,
o

iRy Rem, IRG
TYTTg: ITTA TR

HETY, BU!

adu: gRareTe

ToRTd &1 AT ORI Bt IS it Wi qur W= ufke™ &1
TR T &1 ToRTd & HRIbR i T b1 Uifies quT WSS A
@1 8| ToRId A S, g8, TRaT, Agwet, fewft, R emre, uryR aur
I O R Wi B U8 IR Al T A T A didh @R didh
A AT T 8 ITRgd o B TRIE TRRT SR ToRTd & $71 Al
I3 & favg & ufvay fear ma g1

B! T

ToRTd & dRATg] TG 3Ydl HRATS SiHeld &1 didId gel ToRTd &
RIg ApJ § I TP 31 g1 T ToRId H fIAd YsAR & RUIR
F A A TR a1 S g1 gl T BT faaR NSl o deTs I I gl
TROR YT ISP AU & AT TT7d F IR, HRATS 3R Hich TG
F g1 G T I S T B g1 §I T BT AT U IRy whiq qan
qd 81 3T AR qUT g3y Ff U ad &1 39 T H & 91 & RRY &
O & IR BI Y BT Thdl BT AT &, TTY-TIY Al TWhl-GoW 30

71




THEF GG (M1 R) ISBN: 978-81-956774-5-0

BT & f=melt 3R TUEg did I dTelt oI § IaTelt SO & A1y -r
T GER BT WA B gU 308 30 B W M-I go1 8T 31 g
I T g1y 3R R B 1A T THH Tid Ud @i &1t et g1 ge
T fafta et wR fora Siran § fores faarg, simone} dier-gieht, uRuiRes
T T 3 T T G ofawR 81 21 B 9 ¥ Higemd Tex &
! forfl, wusT, 7T Siie=1t Ugidl § WY § 98 Tial & MYl oY s A=
APy, T Jpay, SRR, g1 ST e &1 7oV beiemR) sreR
areit WI-faaft e, gRuies St qur ¥ wie arel Sife Uged § Iy #
a@awﬁﬁvnﬁﬁvﬁw@%aﬁ%mﬂﬂmqﬁﬁ%gﬁg
T T F IR W SIAD, BId, B, Sel, HollRT, TR 94T gRAFaH
URUTR AT T3] 1 ST fobaT ST 2 | TRURT R 7ol 311 ATell §&) aROIeR
TUT IS MUY & G & & TMgarel & o Had S X ol §
far=g a1 B A & G A gS! T g3 71 TG T WS ¥ v Wi
ERT Uit B Uik fora oran § SR a8 WRuRT o off Sfifad § 9wt =9 w6t
B §SI T & 3fd § Sfta Irft g &t iRy +ft <&t g

fewoft 7

Wﬁ@w%ﬁw%ﬁ%ﬂw%a@aﬁ@ﬂ%%ﬂ%w
Y feuoflt T & Ty -1 el Jo & T F Hff S S | el e
D1 it Aigarsil GRT 30 HTH & Siiad S TRYAT H Fa qUT YB3, Al
YT GAaTel! UishdT | 3G Wy S & 1T 39 I &1 SMfAhR b
7| et ﬁﬁ%ﬂ@ﬁ%ﬂmﬁa‘rmﬁ@?ﬁaﬁ%aw
Wﬁﬁ?#ﬁ?fgﬁﬂﬁ%@ﬁﬁﬁﬁﬁ%ﬁﬂ%%ﬁmﬁw%aﬁ?
IR oM BfET o1 TR et § S fewoft wg1 ST 8 | 78 B8 ryar sfsan
175 A, el B B 3R IHP TP BR W AP S! 3Yd AR BT clleb Fl
BT 2| 39 stilch b e gl oIl & | HebT 01 UfehaT & SR AT cal
¥ foru sftre Afensl gRT 39 Sl &I YaNT fbar SaT € @ik a1 o 39
Tfgensii gR1 7 & +ff s foan o= @ fewoft T Faw afgersit
BRI {51 91T 81 T o0 URaR 3 Q¥ 9% 8 &1 fadl e 3 3R
TfEA TH & M & AT gaM &1 b e axdl At 3R I ydmar
3913 B B I I & 1Y S a1 W § It 31 arert I8 I
DI THEH & Y- geah THe™ & a1 off J1 g 8 1 39 I HI greht
T ElaTeh & TERI & 3refrar e o wie & off fasar srar 3 1 wfgarsi gr
a1 91 aTd 39 I &1 BIs AR el b U AT 6 & B B
fegar o Afgarst 3 RRed WY & WY 3 7id ois G IUT 39 9 &
W?%Wﬁﬁg%ﬁ%lﬁﬁ%ﬂ@ﬂ%ﬂﬂ%ﬁatﬁaﬁ&nﬁ
CERGE

ﬂ@ﬁﬁmﬁa@ﬁ Tfeat, ursf, vefial, ST qut Uefd & o9 a9
w%Mwm—cﬁW( ¥ ufy gafdd 81 ST 9 @
% Rl A1 (pfa) IET 26 HRA § TUT ITHT UIeH TN Bl 8 3R

72




THEF GG (M1 R) ISBN: 978-81-956774-5-0

Tt 2Rt A1 srufd v 1 wafta S@T Sih 7 &1 TRWRT § 9ar 3
AT TAT IS UG Hararott I T Tg T ST & SHTearil e & J& o
T Afgaatt ST gRT e fhar SaT 81 Wid Fed ad UgdR Gy
HIR TR Y TSI U 4T I1d g TUT =W & bl IR Tghr Aigdrd
1t 7T IS B TGIaRT R AU BRI feard! 81 AfSersn bl 3 ey
TR U TN U #fae § @S B & S Y @1 Hifd 713 3 5T TH T
F Y P HTSeIRM $Rd §U T Fd ¢ w%rﬁ%ms%agawm
BT Y70 Forch Igt § S fodt & ot OR AR & forg 1wt 8 | e fiRifire
Y 39 S T A AT 25 A SR 19 ¢ | S @Idt a1 UTas) & T H AT
aﬁa%@vwﬁsﬁmﬁ%ﬁﬁ@ﬁwaﬁw&&ﬁ%lwm
BT 3nfearit SHofd # T8 T TRWRT Y I 3 8T § qUT gab-gadt
THRIRSERIT A € I HAT URH PR & ¢ | T8 T TBRI YT 2Tt 18
gﬁmm%l@ﬁﬁwaﬂﬁaﬁwﬁmmwmww
|

TRET Td TRAET:

TRET AT TR ORI & Tl TR TR Fo 81 TaR1i3 & AT 3faT b1
&0 HXd §U HTdT B Gl 3T & WY TRET faran STl § | TReT Weg Jald:
T g MY (RUTET) W fora T B 1 et s firgt & e+ (e
T 91 g3 I BT AU | aRIA T ATAT SiET b1 R HR U] S Ted!
@) T U TR 39 WITTH & FERIG ORT TR TRET fahan ord g
TRET JRed: Afgarsit gRT far Sdr § auT TRe sl gRT fsan S arar
I g1 Afgan a1 § 1fid @ a9 & SR Aftm YaieH § o grif 9
TR FoTehR ORI & A1 ATt AR o Bl § | IaH 39 9 § ot 1l
Td 1o & WY bR H gHSR gadx airT Sidl ¢ | TReT I - had
AFdr Ry @1 faRivdr & sfcd a8 Amd WiaATsT $1 URgd B BT
qrerged |1 | e ¥ gad giF & Savg 98 HFdid Jag-1 4
TIST g3 U IR WRITd A ¢ o fafdy enfifes qur amnfores
T TR T fohaT ST B

I

I SifSar (@ YRG! BIA A F WY WA S aTel Th YA I §
forer afgans quT &y S St a-TahR Wad § | I Herd: T & Teiar
Wﬁéww%ammmﬁﬁfmﬁsﬁﬁé@mmélwﬁ
ifer I 2t ToRTd BT URIg Sgad A T &

UTYR Jo:

TORTd & HTd Te= # 76 WRIGR & fB-IR 5 aTdl UTYR THEH™ & AGSRT
R foha1 S ITell TRIRITA o TTYR o & 919 J URig g1 a4 & dad
Ty < g1l & DI TS ABR I8 IUT IS T HRHR 57 ad<
TR § U1 U 1M el B 1 T At gl Y SurET ST g T B

73



THEF GG (M1 R) ISBN: 978-81-956774-5-0

APt

ToRTd BT HIgd T4 i WRT T8 Aghe! T ARl gRT fpar o g,
g & ofeant daa & ad=1 &1 oot gaferdt & g gawht 8, qur o
IR B IR ST UeH & Y ITell Bl 98 Hedh! R YA i et
P T TY-T R B IS € TFER TP Y GHHR I8 T IT 8
T3l Ta: ToRTd & HRATS Ud YR THer™ R fovam oM a1 9 8|

R} erare:

gdl SpiepT & 3 9 7 el qoerd &GNt g1 fbar o g, forgd
Ffh AR & URAl T ol §U TS qUT °TERT Ugd g | A BIC &l aRWI &l
(R 4T B8d B) BT dH R T P4 ¢ | T H SIef b1 U1q +ff Sofet gt
21 T8 U 3ifq IiaM T B | Tl Gret b IR TR el §3M1 T BT
R HUS A ANTA & fFAP B FUBR JI HA Jad U 1Y IGT 971l §
fOre ARRT FgT 1T &, U1 T & oA W 39 ARRT $I gaT & IBTADHR
T S0 IR BT ITY THAT ¢ | 3 Iad oId B! dTd 3T IRY WR gt
8, Tt g T & Tttt § a1 Add & TR & YT IS g1 offd g |

foread:

RWRT I A 3 T8 T ToRTd B Upid Bl Siifdd 39 gU g1 T§ 7 had
T 5 Sfiad &1 Ue ge o9 gU & IfUg 39 A1 § 91 &1 37
St snfeardt S S a1 T THE™ Sl 99 & {1 I 0T IR
FRA ¢ D! T Hae1 B |t frdid T &1 61 ad ¢ | T8 T 3%
ARl & IS S T I8 HT AR A & IId-91Y 3% oifa= &
3THE TUT IeT o1 J1eqd it 991 §U R | TRORITA alids F 3T §g Bl aolg
78 Rt oR N garaht & Sfia H gaw Aa & 3R 3P TWBR H 3T+t
SATE &1 At B

e vy g

YR FaT (U7 -1 ) - T . Aed Rig Wals , smand exaswar faumT ,
Hig-ara gansar fayfaeney, IeaqR

Indian Art and Culture — Nitin Singhania

Traditions of Indian Folk Dance — Dr. Kapila Vatsyayan, Clarion Books,
ISBN 10 — 8185120226

Folk dances of Gujarat — Harkant Shukla

Parampara Project: Hudo Dance

74



THEF GG (M1 R) ISBN: 978-81-956774-5-0

Tifta o 77 - Ry wuw
Jaydeep Lakum - Asst. Professor
Prof. Gaurang Bhavsar - Research Guide

Department of Tabla, Faculty of Performing Arts
The Maharaja Sayajirao University of Baroda

Tt e e @1 gaferd Tiia Rieor Y = R gl uri= wra
& vaferd 81 o R Tod g, 3 oi1fe; Rale! & w0 & gay frd
ST &, I THR Tild B RI&T TRF G9 4 TRIDR g1 ST P offelt 5
Tl o1 # % - 7 ORART b1 e gpd yomet 2t gt offef o | fy=<t <rsa
DY & AR G A BT 37 §- T BT $d YT & &1 98 VI 981 R
3 fa=rfil Y 3 1y e & <d & | I St H TR U H @A
faame B & T Ry RERT SEdr 81 39 WRERT & iid Ry,
= T8 B YB3 e U T ® T 3 TR Y 30 |,
TERYTA 3R YATHTE I TS R, TR 1 Hal B W] ! FUTRIfGT Tg01
B ¢ | = ot 309 R oY Gorad dTelid 3o B 1 s Bt woherd T &
TRET o § € A ol 31

HRTg Gpfa # +ff == o1 I gl A7 717 B -

“Toera, ‘JTEW.I THaA! HRYR: |
T &I WReel o it =a q7: 11"

Tefta e B It ¥ = B U ¥ 1 U1 BT 9 § [ g 9 Ay
B Tl 2, g T RISy TRERT gRT IUIRS I et 7 et &9
ﬁ?@ﬁ@ﬂ%mﬁﬂ@wﬂﬁmaﬁmﬁwmﬁﬁmmﬁwﬁm
TRERT B! ARG JuMel! gRT & I g3 & Tiiid & & Jgli-ad Td
FHATD Sl ol U&T BT IR0 Td Yae 2t Aifes e & wgwal ant
T i1 @I 3|

(1) UTH $1a 8 % Ry e

(2) IR Ufd H T ey )RR

3) gAE JHT H T sy )RR

U ®1a ¥ T3 Ry wwaERT:

U BTa § RI&T % ey tReuRT & A7eq ¥ g & o o, s et
R o1 ST -Ua, TR R 3 Hiew Q Wetierd 811 8 WRd T
1 g fa=iva 8 | U e | it Rigror § oft e 1 Rrer &1 faemem
FHRAT SR Ry gRY R1en Tg01 S & Rk g vaferd ot oo fawry
HA T R g1 & &9 1A T 59 UHR o [9e &1 IRERT o Jeat
U FIcH T TR 2T B R I gil @ o 3! &Y URdg I
T 3MfeH T AT SaT 8

(@) fRrem s
oG B e Tsfa Wa 3R I =01 & WX 384 arel B & Fteror
T et ot | Srid g W 2, RIem U= el &1 A= T8t ot e gt

75



THEF GG (M1 R) ISBN: 978-81-956774-5-0

e STeIon o Srefi oY1 STl & W g Rieomerd 31§99 @R gF od 3
ST 3 FRIeunerat Bt & BRd 3, TR I W G107 St SEron o1 &) gal
U7 TR d B goR! faemdf Wad & R 398 W & U H ue 4w ot 18
o ST T | 3 T TR 1 ST Sl bt e T Hf WRaR B
B A TEGd J g | 59 et § faentiat o gys & 3 fasdt off faw
B QUS TG AHAAD a1 UT| Fiifds T& W g1 30 R & 57 g
TR 3R TGAER 3Maxas g gt fawat o1 qd fReror snorg S I &t
fear a3 o 3 3f¥m &1a & guf 9w d gia A

(@) grgar uien

I THY el T qUT IR 8T MG O BT FHICT W TR IaA &
T1e 81 sy 1 Ui foram ST Ul R & 31T & Ut urerd gy Y, afe
T= &1 $u1 5l gl Ry 31 {92 v 8191 904a 1| 39 WR1eT & 916 T
1t Ry &1 Gl g5 ¥ faee ™ o A1

@ Rren & sraf

UTdF BTd § §3d 1 313d 98 & qiiad gofl fef sm w12 av ot
TP B gal 81 U1 IR Afe I8 a8 dl 24, 36 37aT 48 a¥ W RPpa H @
Tl U7 TR 12 aY a% df R | gl &1 IgT ATl 3 12 a8 § 98
3o ATaT-frar & = ot 76T Frar U1l 39 UHR W 3 fauw uRkfRufa @
I3 fAega S1enT X@m Sl o7 9t = 918 3 S IRH & 81 A1 - WA
% A aIaTaRul | UTe U SfTd o |

(=) R=-Rrsr wwy .

3T HId ¥ T=-RY &1 S {01 9 g3 &1 Yifd o1 T 3o Ry &t
UATd areiy gd ¥, 3R e Sroet Jar qut yfdd H1a I TE &I Ud Ry
TR1&M UG Rt A | 37T 9 BT | R Ry F U1 UG T RIToa
T, Tt o oret &1 e & o off anrexf W@y g1 39 99T UTeasy it
D13 et g1 At | o Rl &t Ugr wfad & 3% Rren ¢d 3 8k
31T HRaTd | sy 4 75 |19 9, = gR1 &l T FRI& 67 3y Hd A
3R TTF BT B 3T BT e I 3|

WA USfd & Sl 1=- Ry ey

WM IS & ffa Hft g8 = Ry &1 98t Taw S &1-fBraar g, s
% Ui F1a B oT1 IReg $© a1 Ot i € o o e a1 T R
TRERT ¥ Uz a8

(@) Rrem saawr

WRAT UGl 7 a1y SR quft Ixre | Rigvr o1 sgd 8 i drd o1l A
IIATG AT B bt @l Srut R 781 <d 31 Il ad &b IKG ANl 3u-
A 3R 9 & Ryar A1 RedeRT a &1 3ot e & e R & ol
et ot 8 4R T Bld A1 JLI Al s I i fagion I favfda
PR @1 UT| Ty VeI I d=IiTd | &l AR W (fAfaRry)
Hﬁﬁﬂﬁfﬁfﬁ%ﬁh%ﬁﬂﬂﬁ%%@ﬁ%ﬁa%w@ﬁﬁaﬁﬁ

76



THEF GG (M1 R) ISBN: 978-81-956774-5-0

?Wﬁ'ﬁﬁﬁﬂ?@ﬁ'ﬁﬁﬁ%ﬂ,ﬁ?ﬁﬁﬁﬁ%’%ﬁ%%ﬂ@?ﬁ
|

@) e s qaaq

T & IR foRvar sy & a0 9 810 ¥ a1 WY § Aevd, I8 WAER
TRERTT TT &1 G YR g | UM wRA1 ugha  Rigror & Fafafaa
Tl W IR & fear orar 81 SR A # Sa & fhd UdR R,
fRR 3R O T TP eR I 91 TUT daa J 819 Y aaRT, Sl T (T,
1, didt § A 3nfe I@ B T s aul &b Hie R AR uRyd
3o 7 § IR 3T 8| I8t HRUI ¢ [ qaal a1 Rgarel R g1 ¥@d g1 a1
YTY AT €Y AIH 8 ST @ b U8 SR e WM A Trafid € g9ferd
TRMAGR HATGR T I JuT Rredf & ot IRt faward adres dar
FRAT g1 3 a8 RSy U=t Irget Ud UfaquR e @ fqan &) siftres
TG BT § 3R 30 R &l Rgra? R & IRERT &1 HelTdl g

o 9Ha §-Rrsy e

HRA H R1& & & ® Ui o1dd 3 81 T -y IR 1 ST Seiigd
T 81 =t v Tfia fRueror & & of a8 TR ot s fadt A frsit &1
T el 31T ) B | S TRIRT & HTeqH gt Wit IR b ARt fafkryarsit
3R Afert Y digt eR Uil YRIET a1 o Wb 81 3nyfiddr & aRawr §
el Rren & & 7 To-Rrey el B gearg o g, a8t Wit fRrem wR off
DT YUTT UST g1 WRg - RERT o |t w7 faft dvfia
fagT ag T § fob TRe- ey TRy vgd St 2T %€ 8, o ot ST 1w
AT 8 5 g Wil &1 R 39 T & 38 8 gAfeH g1 99 dd
e quT RRaM @) Ui S 8, T8 WRAERT Hft Braw el

-y IRERT 3 sremae gur Sife TRy 38! 8 | all BT I 3R
FATHR F91 P ford) e e -Rrsy IRERT § SAGRTD 8 | T8 I ST
B . o -y Ry vgd fagmm ot 31T 3UT U 39 Feed Ui
T B3 HRON Y $B 4T 8 a1 g1 Af 3ot ot ot faemeff v e &
U H IR B 3R T, I8 -1 TR & gl &1 3R B 1 3] 3t
ff Gl & &7 & -y Ry i B

fafira Wt &t Rigor ugfa

it et ot It faesit & fasrr Brerm Rreror ugfa &t wewaguf Yfie
B AR e 3 gt Tiid B 3a W9 3R fIwfa fvan 8, a8t
ﬁmﬁm@waﬁﬂ%wﬁﬁmﬁm&m@ﬂqw

|

T9d & fafia W vd 399! Rrgror usfa
T 999 & d9d & THE ¥ ¥ G, SoRIS], TaTs, TeaaNls,
FIRY 3R UG A B: TR AH o1 § 1

77



THEF GG (M1 R) ISBN: 978-81-956774-5-0

foccht oo ot fRreor ugfa & <ifen 1Y & I@-3Q@G & farid SRS
T Y AT T J G BT R1em SR 1 3rufa 39 a1 F s
STl B T P U 3R I HIT R TR & URBS ™IF TR T
foregpa dier @ oTar 8 SR A € M| e a1 gad: & Jufer &1
a9 21 3rd: 39 TR H &) Sferdt § dielt Y Mieprem @t e & S R
S faed Fe & o gem ¥ iR @ aol 9 e S g1 396
%{%ﬁﬁsﬂwﬁﬁwfmﬂwﬁﬁﬁﬁﬁwﬁ$&wﬁwaﬁﬁ
|

SORTST TR &1 RI&01 UG & 814 & TG-3@1d 1 R fowett 9191 o 90e
B e 8, T fafrsy daer aed! H1AFAT 8 | 39 R | $3 ol Jifees
farard Ut € forrenT e ufshar & Yoy U ¥ 1 1 S 8 | S g
TYT 14T TR Fol-t IUT TEOAT & 1Y ST S BT YANT| 39 a1t B
TS & BT e R S § | W1 &Y 37 af =il o) e are et
! faRaref & Sy g veH &1 o 3

TGS IR P R ufchar § 814 & I9-3@1a &1 e fieet 9 & g6
2 & o 8, U faferer fagii o1 foeR 1 59 o191 § o9 § eaf= FRafor &
YT g, 3T 39 o161 § ic] B (Y& d &b TN B e < St g1 9y
2 aal & e 8 el Sferal & uan ot of e < St 81 Rre ufoan
# o a2y a1l ) Ran are ekt b STER Al B

HEEIETE W e b TR U & ol T 3 I a1l g | e

uSfd & e # faftra gl &1 g% faaR § 1 59 R # g1 & 3@-

@ME &t e et a1 & 3y g & I 71 39 SifaRad dadt 3

i 7 are Aefl BT fAYwaref Bl 47 U F & @M S 8| I

¥ e ST RA &Y T T T T AR § | 3uferd ur: I8t faft g,

%ﬁﬂﬁaﬁﬁ&nmwﬁaﬁaﬁﬁ%wué'am'ﬁtﬁm%mm
|

TIRY TR B! RI&01 UG & Tasf §, T81 & HATHRI &b IR, U a1l
T 10 d9d IR drRY STl Y faoeh a1 F 310er 31 Hisshr @ Bt
fRrem &Y ST 81 39 PRI 39 919 § A9 BT Jaide YN 8T g1 I g
37 FRrefT are Qe i faRwarsii & YR W UM &1 Skl 81 S 39 a9
A Wfa T, IhaR aitfe sifire Rerd 9 &1

UoTd TR § 1Y & 38309 & gy A fafta fagrt &1 faar 8 fs 3w
WA R JEES BT Fded THE T8 B e 31 38ier 389 WM o
et b1 e T@eh ST b1 fRiam < Sk & Td o= Riaf e Left @1
faRareii o1 2Bd Wad g2 § I 8 | O TR gad Fe, X, 9 WR
s 1 H anfe|

IRIad & 3ifaRad TR g ugfa o 39 aid sfe=n &1 off &g o @
A1 g Sl 39 WA ¥ TaRid gidl 81 310 & for) uffm a1 § ey,

78



THEF GG (M1 R) ISBN: 978-81-956774-5-0

UYHR, YT 3R BIe-BIC TWS! Bl YY1 <} St 8, Safes Hearang

WA B I a1 T U9 §IRY WA & aid-gie, all-adl, s<-wfa onfe

Il B Agd a1 91 ¢ | YR 8 © 5 fafle = &t At &1 te

AT YR I7eb! e ara it B

Tef vy 3t

1. diarda, AR, YR F7fiq Facar gRey ga UfsiiRiT g3y
faeett (1996)

2. PR, JW, FNT YR J G [Rref] g0 Ul = feeett (1989)

3. GUR, BNAW, Fifiq Rrgor & @@ srarm, siss ufeend fgeh
(2010)

4. T, defAREY, Ay giia Sid erafad sTuRd (1978)

5. AN, GUST, TT TaT, FOT S SSER (1989)

79



THEF GG (M1 R) ISBN: 978-81-956774-5-0

YR Jwpfd, ufife Ix1a au1 e wansil & faea o
@ WU B YT - v g ey

3B FHR IQ - MY BH

Y=o 9PINAT - Hfexie

TS AU - U= Hat Jor
HERTS QARG Ryl st

e BT YR B BT SATYR HFAT ST & 3R A I A TRORT &b T
TSI E | B 7 30 ey &l MfW¥H U § 98 — UT6 BT, JHSAT,
T1e BT R 39 sy 3 3o frsy 1 98 eRIeR Wit | ey 39 R
% e 3 3 R P Yol a7 3R fAHRT w3 ey o1 Jiar
3R T TE TS - RIS - IR % A9y § g9 Tepa faswfyd gielt |
3 fAeT: wRiafar T g daar |
IR ARa g ag8da peaapyq|
TYUT HEIHH” B UG F SHd-UId quT * Ui I8 7Y 9GO oI | RS
U SR ST AT | SR HETHA Y S(UAT HH — T qUT Heied- UY- Ueid
HAA dTell HReAT WHa 3rdd Td gy FHEL B | SHPT Gl 3y &
Tt 31 <=1 1 UXPId H WG 81 Dl 61| BB Ae BlAS db [dG=it
3fepiarstt @) FEHdT , BT T oekal 98i%d B & STavg off Spd
3fe{uuT IET B, 3MRAR I Tpfa 1 Hia 319 Ud 31 Holgd Jera Ipia
B gaTE W I TS § SHIfCTY ol HE1 T § o -
M- 3A1-Frg- 3T, e e MU SRT §, 8@ d% AR § arebt, Al =i

BRI |
5o I1d ¢ [ g, fired 781 AR, iadi <81 € g2 SR -U STl 8N |
IR 81 ¥ 3T fEadi AR |

SRIRBR, T8 T T ©, T8 TN & — BRI YA WPl YRATY & -
1 H - TF- 4 9 AT “IGYT Headhq” DI UG | I8 & Td IgTeR0l
U 1 916l § - S1d © U% g 9% Tg &b GHT &, AIHT 3t —
ARl o € Ued @Y, I9 U Oy <) @ F e gor o, e et
Ta el R, R fay & gurIE T gon U1, I Iy uids @@t uids o
AT | b1 — 9 g § Yepe1l STl Bl IRU1 S QT ) & SOIRT Wit 3R
T ﬁ%ﬁnﬁ-nﬁqm@ﬁ,sv%wﬁ%wﬁéwméw
3 3R 4= 81 BHR S Agd FAFR/ STHATR & TgRTeN 6 fefasr
Rig Tofta Rig SrSer St forgiA 37 38/ SiRd! YT §=i &I IR0T &
Jd /A - T BT Yaxay gdond BT, MRaR a1 Sufad IemeRur
GGYT HEaDH" BT 3HTH! 3R Bl AT

BAR X YRATY H TG o], eTfiies Icqal auT did — Harsi &
RAR 8| 3 Y SR dF a1 SAIHUR! I SR a, fafdy aiRpfas

80



THEF GG (M1 R) ISBN: 978-81-956774-5-0

quT Y1fiHfes WWWRTT §, Idd & §H &g Ihd & & gAR o # fafgear #
THdl & T1Y-T1Y U § off fafqeran g1

TAR ORI Uid & YIRIG o - TfeadR ot gavede Aot ot 3 Har
& AR M- TfidPR 3Rch YHdg T - WRT & Siidd d6d &l AR
@R, AR MY 3R S Aidpid TTd & , 98t el "IRWBIHT 3" g
et off 2 BT clip- TR, ST 2T FT T R 2, IR 81 A
i &1 Aumoh TEe 3 “gug i Har b1 aw iar gl

B 3T 910 TR TTd AT AR 3 TS 81 9Ia 37U “3d Helega” A1 3
; ToToft wree 3 @ @H 75 Y Ud §1 e e o i et & siHfed
PR B, JIH P o T o arelt ARt T Tfore Rt & R b asf
g 3 & fafde aqfe A &1 dOR €|

TR S T S{THT-31eNT Ud TER T ST TR S & 3R I 3R R
fye-fir Ma- g B o1 B | <P AGD BT S qYUT YSH-UT67 IR
TSR & gaiga@Ri &) & gof g, Bad: "SR 8- iy 3Ed @
IR ARPTAP FAP!” P IRT b 7 YR TxBfa, Uifties Iqa
YT A HATSN B FAD H el TS| Bl T-5-F BRI BT WIS TId
TRgd o B fsan g

TR Uad &I YB3 9 A1 A gl § 195 A1 a1 &1 ud Ao IR
R dl- M B 4 7R Bl ¥ | TP uRig Td-1fid &1 e A -
ffsrn @1 Sife FraT STeteh SeaaT gifd gell-Se 7, |

F YU S YRATY HT HYH It ([a) BT HIA Y ST TR WRIBR B
o g ST 8 A1 4 BT i SR Rndeiat fAum &1 gad fird Sar § sk
I8 qHY T - IR — I W) - a8 BT ey T i & | AT
Y faed B ([@GH) TS & TR Ol ©,31d geg &I 7T a1 fid Tt §
JT - SRT TR f@msh fads A SRT eRa --- |

g IRIA 3Tt 8, IRIT B dART 4t g, 98 Tiid gAe- grht a1, areT ur,
TSl T I 161, 3R 6T Yeit-Hifd et Safaan, 7 d & R 3154,--
TR R WR 3 TS, I JHY &1 7iid GHIT, IR U & e - TG
3 A A TN I AeR- HEIST &1 3 7T R arett e Qe S T B
%memmmam%mww oI &

ER- Yol 83 , ¥RId &1 WRTd g1, 34 UTe Bt daR) Y& 3, Goal & 99
TS ST — Yol & foIE HeU Hf 38,39 3a¥R WR T SH a1l Th Ui
T GT- 31T g STe &3, 3T T3 YU HI, SR T 3T g 4 b
TgrTar d i @ 93 93t ---

TS §S, 36 HeU & SR T& 83, 39 JHI &1 U UG URuRe fid
IRT- weal & & @ifer, Sd < <8l of <gl,---

81



THEF GG (M1 R) ISBN: 978-81-956774-5-0

TAYT F&F Ggd & oo & 4R AYGTd! - Heu & UUR |, UId: B,
IR I A I TG 1 URiE T ge- Hwaﬁ%wé‘awn@ﬁﬁ
3T 8, SR §TY BT BT Tg™ qHb! AT &,
R4 faaT gs, gool ‘ERHE% ﬁ?g@maﬁaﬁaﬁ
aﬁuﬁqaﬁﬁmﬁw TR I ?

BT R T T, W%ﬁuﬁﬂﬁmﬁmms‘r?‘eﬁ%sﬂ
fave-fadim &t faefRm Reh & SFe g ure ot firart a1gR off Ha
TG P15, 1031 TR 93675 fagd, 30 sid ey < [T ---

3R ART e faRg-aa /g & Hrend A faget e
Ufed waena iy aiRe f T § ) 8 IRgd a8, g - fsar @
T3 1A g1 I, BRI IR T, --- |

-1 W WISt o1 AT 311 Ugn, TR R Y ST, TUR T e
faRe TRiesT o T & w91 &g W €, G - R ol =qg
fefar Ay o simeft el sgiarr---1

TR R Pl T 1 ot R Y are wam @rfl, SR T & R ugen
&1 WY AT B 3@ 81 8, Tl Y H AT - Yoell Hl gl A, J0H T
et b Hadbaal ¥ AR FagsT 3Tda g [, -—- |

IS T BIA-B 1 AT TR Ugdl, WTal & S US 7Y, A Hat 3R YT
ot PUT BT HTIR 3T, FEAET a1 s g1 €, e ot Hor B
3FARd 81 & forg Har o7 T A € usdr 81 g9 A - QRioT oft Tgh
Fed § [P - 77 g Yo 9= 9F <o

/R, Tt oS, St ¥ T T, WeR, FUTS , T (G1eT a1t H) TR
BT TR TRE- e - o Y& &l 111 Th 3fd vaiferd uRuRe dig
Tt AT — T AT 1R 314, IR 314, e fHR 3i1a 8, Fe1 3t 7 31a
AR ST, Hedl dgd Bfere &),

3 TS THT G, 3-id Igesi 33 R AT 3T 7T 3R T: ot — el
RRG- FARI ST Ugdt| Mg — T & g1l goll, IHetel Y= o 715 | Har™
fqaTg gom, SR Y& gof, WY Iod 9d Tear! sigediie™ off 7 o
SRR & g fohaT § f SaR B GHT TSP B1 1IRET Il
TIRY FAT G+ BR-RE ) HY TR 1fd M- 7 B e B I 7-

AT eTa- MR foRTe | Gd I3 G A qHmor ||
3R SIgIR & FHY T & e TR 39 TR} 70 Y B 7117 offe §, -
W A6 §d Ugd Had o, w8l 9¢ gferd 19, Ry 7 & e, |

Ffcier T Y& T, TN BT M URY G, Sraraat 31 TS, Mae gor
gs, R B3t A1t &1 Y ured - wEt 9d Y& | ST g1 Uh HAd
URURS TS Td JHu-

82



THEF GG (M1 R) ISBN: 978-81-956774-5-0

Fid g 99 & SR, I dadd o, --- |
31g R-4R $8 = 1 7S, A1 — Hellel WH &1 3R §R- ITd R TS §%
YaTel o TS 3G R Gad B AN o1 BT ; 3R 39 Jd ST H 7 51 6
! T Hex T Gt 31 1Y, §cit 31 H W AT @, U1 g1 ol 9, a¥id
- §UR §8 e ot § IR 31T T, SR Feb- i Ud B URNHR
aruit e ugt -
T o, B A, FORA T, Hoi H, FRA H , Bferd weiF fhadhd g |
Feg TEY WATg H UHg ¥, ura= &, fid &, vam wiid § |
R, R A g A 3w 3zm H 341 Eiv -Slum 7 g v 31
A A 5o H, Tfem d, dfem & s 8§ s, sl s9d j11
Tl & Yol BT ot o1 g1 1, I bl Yo, FAIRRI Bel @ B dl
T AN | gamor oft e o ¥, oy TRarH! Jeriie Sft FEd §- 9y
T SRS, TH DIgH Td YR FH |
T Y I8 ifa § T wr & e, e W, srug e ¥ wes, iy Wl
Tec} o YA T MY Sf1d § a1 T 161 & ; A3, J1e/1-3am, SHI-Ridh
TG SR-cadrell W U 3! glefl id dRe-adRg &1 - AMAS o
e, ra-fe ara ammelt § me o § 1 3 B i TeRd |, IeRE 3
agqaﬁr, SR, TSR 1d §U Ry, ST g db $8 7T &d &
ORI (TR YA) -~
TSR A A7 SR, 4 IR X Tt A 11 SRy --- |
ST -
gifern & IS X A IS X T HHaT |
TERY AT TR GRUT Pt , TH G- AT, IS Y T HIRAT,--- |

EEEER
ST e T Wl Y, AT e |
HHRT GTY HIh (UaPHRY, HHT BT SR S AT e, - |

FIRY - T 7O H gleit iR, ¥l 72  gia,--- |
TSGR — BRI &t 3118 S8R Sial I7 37 7 - |

3R Tt et i Ryar - SR 81 g IR ugrht & A geff r F H9 e
ST 8, G -

el - 31Sd X o, HBIAal ed X o, faks & 4@ dqoa 9 3R,
AT TS X o, --- |

T PR §H T8 HE1 916 © 16 HA Bl 88 ToRId H SUR™U AT,
UoTe H A8 e, IR - HRd | AR Tehifa, o & fag , afra g aikg &

83



THEF GG (M1 R) ISBN: 978-81-956774-5-0

g M quT HRa aTRe § AR faeens 7ne, € o 9t gUR SWwEw
& IH-GERS |

Y G T AGICS 1ol Bt U], e 59 I« + nfiret € qur favioes? gar
Uit &1, St U i fae farma, e Scra auT dids wansfi &1 ATt
J I for WreR Aife wWoRTel &R ARy U § Suiid g, ©-9-F &0
?W&mwwmﬂ%ww%|ﬁa§mﬁw$w

Ryt T ST 3T BRT HHS al,

T8 B & 6 A YR sea! ATl

TR A T 78 ok I H g,

B et i 3T AT 3T St =fRu |
e W G AT I8 eTeHT ), 3% THIAT 8 | AU Wipfad
AT B TG W UGN B HRATY D1 [ fI9e 1 21

84



THEF GG (M1 R) ISBN: 978-81-956774-5-0

YR F¥gdT § Hd aroft g 39! w13 &1 ave=

P. I T - SRR WHIR (HUD)
I fUmT, rohedt 3HTth TR 31y,

RIS GaTSiRTE gFaRie) aife aeian
HRA < YTl I HRGT 71 ufdd T @181 FHdbean I AR seie oI
& A GeH Tafafedl &1 [ 918 a8 Tel bl gl DI TS 1, Joid 81 a1
fa=IT=1 81 307 U gR1d Yop® T R dd &1 HRd H BVl Bl T3 T
Y UeRih & TU H Gl S ATl F51 & T Heren €91 4t §id & vd 3
B 98 i+t fomep fiar SRitT SRk =ifaa , Sigyd =a-T &1 a gid
AT S O I B YIS U9 TTERTS &I oWiar Tl Id HEel & U
rcfifea feiam grar o1 o/ 3 4, I SR ufawr &t gerelt & <
Iq&hd Ul Wwaﬁ%aﬁmaﬁm$muwam| TAR B
gy, Id Hfaat &1 wiftd sd 7 +ff aeagel aireH <8 31 fafte wrat
T ORI Tl T H g U Tl &) 1 U T BNl 6T € | e el
J 3T TS GRT YRATRE) bl ARieR fear 8 ot 3faem & A ot
I fay Sa § fagme 81 Wic Sverg &) Ial gRT 3 fo=m uie g% wd
T 316 Td I 1 GHIS &1 Hgw@yu! Ud Sfid ST AT T3

Id U YHEd B ggd IR 91d UGl A1 Glel & J1eqd ¥ g ST Bl
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FHABR T UG BT UG HIR & alel, Ual Td Yol TR Tgd Hd g
uRIg 7% U4 TARHT S RN AR/, WRon it | faiste ara
31 ¥ 1t B ITIST TR T IR 3T & off TR1e=ia +ft 36T 81 Kabir
Saheb is that india which refuses to lower its gaze in surrender to any
oppressive power.Kabir Saheb is that india , which raisis its eyes in
recognition of love for all. Kabir Saheb has his own deep roots in Indian
thought and poetry .4
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vd a8 fafy forres grr Rrem uerer &t et B, freror wwgfer 21 frem
Bact st 3R Sifvereta @t 2, axga: frem &1 3qdew =fd
F sredfelled 3997 Uead UldeN, 3T AR denm wkR &1 uRwprR
T O TP A B FHIR b ween 21 Taremr frem @
aifdreer sior 2 o gfg g& den gemyr &t @ ot afd @ udiorar
vd forgerar yere et @ den 3R 3neH Ride, snew FHud &g URa
FRAT B 3R 3idd: 3T BT BRB Tl 2|
ARd & gzl Jofld & ARaes weww i Feayol 21 UG
HE H TAD! UTARIBAT UG Alear &1

88



THEF GG (M1 R) ISBN: 978-81-956774-5-0

ric
“grrem”’ Ay a1 AN H A @I A B WA 9= I Fofd

ugfy & B o sférlt Jofia ugfay & =it & “Teue” @ omar B
BTl del AlfeeT & &5l 3 fafdee Joue™ U oid &1 S8 ureared
qot F TR PBET ofidT B U B H gA clor e B Ha
T ‘AR’ FH A Ted | UHe Bl A Fofta H frawa, wged,
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B UAF I B U B g @ o siferart emy aner st
TIETR IMF Y5 9 By & g adt Rear seid @ o SR 3R
AT B dF BaT 31 AR > o bE R F A IR T UeRe H
HEl al T Foled & b Ry e @t B @Y Bisd @ Eewd
T AB | TH BOR LA Bl ol A TGS I AU UgdTel
T Fdt | P> BT BT Fewew AT Jed forden i em, sy
B URuee P BT FAAT I &l SAMEUD SO | FATIT AR 3rerar
IouE # B & G et ¥ sifeaf Feem 2, sw f6
frenerfter Jofia Bren & a7 Faw F @@ Ao B T ST B
Fefelt For &1 uRaw T & 2 e o ar Reneft Jofid & 9
UIar B, o 3mare & durt & urdt B, 3R & fRftes s, et
qom TR ot By @ ot F I o Ahdr Bl TR AR W
g & AT worar @ T sngfers gor # emfia Fofid @ fRreror e
YaR dgd UG & I 3| 3oikel oM JFofld @ forde JeRiE
amnfora 6 o R E, Poed fameet 3w dofta swensit & Fofia
forem & o X B, Ao e & IS F A e | e Remea
H B gF gona i faeneriier frem @ WA g FEd - IS gAToA
2 5 faeafaere 3 ueofadrt damst & Yer o & fawa =
21t B sreTae 3g fEne o d 2, fbeg 9w D R R
IA T W B °

3Uale FHY Pis UIAT FbrA BT oft ot & ar off Iapr ueefar
FATA pifc A 31t adl Bar 21 wigde Jwensit R eafdeme=t &
foer del &1 Feges @ 2 3@ oft fRaft @ 98 ¥ ura H feeg
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HelT B AH Bl UFHsa > o Ao w0 A el g% & ufa &
JANG BT Usl & 3R 39 ofial & Aol BellbR SH UIFERPIT
arefler 3k Ramsr &1 sroft 34

femerfter Jofia frer

Foftla &t adter fBrem yomel @ ferefRa B @ 3edea & @ & do
fwy Rereer Sft dar do andwvE off @1 weEen e 5 dsnfers dor A
e 3R ol @& uREy &RrRm S| fdo a0 sawve g fdo
ko ugeeR “aeRie” @@ “eeRia” fafda weem awd &1 AR
TE Fgo, FAAS, W Nar g B aEd I weeR REt @
Fofld ! BRIGT TgarRn A1 FHAE J§ A TA H AWT F| EERR
IS o fier-free Aol @i fpRia B @1 smEr Al )
e @& dR W saferR W B & o Far IR Foic TR T
WS B 3Tell [IAWar 2| saiferar @ arel ST qreleR el @ 3R
el IqeaT dar goid! @ o ARt 3R AvEy B S FeAey
MBS B Al freafianer=t &t adarer Rreror sazenr & R A
AT T RN @ 3P WG gAT R IR FT U A AR
Yot B o swora ulig F1 3fy Rofwa oo & w=me 3k swet
qACH R 3MeNU, A IR JoIHA I AR T B ABT der
R A 3 HaIEs & FRU TH WS F Age sarsi # Igad
TS URN B | S8l febrell amaedl & ¥R Afed Aifea wear 8, J&@f
3PRT P IARD! oF 3T dicd B ThR A dr B Al B2 St
21 3 BB P g 9@ AR 3 a6 B Td A A ad AG &
STt @ 5 oy Fofid @ ueiuer @ forr oy araraRer @t 3maeresar
2, & It e T weer frem & & g 21 gm R R
F1 foraia @fmera Rear emsfer Jofia @5t archier @t Je= ot Feaqet
od oft, faeneff AdT G2 > B TRRER F R, JE Avema R
#F Ana ot &1 F@f famell B vH & W F s et A Al
ol Usdt 31 wfeT ® 6 I Jeft g ot v Aeh B wondRl widl
AT BIS PRI TS BT & A P B BT arefter &1 adier ot
AGBI SO0 aidl 21 5 FaA [qameff & Taeieres emear &
e @& & uan s saet off Jaft Rieres 3 HaR B E,
AT oE B serdl suerar fEafterd @ Ei s dodio dAwe wea
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- faaeEl iR Rewt & s v & wafa s@ @@ 3 @k
T e A 5l o 5l ver sifiae afie we 3g @e @ E
(10) Aermord foreTor W UH HoIgR e HI ARIfeE FaHU | TS BHeT
#A U T Uwme-d fenfft @t arcfter % 3R Brer # S
T el geledl edl, Ol WG] @ diellel § Fd: Uer & Siar an|
AT H Saa g FHY F feneff w srcor-sicor ee o @@ e
S Abar| A 3l Far=mmsit & uRvneasu 3ol freafaeme=t 3
v et arer 3n 2@ @ e gfedror @ e @ @k o i
3 Agifeas et A off ol 2, ofea omalt wocs erdar fos=ft
TIOER MfdE T FHEe el B2 Ul | 98 Hofld &1 3/ AATaD
Tl Jhdl 8, AN Fofld BT 3 BATBR @l |

Arier # JHofla @t fRreror raen @1 3ger@ &H U, A T 3ngfers
Ior # 3F UBR WA &1 Urdeimrer # & AEeRa H gaeram Xt
# argia @ i fmre @ Iemen den weiEEt @ el ferem
o B o 5 o & 3o 1 dAgwen # qeifdren e @
U Peg o Formdt Hofidremus &1 ve Xadw faaer om) difeey >
sieferem @ Aew A We B fF arem FHofta wem B Ioms U
AT B BEgA & oft Jofid emensi F Jofta Rrem & waew @
ooty fHeTar 31 oA @ el H Aoipedt3il & AcIBHIA A Aol
frem warer Fer 3g Fofta ememait @ @raRen @ e fverar 21 ¥
Fofla enad Ieias & uRAT H gam wedt oft forerdt offd, amer dem
ATeT 3 wenait b1 genfafer Rreror R St ary @t @ “FeRRE”
A JoEe B srteld Hofld & & AT B BifelerA @t et H
Fofld v off oo U o & A dcplellel elidmiarm dar Hofid
Fegeeft oRRafy @ das 21 5 gor & Joflawen & I Ao
AFATST U o o Jofid  3Rad frem were @t et oft | seiter
e & ame JARGAE Aea vd IeEfa &1 Wffd @ e
ft dg saferr # Jom FERiE @R (1486 $0-151630) gUI
Selhl BleT NI AT Bl 3cb¥ Il W\ & AT T& arerded &
ey Pt ot | AeRiE PR B smeerar @ R Hofid wer @
o s 39S B e AERE dRPR A B IUA YD
FHA B qd b 3T (BT Iem A1 AERIen gRI Fofid Rener zenfua
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HI STl BT YTAIOIG 3eoid &H U odl alar| 33 Aedee H gege
JIRA 1 9dt oAl ¥ URe gU I 3rdfoll ome @t Jemuenm @ Jver &
Faquf forem yomel @1 ureTTRiRe URH g3 Aedese Ud e
B Ar-ATT AfAd Benalt F v Fofla Bt frem off gpmgar yomett &
TerTel WR Henadt an femernit # Aepfge Ay A ured g2

G0 RGBT IT TIA ERT Yl & 1874 & “HIRA IS AATGl’ ATHAD
e P Jenuem g5 off| ¥es A URRMT g 1890 & gd &
“IMITeAIdoIs HSA’ Pl WATAT P o gart 1 T FAsw # do
HIAHUS off o JAoligar Jeeliaedz F gaue Ud AR 3t gie Bt
A e B Brem wig oft A 1880 B Fo Uk SR F Uo
MfeeRE o Jofid & IAEs e &1 W e e st uemena
MAs o Rar Beror o1 v Raee Reeht & gomrn eor g3 Ren
# fofdaa uoer 9 1886 & wEiar & ganm| FEl sfere IR
IAMTBATS gRT Jold fenerr uResT HIRnm o | @ fqamerr ae &
ST FIPIF IHA BEART Of IdAT H T ASRION AAGRIG
Iferal¥& 36 aSier” @ o A oflell ofidT 8, Bl WU TaRA #
@t orft ot wofta @t frem @1 v fwr @@ oy o do fawy
feoreeR ugeeRr off gRT dned HEdETaE @ FA™er A 1901 FH
AR # 51 A 1906 F B0 Tell ¥ gRI RIS faene
B W FIRA A @t =Nt o Fofia Brem &1 v fawr g
T . do f¥o o snamvs Sft T A 1918 H vamemR H,
1920 & FSkGT & FaOT A 1926 H TRAAS A Hoftd fdemerat @t
URFT AT IR | croTeeT Rt AR S F “umer Hofla AfHATT”
B TS g1 Tl 1950 & IRVRA & @reft g faeafdemeyr &
3cold Hoftd fyemer @t emuenr @ uRumA WHU T B 3T
freafenert & oft Jofid femit & uresr war & &g A wor awf
ST A IS A o A Hofta freror @t e et wafera 31 (1)
urEie % e ey @ SRR, (2) Joftd @t ue e frem were
F og enfia fenet # dem (3) e frem Fvemsit # fafdres
vt & uremsad # ve Rww @t s
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foroapet

3TST 9% TOTST UReTr & &ftor 3 e aia gy oft eemerd fRreror
T gor @ [Iduar ae gt T s gRI Jofld @ gaR-yAR 9gd
3ftes 31 weg Mg & ug oft argerd e el @ & s yomett
#A dofta @1 orear freror @@ & w @ B, U@ B I W
TSITHBAT Bl Udied I 3 3R BellcHs BT 3T BRI 31 Fofid @
o He wd gofiae go g Adema Rewr & sepela & a5
fRrer freror yomelt @t gawelidel @Ra @ U Add @@
RumeRasy <o & HB At fRreror wvemt off ureer g3 foee 9%
Rrr gumet & srgwu AT Aefes fretor ures gam denm foreer
39T TP A F Ul I o R G FU 3D ElTER BATBR
3T FHeT B

Fofla Raeet & Hexr Jofia Rreror &g Femora Arfes foreror womeft
@ JuRTAT FT I1FefiR U SacTed e Fem g3 @ forias o fmeneness
férem 39 & UG gRedvr awer Rifda meRR wemert A e
HI Arem-g—ften drchier feerarer @t @raen wel geft forry 6 e
FHofla &t o 3mapIer F ARA e HT 3TAL Frctom |
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AR G #§ Rem iR Rars
ARTer S . AT et
AR Ufeddd T,
3SR (JT51.)
9 AT S DI G IR & AT G Bl AT D HIAH U
T FIH UB W AT H AT B, g T IR R ag ERr
BRI 8 fh A= & Siae &1 U=¥ 23 |l AR § FH &
2| 9 8 a9 9raT B, 89 e <aT B, & @ SR FHre
Bl IR IAGSdT &1 3R 9o @ ford a1 91 & ford URa
HRAT 8 | M BT U PR S P AIH 8 37 Jo I G
A Tl IS 37 V& 8 —
faen <= fad famarg anfey ar=am |
TN FHTIRT €T € O g | |
o o=l # a1ef 71 & —

faar oy s & fagar ue oxar 8, fagar 3 dgar o
2 3R Irgar 9 & o9 UT BT § O B9 9 & B R
g 3R B4 g@ g& e ¢ |

|IH Ugel Al U R BI Silae F=IY 3Maegs qrl Bl A=
BRI 8 Ol T | o1, qToi HRAT, FIFT, ATh—J%Ts T

S U I WR D TE D AEIEHAT B 2| i ar
FIEIRP dR W GAR & A1 AHoRe 981 9, 3R 39+
ST &l A1 B qd |

AT & IR B e uglhy dvemrd ugfd & a8 v 8
afed wg Tw FT Wi F A fedr & S AREd dr
R el & |arivr e H§ &R S99 Ja Afddd &I
UEAH H U 38 T M 7 |

a9 Reqor ugfd § @5 gUR &I AEHA & GG b
e # v FAfad uregew o mavaddr g | g faemerdt
e & yrafie TR 9 A 909 vy e §F U o

MaegSHdT, S a1 § o= grar € CBSE @€ ICSE 9 a8
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fafr= o & e S gRT urifAe weml & o Wi
favg & S gHrer T8 srerm g1 ord: NCERT grr +ft &g
ﬁqﬂfﬁuldumﬂaﬁmwaﬁélqduﬁﬁo‘ﬁ%\'aﬁ # A

g P A gw @ Sigd H G & 8T 980 AP © | o H
@F O AR gRT 9 fafr= e # off f5d T g fave o
2Mey
T

| oG BT 2 P Wd Siiad # 9gd fmawad € | o U
DI AT IAT & AT S 8 & U] &4 oixd Aeqd
Bt ¥ 9 < F Wi Rwg F grefie st 9 & 78 R
Ugfd & d8d U MREd urgasd &1 81 aedsd 2 |

st (@t # 9ifd® IR &1 e g1, a9 eRudrar |
Rged a1 FB HH Yoo | Sl fhar ST &, Wd 9 g4
BT AN IS BIAT € S 99 BA SH # fIUeH &1 RaR &
@ & a9 ford S 48 & d'd M w1 2| =@
ITE gedT © 79 BT i fiyerdl 2 1)

ﬁﬁ %h# T ARAT Fell AR Fwpfa # W gRacH Eﬁ
o Ue forg YRR &7 U ot i BT T 2R DAY B
ST A o SR SS9 3 319 3T Bl el T HR T | 34
FTer # & 7 difiael e ugra? ik faw] ARRIvT
Iraos | fhar IR i § T v fey Sdr rared
@ gae H U Aufuer UgReR 9 AW ARMI0 Hha@rs |
fhaT 92 STl © fa.fQ. UpR =1 €. 1901 H ed HeTdenery
BT RATYAT DI IR AN BT T e ST PSS UhR
4. vTaRgus off 7 WY §. 1918 H varferk # Herg Hid foenme
W 1920 H SEIGT TAT A 1926 H oRI-G H I fIemerai a1
WUl Bl g8 dfael &1 f[dYal WeR Udd dxe @R fordl
H F9g Ta qdd A1foThT 9RT e U BT AR 39
yeR G faemeal § Sifia &1 SxemTd Rerer uRy |

HemTd Rrerr ugfy g9 < @1 ddt wared & yar # O
UERR 3R U, 9aq@vs Sl o WG f[Jemeral &1 o dxd
I9 H G BT AMfed WU H HRIANTT RIET0T A7 R b

31 RISl & Ifaia faemery AgTfaemery aor favafdenay wx
R G e 3d 8 S9d Irardr 39 xenelt § urafie et
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P ATI—TT IS BT ] 3T HRATAT ST & FTfh FRAT3N
# ue Red oafd &1 urgusA BT § iR N @ Rem &
FfaRad o &1 e safer’y ue™ @1 ol © aife oA
I UeT BT W UaF ®R Id 3R S9d IRda dl
g W I ARA & AER R & FHd & &3 § Agayul oY
PRI gU © AT VAT A © b eRFeR Afad Sifid & drisd
BRI URIR BT YTl UINYT 8] B FAhd Py IRMER
AR GG &5 H JUAT AUSH © @ © IS ERFER
st & 9w ¥ "eifdenad v favdfdeney wR @y e
U B o R 2 gadE G H G W SmEIRa U B
I © O fb S 89 R WRerdr & U 8 ddhd 8 o
TRl 3R qREE H U9RI &1 Ug, Whell H Ried & ug,
TeIfdere 3R favafdenay d yasar s |

g #, H 3R @ U ufafted faenery wevad ufedd vaa
H PRIRT & ART 3794 I8 B b Thel YR & §IRT YRT WA
B9 B BRI gl H AMd Bl oAb ®iRADY BB weI= G+
BT et <1 © G1a 3R 9 I3 & ufd o a Ue 996 WX
W SgT TR & o) 980 &1 Beierll aRaM § WY ¥R |
Y TuIT 2 |

IR 39 R 3 3R 7B IeRIs uRad &< 2 ar R
T 3R MUD T FHTHI o] & SN AMAHTaRT BT 39+ FHH
BT TRRT IS BRI AR 39 g=ar § Y ufodr &1 wicars
AT BT |

TP AT o 9 MRl @ U &1 ST gioive’ 8 9, 31l
TR-ER H TR dor Aq. Jed ud o 8 Audio 8k
Video Sets @ ifid & R & fod 9ga SR 2
Science 3R Technology &1 S#m=T & wfd & fRrefor #
Computer Software &1 IugnT Herfderey favafdenea agd
W TRE | PR DA B |

TR SIFTH GRT T[Reall Tl Il WR I ARIY o Sirar
2 & 9 femem & 9fd So@ 9 oifed a8 9 THel W) 8
ST 1 wear it $9 faAr Science sk Technology
Developed =& it Radio Tap Recorder sanfe =& o,
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fard €1 o iR W1 T w8M TR 8 T (e &R
o9 Hovel off | 39 foll $UR BT 3RIT Teld 2 <ifeb I8 I
2 5 To @ 39 A Rt f5 doR R axd o 3k R
fb Iraar g 81 91 W B fAueE oxd 9 ®ife 936
feneff @1 i emar gom ygw Afed rerT Bl 7 sHfery Wi
fRreror 39 fe=T 9fdd ofk fsT &1 wU BIAT o7 |

TTol @1 gRRe =1 & | £ 1erm gomell  9ga 9 uRad
AR & |G femedl 4 9 5 e 9 de—u=di faemedial
B! R Sar & 39 | 9 A1 gl {99 6 T 9adl B, AR
T8 ™ U8 HR Ghdar g &R 39 fory Gifia fRreror et
T ST 99 AT § |

FHATBRI BT e ¥ R M 4 R 7% & &R |HI aul
= R wgor (qrei|) fhar axd O 39 Al SR &t
T SRERT H 3ms™ e srar o e e el |
Ha REPR d fden—ar R AT § J YRT &9 o Hebdl o |

et gRRerc =1 & 3ot | 1efo7 yorrell # aga uRRec
3T T B U I Ry ReRT e Bl off W& 2 |

et faemerar & G fBrm & O § dome’l & RR WR
TS 9 B @ BRIV = fAaer Bdx il groig fdh @ik
&9 ST ST ©, 3799 97 0+ IRIR & Siide &l STHer
I R R B 2, 3T UG P gfte § Iv faam o=
Tsdl 2|

AYTH I H QT UG &1 e GRenfhg i Rieor
g @ ufy Seedr, ArieeE ik Wifid Res & o o=
ATERYT Bl Hd TaTT Bl ¢ |

T Rrsg oveRT STt A ST € g el 8, St oy FreAifene
HATPR T WHRT F IS §J 2 | AT Ga Ruefor |
& ITATT T ¥ IS gA fAwAT BT 9 dRarcl 7 dT 3%
HAe, AR 3R qh-d] w0 4 {IA AfdTAT DI AR
IRA T T® 1o uRERT AT RO W R Sferit e
Gﬁﬁﬁ?@ﬁaﬂmaﬂ?ﬁ%eﬁ?ma%%ﬁﬁr@aﬁ
GRISECEGI
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IV B IE Ugld urie vRdE fo1en uegfa & e R
qRART AT 31 I 5T [ 9 [wdgel AT AT [H & BR
EIR ARG e ¥ e & & @ spas far & W
AT [H AT 3fMee Retd & AR d8dR oq blg fdemefi
s o1 € d9 S ' T RIvy wwER1 I 3w $8
AHA | ANET & MM H [ohd H |HR fAEmeiT FRA
el faemeftal @ g orat @ f9EmeiE a3 @ ugfd e
@ 9% g B Ts 99 I & T UP AQY g3l B o 1
fqemeiial 3§ e UPBR &1 Hsd I[N BIAT o7 |

I el FHIT SdCol BRAT IIRINT TG dehH, Jared JsidhH
e |9 R 99y WR fHar Sidr o1 | Todged b I8
TR IR—EN TH BT AT IFHT UK T & TR B
R B IR T AT B H 8 M7 | IS & AW 9
T &3 9 By e (el oI 98 URsM AFER] 98T
PR B 91 W1 IR AT UTK g3 ORI I~ d [al H
IR YR H I RreaRier =re R8T IRdg §iid § Raret aga
SN © Bl H U IehS I YT B & (ol ddbeild b
foTIH! T UTeld APRIHD Ui qofl FqANIS a1 He b od

e & Ja R BT e 2

RATST IT 3T PR D &l YgE T § U dl Ig b goi
O AT A Tl TR & U f<Afied Ao Pl T
[T I==aq P! T Fel ST AR IR AT DI 3T BT
ol gy iR S¥ 3wY €1 T T MhF B debild Bl
THS PR TG AT MG BT bl FIMAT I HIAT AR
P AT AR THY B hlg AT Al e ST Fhal g ol
iR BRAT 2 39 WR 1d [ a9y afdd sparg a1 Rars &
forr M1l uren ® fbd I8 SR © b g9 fem 4 foya=n
31y IE 3R uRsm™ favam SRR SaT €1 o1fdis ot #ft 8rm
fagraa: a8 a9 ® fF g 9T Ua & 99 iR Ud
fAftTa T W e Sv sH S9H fRafaar dem gRerar
M fog afe onard & IRM fH @1 odrae wegd B
T AT {B X (I BRD GaRT SIe A 3§ a1 Rars
# SeT S |l 2|
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Rarst & ) Afdst & UHTUAr BT g0 " £ Gl b
THTT H 3O HAIGRN Bl 8% TSR 4§ Hild & Ul Fafias
3R IHBT ael A1T Nl & Togd A [ 181 U PR D
RIS TH 79 4 Tl § & 25 2| S Al AT Sirgd H
T & &9 H AT de B &1 g8 8 S9a forg
Ufdeq BT 98 o)) & Sl W DI Gl AfeTd detral H
HEYUl I UG § AR ARSI ST H onard &I war
aR AT AT & AT @ Hed H Hfa W @1 areT Ui 2 |

PR B IR D SIGANT B Gor,
T T o 7 e ® w_a e

AT I W Hagfg W ST UBR ST 81 O © T TR
RN & FReR G907 9 Rl ) e U 9 g | i
& H RIS | WRAM oI & A1 G HRAT A Ry
Ifed TS BT ared el H T BT UTgHId BRAT s
il BB ¢ | R § 9 Aiae 31 THRAT $T 98 98 ©
S ST THIAT § IO FHIGRN &) UBR A FIid & gfa
FHUT PR U BT & S FHI AFNS AR H & del |Ias
3R SHST T A1 B © [EgdE 9 R o R SHHT
RATST TR A T ¥ & 51 2|

RATST 3 Tael B a1d B Al A A9 H HY db-1d ATa 3N BT
g O qRT SdTel H S¥dTe gdiggard @i A18d $I A4 IS
aﬂw%ﬁﬁaﬁa?ﬁtmfﬁﬂmﬁﬂﬁww%ﬁsﬁ?m

e B T8I I o 59 TP 31T T aTaT Bl
ﬁm\—ﬂwﬁﬁlé’l‘cﬁﬁumu ! ST 3TT—3TeTTT dh-iIdh
A O ARG AT ¥ o o | 37k PRI & gl b
RSt w9 |

T Rt & g & o onar € a1 9 g1 ' 5 Rarsr &
T o 9gd He@yul © | 31T wive Ruem # o Wa g wi i
@ RN B Ifd g MY T AT AT d B |
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MY IR

TARY YR Tepfa ) U faRiy TRt & 8§ o 80 7% ey Ry gt
T U1 3@ g4 dfcd &1 & Ugd I Fadr § | I8 7o RIey iR 31
TS fRIE & $1 TG T R MU AT T A §U & | T — R TRy
g 718 Uie! ao g™ &1 UM & | 5 g1 S e a1 faen fRre &1 Rrars
ST 1 39 I B! R S1fold Td 1T Wi a1 & ale R % & U A
3 R Y Iuat e a1 §1 98 A FARAR Ieran g1 § | 39wy 9
Ig fen &1 fawar gia1 gan €1 I8 faen % g anft § o % ored §
AfES T Y MEH - Y I et 1 Te J ey &1 e aren 39 a8
Tifia, o, feaTed, daredTH, I, U offe $3 W & bl &1 Ui
99 H §AR 31 &1 I | Aif® =0 9 8 T3 o+ Ry &l ggH FRd
¥ 3R R ITB! HoR HR IUBT IR FRal IT| TR YR forat
fen &, 318 98 I faen g1 17 |, X Ud I Y, I8 7% g9 3§ R St
2t | forIesT TET0T 84 §HR d6, ]I, U], IUTYE, HTHRA 3TG Uy |
foreta €1 T8T T &1 YA & ged I T &
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3y fasan o, foraes e § Wifla gof wfar o gt ofik arelf
Il ARIH & TR THA BT TD! | Rl BT YR ifid & sfafd
fafdry w3 | yRdtg it & arelt i Iafa & S & g a8t
T B §, IR Ao gRT U8 WeRT T4 §, fab 7o aret fos Saafay &t
PRSP ¢ | 9T g BT IAR g Ig GRT T 715 3, I W BT Mfeah
31ef areTTa T TR ST § | el & e §RT A giaT 8, b arell &
T, aTfe T 3y & A § ot ST ot ® | R R aref }g e @
gawgma@awnm%gmﬁﬁaﬁm‘faﬁ ST Rsg TN
e |

ST RTeg BT 3= 31 S T SMTaTd GRI alfed by S aret arelf & Ty
T ST Tl § | T BT I dal GRT WIGRT A1l 5, Fiffs HAl &
JERU GRT T 9 TR GG B ¢dl DI A og I B TN § 1T Sl
off, foreH Il Bt gfG B, SHTIRTHAT STUR T} DT I BT 3RH
B3, O M & 1Y 9 8 HTd AU 3, A d G JTell BT Sty aum 7=
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fopan o Totarar &t gl 8 WR aTell &1 TRNT BIdT 71T | 39 UHR U=
P H B3 YHR P arell BT AT THI-JHY W gl 747 | T RS $
3IUR Hel 1 B, fb arell &1 TNt amoft & R WR T 3IRY g3 T |
SRIAE BT & arell BT U Ugd 9 S TGI & & Bl SATH N B
®q o S o1 enfiies aradrsff & SIgER arel &1 SdR] BT HRES adl
oI gefieR, o off Y G 9 YiraH 19 B S oI arel | Jeferd Je
ST 82 T 3 HI-IAT & IR HI™ GRT 30 NIl BT sifaafad o aaa
HRA B W1 U BT YERT fhaT ST o1, dyd A9 gRT aTEl &1
STTASHR BT SRY g, Foras siarfa ag fohet off a¥q g1 eaf+ Iud
3T SR DI GER Afad dd UgdT BT B HR A |

4t B & aTell BT fABTT SR BT TR 3R SHTa=g el & SI9R &l arell
1 fTor T SRy 81 T |
RS Fd I HH< B 8T 8-

3TEd: smeadfd fafae Araw=

Hiswgd: tafaut Aeeg aRSifda: |

(@) deRReTRaYT 14
3ryfa -1g & < g oY §, 3FTEd 3R 3egd | Ty € qui4 fpan B, i e
IR, T, TG qUT YRS HgT Il & | ton 31fe et aret o goft
TG oI B, axft 3nfe Y arer arget Bt Aoft F, e 3nfe arer TS @t Aoft
TSIRT 3fS are A o Aot & qut uierdt 9ot &3 eaf o TiRe o7 Joft
T a1 ST g |
O 4 & e T SIEISaUuia & 3idid a8 qui T g ¢ fob i
S 3¢, S G Heugal H I TP U, & §RI 61 I IR YSR & arell o
TG g5 | 34 UbR Gilld IR & 3idrid qui= v g 8 fb-
qTR} &R ST YT

TP DIl -l Wi gae ARG 115
3rufa- AT a7 oSG8l GRT U S 38 9 &1 6 B & 16 gu &
D U B & 3G Y ARG, =}, W, TGF gRI ATl BT SUINT foam
a7 Srufd T R1a &1 2 FRA & B, Wi, RS SR =4t ofg gat
J gt 1 A far

T aierg 9T Teaton 7 R

3T &g fvaron o= fag: 11

fretraar Mfawg gddar fardt 16
Sryfe- aret & Teof & wer mar B, fb <at & g dq arer , Terdf 89 gRR
T, & IS BT G faes arell 8 aT fobeRl & fore o o arell bl
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aftfd foba a1 8 9 IR 9UH GRT 91 Bie ©, fob e arell b1 S
Gedl &l 4t HT GRI BT I T
HIgd Sl gRT a1 U UHR & H8 MU 2-
tayT 9 Iguf @ Ffas o gd wd)
Plgaw Id ©Td U941 aTeda 9117
IRE G gRT g fF I -3, Td T T AR | |
ARGHd IRfvi aifad a+ e areraaon 1
SR g gRT are IR YR H-31H, dq, 99 7 YRR A -
gfra g ST et BT giR A agfder arg Sifdage
HEf 43 GRI AT TR YBR & AA 8-
YA I agide Maw |
R W gRT A a1l ) ATdie B ST R |
qe 19 7 9 gRRAT 91
aqfdeg fagrammare agonfaaag 1"
1y & R G gRT aTE & el Y ff per T g -
ad aiPpd JaHATE g B |
o drereg fasra: gRRY 92 Seaa 112
3yfe- o arell 1 3 are, Sfai arell 1 IsehR T, © Tl b e ard
U1 YRR Tl Y =it are el TR |
T YHR JHI-JHT W aAH & 3FY Tl BT HISHR gidl T4 |
eI R e 3 WIHRT T B, & Sfavfd arell 1 9ui U g @,
forTe aTell @1 aR AR Ured g § | SE PR Wi d YaTe] 9 & fedig
Faffie meayul 09U & w0 H Ui BT § | Wd @R & SiTd §o
3R & U T 1™ B U gt &, fordgd WE $U § IR TSR &
qTEl & <X 1d ¢ | Wil IR b fdTid GaUUH <8 USR P o Bl
I gt B, T T UHR & GRR arelt &1 wifta gieht § 9 oo a=fia
15 UHRI B! IR ¥ FHeT § TUT S UHR 958 UHR & A< arell 9
313 YHR & T a1 HT WY qui9 Ut Bil § | S TbR U= arelf & &3
WY ALHTS T T B & Hemd J yRererd g € | arelf B 9R
for T fquiforg dHrd gU 3 a1e, GRR a1, Sra-Ts aTe YT O a1 i
O OTe Bt B | FduE ot arel & Sicid U I gl & fob ot At
BT 3ad f5g UbR g3 81| 39 WH R g8 it qa Ui &in § b 9gg
T 9 YT B9 aTd ey axgelt o I U awq diom ot oft |
“FYoT AT ISR Tavd” 13
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I B IART & A § g1 Sl © [ A H1 SRV Sfia o= g
FY Y RIC YT FRIGR TR TR o, foI HROT 4N TR TG arell geidn
Y P UHR B @1 BT SIHT T gRI fobdn 71, e herawy &t
T ATl B I YHG BTGP |

R arelf & fav o weT ofra § b a8 I are o WR &t it gl |,
g aTe &1 SMYR dBi 81, a8 Tuft oft arelf & =0 O S uehd § | 3t 9
¥ a1e- g ITferdl a1 ARG BT TANT far e § | Iy & R sryar
PV GRT aTeH fodT ST 81, 7T 9T dbe! & a1 ot o1 +ff wanT foean
ST 8] 59 UPTE W IR UHR I =t arell BT dre-T GHd gl 8 | dFg],
WRAST 3MfE BT JTferdl &1 FeTIal §RT SIS STl &, FiaR d Wig snfe
1 a1e I 1 FSRIe & gRT fova oran § | 9reht, arafem ganfe &t
DI TETIAT ¥ TUT YR, FIA 3Mfe B Haq Bt TS I oIl Sl § |
AT B U B aTel THd <3t arel U on 3 € ey T u B wWiaR
S ® | Fraweh, fommet, adeifara, TerdHt sanfe god dton adam & 7diF
T T 9 RId U & T 61 31 61 & | T o3 dton by faferm fom, forest
oM ) G 7T ATl BT SR W ST & | FHE Ui domaf &1 aefdr
A aTel & SMYR & U H g1 ST d bR DT =8 |

3 A T GRR arel &1 gui oft ured g B, 98 et arer R WY
i arg gRT B ©, S € YRR arel & U § SF1 ol § | aoqH &
YRR arelt A g, S, gXAgH saife o1 9ol T 811 8 | 3fae
IR & Sicid I aTell BT R e wa 7, oM g 9me gRI srifed
BT 8 T 3R I WRIA 3T Wkt 81 § | 7 THS F SMeaiied arelf i
R G gRT ATSHR HgT 1§ | T a1 & =0 § 34 g o1 v
ST 8 | 378 B1Y & Uil gIRT SATHId R dTe-T febaT Ol , 3faieg arell b
& Ffd TR ¥ g &R a9 997 30 WR aTel & 91 A7 & forg of
TRINT b STt 8, Fores wieas ¥ Ioihdll &1 Ho §Hd 81 Tl § | g,
13, UeTg ST B g arel Hf FHg1 TR § | 31a- arell &l grdf & Uit
GRT - T4, 31, g, 3nfe I &7 ared fobar Siar § au1 $© arel &l
SfTferat o Wy W ST ST §- o WoRt gy sanfe are afiifed §
| 2 gRT Wt P arEll BT ae YYa BT 7, rd ST H T 3
T 8 | $© Tl &l Uh dRW fohddl TST ¥ 31al GERY aRW 81 P Yol
| o amell 1 are suRd uyur, 9 TdE |1, I ° are &t 9oft H @
ST § | ST I U ¥ YANT SIet W19 & SHifd far orar §, foms
WO, &3-Tel YR STfe; o) O aTelf & Sl T Tl § Srdfd ag weft
Ty fopelt 1 ot erg g1 fAfffa g1 8, S o & e @ @ &t
IR BT SA T |

Iuad Tgfdy FrifeRor iR YR Wi & uriF 9 safdia fagr
&R WIBRT 741 ¢, TRe] 39 qiifebRur § A} &b e-11 fewrE ¢ 8, o
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3G ATl BT fadd A Yo AT@HOT gy J o= Ry yeiy F foran B, 6
T & 9T & T4 T A1 S ) fireran 3714 Sudad faarur gRy 31d
Brar 8, b Twiid for SufRufa onfe orar & € ofY, g I & o arelt a1
7Y fas i ©u 3wd €, 37 a1 % Iaf vd fasr a4 sita &) dert
2| 3R® Wiell Q Ui grardreli & ol Gudh T THIU S ) firerdl &
| % aTel T g Uh T g9 P T fAerd 7, S HRd T o & weE &)
fhry & oY A0t arer T 81 B @ YR QR o SR HEidiertiaT ot egd|

THR T 4T # 9w arelt 1 4 v &, Fores wdum SHE &l uge 9
T B | ST B SMYR SHRE &1 AT o1l &, T fhada & SgaR YRR
& JY P YT SIEToN GRT ISP W I U argf g HI (AT07 foam may,
OTIeT aTe-T qdwT OIS gRT fohaT TR | 4T, gieier, TaTad, dael 98
Tt arer ot vy = AT

frepd. 59 TR URdlg Siiid &1 uiE 3faer erid 984 §, S U Iy
T & A1  faER @ afdfd e quiar Gva =1 ® | = Rram o aredt
&1 3fde F1d ST €, 98 It A TduH F M T B B, Reg T A B
aRad 3T U Bd 8, R SR Ul are g € B8 o b 8, S
I gaAE § Iuasy 8, 98 It 3fae & I U g2 § | 9deE J 39
iU & GR H Ol AT U 1 6 &, ST SMYUR U ard &l &, o
TAAE P 99 ABUY 91 & ©U § AR &1 UgaHT 91T §, Sl Urhi=
=i Jiom &1 U AT S1aT § 3R 3951 daHH WEY fSeR & =0 J U
B2 | 3 TR BE Ui ar fIYd gRI = ard srufd sdaere
1+t FHfor ST SR TR g3 © | 39 I8 WP Bl &, b ATl b faebr
IR aTell & SR R 81 61 8, S aad § TR by o @ § | 39 TR
AT g, [ sfae & mi o € adaH w1 e 1 @1 7 |

Wﬁqsﬂ

I SiY/Slo IRG dg HieR TRiSTU/go-132

YR $ TTid 3R aTe Titd/Slo 3107 fsi1/go-10-11
YR & it 3R arer Hiid/Sto 31301 fAIg/go-10
Tiftd g, 5. Wit ISR, ISiaT TXHRT, UF 69)
e Tekl/ATia YaThR-To RIS/ /Rl -18
T HBR P Fifld arHIa=/ARTY QRe1/go-51
au%ﬁaﬁu,a.ﬁaa@nﬁr,a@aw,qgw
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. WRADIY, T, WA ISR, TSIaT TG, UF 69
. TR/ 4R G/ 28/<eldh-1
. ATCIRIRE/HRd G/ - 28/<eldh-1
. XM, YT IROT/HRAR Iifid &1 gfogr/Aid AR, gell/g.-11
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LESICEI

S I A1 BRI FT A Had bl gead a1 3 a1 3 fafea Il )
TR 7 g, Sfews Uil - &R - Uil U A g A9 d% Gg-o el U
foresT I8 BIdT 8T 81, IW TAS WWRT Bl ol Jabdl § | YR H UR:
faen o) Tt IR e TRt & =0 H & Ieufaa, faiid, Jafdia ok
Taferd s, SR 39T JURY ARG HTH! THT S8 T | HRAT it off
IGH 3UaTE el § | Sfeth Teh dferd el e o AIa it goe: fparets
%ﬂ%,mm,ﬁm,mﬁamwﬁmm$mqwa
|

g fafa B, b enyfie HRa & Tfia Rrem ) vepR e s+ ® : TR
TRURT qYT TR — RI&07 | S & FHTWT 3faR Urdm S 8, WReg
A T Bt IRATAHAT B |

MR dred

fufe eR 1 31 YR Teitg Tiia Bt S faRivar 81 WRdtg
Tt B TR R <ol F 30T 3R a1 g © | AfeRie e
TR IYHT Yare- AegdTd o HHT Ol § | 51d Wi & JaR-U9R T
AT o1 ISTH 1T TieTe gaH 81 T, a9 Tifid &1 Aefthd, TR 4 8
T 3R S S I8 W HABR] BT TR FAer1-ger oft &1 g1 m |
FATBRI A AR F HTH-3HT BHA IRI W | Il d qTest YU
FICH Sl deid It g, SUY U T HATBRI DI SUT-3O oit
Qrcft o, S et faiear off off ofik <y oft | 39 ol AR B AT Tq
d 7S | BUR U UeY UBR YUS BT 3 IABR 1 g3 IR fafdE a
Teh T ERTT BT €t I<Tex0T B, RTTebT Sif&a TR I e aif aur It
TRy TRURT ST | TR RORT & it - Qs § gerds-gus
FY H HABRI B deid T RaeT gH 9 YR IR difid sid
TR 1, T FHT ST T8 § | ORI IRURT UIRaATR S IR Bt
e, Forod Aol TRORT &7 SERUr HRAGY 37 WORTSt § UIg: R &l
ST § SO &) Ugqgarar TR fierdr § — BRTT 319 370 & Hifird I8 g,
TR 3IH! At faRwan s Tt § | el @ Aol faRivarsh 7 guR
Tifid & eFe e Uge H1H fhU €, U8 TR IR T He<d ¢ |
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WY § o R IRWRT Ui T3- Ry IRoRT ¥ dreqs 39t € | T8l s
quid: T8It § | IRaR & d-Rarsit 1 d=g WM Bt girfifae -
Y R - <R - Dt aRepa SIAgT 3 et B | gl gRT BroH Bl TS
TRMA Pt faRwdreh &) faaRyd s , Tomey 3§ Rt &1 Riarar wran g, arfes
WA o1 faRwar srreht didiet & of 9+t B 1 37 foiwaret # oM & ufig
T, AT, T Bt faftret debeiiep, G &1 ¢, ST FHIAT 8 € |
To- R W1 H g1: 3nargesd Fidd 751 giar ok Ry &t gmargd wrfd
T WA FRAGY o 39 fae e FRa ¢ | i arelid & GRH Jdd
BIaT 8 5T § | WRIAMY, Y&, SAMG BT YANT Telad oidl & SR JH1-3-
1 ATeli BT € e fem S | |

T% & Aien § sy auf das Ygan § | Tt fRien w2t gof 78 gt | 9t
ATy SaTueda S e § | T & Tif-ed B Ry &t et uikspd gt
B et B SR I emdr 3 W s off 37 R SR FRaAT R | T R
&1 sy 30 Ry & 7w 7% 811 © | 59 TR TR &1 IR giar g |

O ATy & Ug sl B b fasan S @, foran =gt Sfan| ff¥a w0 ¥
TgT TR TRURT T SUTRT AT &

weTfaemeral @1 Rram ugfy

EHICEISR ﬁl&‘IUT YD 3= RN (modern formal education)
&1 {31 8, Sel FfEd wrarafy # FfEd snarassd qul &1 sra=ge gl
2 | e faenif #1% ueh W1 # 7 IG5 3w el B 3 TRIERTS
& 3iqid fae U5 Bl & | SHP URUIH & &l Usdl © - (el & dreid
Sfgerguf €1t 8, W g1 MR TRURe &1 =e) & urd |

Tt e & siarfd fhuree qur Ygifae AT uel @1 Afta
AT BIdT &, S Ffdd woamaty & guf 31 8T § | 9 999 R
i & fore wdie off S § | Ran & R wRfAf, g, safe &1
JUANT BT © | W1 H 3 A faenelf v v it TR @t o ¥
3Ta &, o Wi @ fedgd i g1d © ok e 8w o Ffyd sparasy
quf %3, THTOMTS A Tat Hi o & |

Trita o1 fRreror T=umaf ¥ TS § Td & TER-UYR &1 B fhur 8, 39
I &1 T 51 ol abdl | BRI INURT 1 Bid Td eyl arelid T80
AT 9 & forg IHa T8 © | T H 39 IRU1sff 3 38 RN b Iiftd i
TP dTelA Topr I Urufiyes U 3 fRifara fvan g1 werfaeraa ure fren
& YHIOIT HRagy TETorgE ff <4 §, S IH g Bt HTa=g e gl

=¥ avf-Te, gra-raiel, I & HRUN e F SR 1! I forgt
et g1 fafed gia1 8, f ugl oo A WaRT T8t g

128



THEF GG (M1 R) ISBN: 978-81-956774-5-0

To-Rreg URuRT Ud SRINTE Rren & gaen

% URURS 3R forareta faen R & SR YR Wiild & Mige wowT
7 IR Hewa B, S ToR- e &1 fobar S Hevd | TR, I, el &
gracg Ht sFAEME TS, Ugq U9 §, S ARG a1 Ude ©U ¥ g -
@ S ¥e&d § | o9, [t i & qde § UeH A ¥ I9@! igfa o
g&A ol BT FHARE HRAT 6] 371 Sall 98 Had YH1-9-HHT T3P g1
JUT B THATE |

TR R a1g § fIeRa g Adafaf o ifta sa 3 smeftafeey iy
T g 3R 3T TAgd THTor & IUaNT T § | IR S Udé Ta=-aTg -
o & a1 fahed T8 A1 S Wb | 3R Ficd g 4, Wd ufdd
HIAES - o o adamM sifavafera Wi & yoiar g - 9 39 fawg R 914-
=i @t ff, I8 IS YA § | ITI- T JaAbId H UfSdol Pl gAdR g,
Ofgeon, MU= df U foram gt § 21 ot ufSdott = wel, & o, (W) s
IR o it (o) T 7S for Wbl | I8 1 U ST AR © |7 aed H I8
Faq T a1 g, @ &l Hft g9 frfy & =1t afes Iapdl | Tt oY wfdrs
TEt B, b Weq 1, SMBR-TU-TT HT ot 32 ToT 311ell §; R @ & faw
Y YYT T | TR BT @G, 3MAT BT Td, AT 81 ¢, s A Y Fdla §
Y | g TR H1 TG 9 a1 SIMd, AT BT AG 6] o d, df 7F Bt
ey 8t 8 wedt | gRfifery wu-fAsafa & forg diFr-a-3fiAr arelta st §
| Rt weRfaf ggar Aifid-a1 &1 guf Wy e sRiva g, snyfe
Y ¥ -5l U eaf-220-gg v Bl i e g8 8, S Rt iy
7 AT | e SRR Rig g ¢ |
I MY T Yee] TRURT - RISy URORT U SRIWT et gt 7 € Hivle
§, 99 3% YA & b § | Ugd § 98 WaraR g, STafh gur § 3 ST
P A A G |
T S Ugfastt § Rign-ufaf & it dwrad 8, e aRomy # off st
THIad UTaT ST 81 ST fagTaciiT 39 ThR & :
arent|
-y TRORT H ot § ATl 80 xara R gid 8, e waffed gt
®, 3 I WRIg areliy Bt B, wefer Geumra Rren & Twiid @ faaga
SR 3yl faeiepe UTufiies SMeR [eare femf g 8, T sgd
TS T B, ofc: TS WRg A gt © |
SGTHY
%R WRRT 8 $is Ffdd narishd g1 81T, T R &1 &#d1 U4 W
F IIUR B o1 RIGHT 8, I8 T B ¢ | TN 1S B ISP WR 3TN
Raran e 8, wafe SR e § haree ud Agifas I gal o
¥ sparawy g g, <t maffied gwamafy o guf o giar 8 1 f
faenffait & e T AT (common) 31T IHH &1 || |

129




THEF GG (M1 R) ISBN: 978-81-956774-5-0

IUgad AU

- WO # U gy AA-9-HT areltd U1 el T
TRUIIRT BT € ST BT B, 37 8T JTeT BT TN Telad gl g,
e SRIFTA g & wWRIY, gddh, IadA (lecture) TRYG (seminar),
W(WorkshOp),mﬁWWqﬁTﬁm@ﬁT%I

qeIiB

To- R IR & qrelid & SR T Iad Gedidd ad 81 8, 39P IJuRid
Tgftha, Wuf, 3afe & v wen-vRgfa 9 Ry &1 geaie gid1 &, Jafe
TR e § Y & Ty I9y g9y W pareres wd gifde el
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gfvomy
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3R PAPR ¢, 3 T 3 TR A JUR g B, Seife Tumra Rrenr & i
gmw?ms‘mﬁ%’,sﬂuaﬁr@m%wc{mmmzm
|

LgutE]

fegsaH & 9gard Yafid HATPR T TWMER TR & faiid 3M1d &,
o1 TR 353G Had TRGAIhRUI Ud TR Y UURT b BIIH 4T gidl
ﬁﬁﬁw%wﬁﬁwwm@mﬁ&n%ﬁmﬁmm
|

ITHER

TRITTT Rreor § ®18 JH9H o T8 8, IR 98 yaid et § | Siid
TR RI&T TS T3 -RI% URORT ¥ ORMAGR ATeld G o T SgHa 9 IRT
T § o TR R Tifia-Rieies df R & el 8, TR SS9 HAaR
mzﬁgm|wﬁ$mw-mmﬁwaﬁnﬁw
o= |

YR Tl iiid @ AfgequR TexTs H eRM1 RWRT &1 U™ Ay
I ggayqul § | 39 U afde &1 adaH Wil 9% ugam & I ]RMER
T3 Bt JURURY AR ¥ ¥ saxass g | At & = omar uRuike
Ryafyar gaeil & quasar 9 fAfyaeu & R & amfad, Hl
8, 3O U3 e 8 | 7% B! WIeHT o1 A Ry Y A ST € 8 | IR
TRIRT F1 TExT8 1A T ST & 10 a3 & ol T5-Rrsg Ry &
HTIH TG IYF g |

Faa uaRtied § 31 ST af It fRrem & eRMT R quT ety -
fRreror S & 3ru-3 st Y ® | Ao urer e ot ywmiforg
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PAGY THIUGE & &, S AT TS B! ARG & | TR TR TR
B Al § S AT &, S 63T @, O URYUIdT §, 98 df Sl & | 31
ST BT g B WRIg- AR gl

HeTfdeert § Rigel & w0 8§ AR Tei Bl P susT sRRARS
TRBT 8 | ST 3ngrehH quf ST 8, TR e dTel® & 1Y | SAR BRI B
S URYRS T 7, S URSpd afded &, 98 399 STl digtelf & s g
Fobdl B | ST AIHH BT TR I P& GiRIA Bl 8, TIRUTHGRY I=
FHABRI B FRT Gua gl 8, S i sTd Bt Hfard Savgdar g |

A T B Fs Y e Iuasy g, fora @y ot g, W Wifla
AR UrdiF ORpfae wam §, URUIRG Fan §, foraet fRem gg o off
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T-I-_d’l-f:
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Objective

Bharatanatyam as we see today is an age-old dance style that has been
preserved through an oral tradition. It is important to understand the
contribution of oral traditions which mainly reflects the Guru Shishya
Parampara. We can trace the roots of Bharatanatyam or any other dance
style in Natyashastra but how the text came into actual practice and
was passed on from one generation to another generation, is essential
to know to understand the form that we see today. The article aims to
highlight the important substances of the oral tradition which
empowered Bharatanatyam to stand strong all through the good and bad
times.

Keywords: Oral traditions, Guru-Shishya Parampara, innovations, new
face

Laws of drama, music and dance from texts to the actual
application

The oral traditions were deep seated in the treatises like Natyashastra,
Sangeetaratnakar, Abhinayadarpana, Bharatarnav, etc. Natyashastra
was a guiding force for the practice of drama, music and dance.
Although all the Indian classical dance styles owe their origin in
‘Natyashastra’, none of them follow the text verbatim. As per
Natyashastra, Lord Brahma taught the art of Natya to Bharatamuni and
Bharatamuni in turn taught to his hundred sons and they spread the art
of Drama on this earth. The people of different region learnt the art. But
the interpretation and execution differed as per their perception. Some
of the important factors that influenced the art of different region were
language, culture, customs, geographical background, art patrons and
regional occupation. Not everyone in the country could study
Natyashastra. The Gurus or scholars who were well versed in
Natyashastra would have taught their students the version that was
taught by their Gurus. The purpose of the art of Natya as Bharatamuni
mentions, was not only for the entertainment of the audience but also to
convey the moral and ethics. It was to educate audience and bring
awareness of social and political concerns through the medium of art.
The laws were laid down profoundly in Natyashastra.
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How to begin the play? The prayers to Lord Ganesha seeking blessings
for the removal of obstacles, prayers to eight directions and their guards,
how should be the entry of each character on the stage and what should
be the order of each character for the entry, what should be the
beginning stance and the position of hands, the type of plays, usage of
music in the play, the technicalities of music, usage of dance in the play
and the technicalities of dance etc. are well defined in Natyashastra.
Whether the text was written based on the practices which existed at
that time or the practices started based on the laws described in the text,
is a matter of debut. But it is a fact that the mode of teachings was oral
and learning was also based on student’s memory power. They
repeatedly practiced the contents that they learned in order to
remember. In those days there was no practice of making any notes.

Regional influence and Oral traditions in Bharatanatyam
Bharatanatyam form is believed to have flourished in Tamilnadu state
of Southern India. Having originated in Tamilnadu, Bharatanatyam
dance style reflects the culture of Tamilnadu. Even the language and
the costumes used in Bharatanatyam signifies the variety that the region
is known for. The way of doing abhinaya, the conversation between
Nayika and her Lord, the approach and the conduct of dealing with the
content of a song, clearly showcases the culture of Tamilnadu. The huge
temples with marvellous sculptures denoting dance figures on the
temple gate, were built by Cholla kings. Around 40,000 temples are
found all over Tamilnadu. Therefore, the state is also known as “the
land of temples”. This fact makes it easy to understand the devotional
nature of Bharatanatyam form as the temples were the centre for music
and dance. The dancers and musicians were patronised by the kings in
the temples for serving presiding deity in the temple. The composers
whose compositions were sung and danced in the temples, were of the
saint poets. So, obviously Bhakti rasa was predominant in art forms of
music and dance. The Gurus or the Nattuvanars who taught devadasis
did not keep any written texts for reference while teaching. The
tradition was orally passed on to Devadasis. The language of the song
was regional and the medium of teaching was also the regional
language. The Chola emperors were great admirers of arts and they
patronised musicians and dancers in the temples in big numbers. Even
Maratha rulers promoted art of music and dance. Bharatanatyam for
was known as Dasiattam or Sadirattam at that time. The dance style
flourished in the temples by virtue of patronization by the emperors of
the that time.
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Twin concurrent motives of keeping up the traditions intact and
break free from the orthodox boundaries

There has always been a constant struggle to keep up the tradition of
Bharatanatyam intact without any dilution. Although there are no fixed
or written parameters to observe the standards whether it is progressing
or it is declining, the Gurus or Nattuvanars have always taken
responsibility to sustain the aesthetics of this divine art form. Partially
the responsibility is also taken by the practitioners and the onlookers. If
we think about the declining period of Dasiattam, we come to know that
deterioration of this art form was due to unrefined and ostentatious
elements that were added while Dasipratha was forced to prostitution.
Realising the reason of declining, the pioneer Rukmini devi Arundale
tried to remove undesirable elements from Dasiattam and brought back
the divinity to the form. Because of which the Dasiattam gained back
the respect in the society. It was during that time that Dasiattam got a
new name “Bharatanatyam”. All the Banis were distinctly prevalent
during that time as they grew in different region by the practitioners of
that particular region. The chance of exposer to other region or other
style was less unlike today. Therefore, the chance of mixing up the
elements of other dance styles was also less. And that is how the
originality of the different Banis was safeguard. The hereditary dancers
and Gurus played vital role to carry forward the oral tradition with its
original substance.

On the contrary there is always an urge to explore new dimensions
which gives a new look to the form. Eventually, art is an expression of
an individual experience. After mastering the technique, it is up to an
artist to present it in their own way. Every artist follows his or her own
instinct. As Dasiattam moved from temple to the court of kings, and
from the court of kings to theatre and public stage, many changes took
place in the choreography and presentation. It was also bound to
happened due to the dance form travelled from one place to another
place. The Gurus, the Nattuvanars and the dancers felt the need of
crossing the orthodox boundaries in order to survive and move ahead.
In the reviving period of Bharatanatyam, there was a challenge for
artists as well as for art to survive. So, the innovations took place as per
the changing situations and scenes. This process of discarding the
untoward elements and adopting appropriate elements enriched the art
of Bharatanatyam.
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Individual instinct, passion, and creativity leading to innovations
within the tradition

We don’t have any audio-visual records of how Bharatanatyam form
was in the initial stage. We have textual references but again one can
interpret it according to one’s own understanding. The tradition
changed over the period of time as per the need, and surviving
conditions. In the oral traditions Guru-Shishya relationship was very
strong. Following Guru’s footsteps, Shishya is easily imprinted by
Guru’s knowledge and personality. The impact of which is deeply seen
in the art form. Contemplating on the fact that every individual is
different, every Guru teaches with his own perception. The individual
instinct leads to different individual approach towards learning,
practicing, teaching, creating and choreographing. And the thought
process behind it, is a result of not only one individual, but it is an
accumulation of ideas of number of people of many centuries. Art and
creativity are two sides of one coin. Bharatanatyam form has been
driven by a creative force. If the creativity is not there than the art
becomes stagnant. The creativity has contributed in the continuation of
Bharatanatyam tradition to suit the changing times. The tradition has
always been flexible to adopt the changes for the betterment. Many
innovations have taken place using the same grammar to fulfil the
creative instinct. Altogether the whole process and a final product is a
result of orally passing on the tradition.

New phase and new face of Bharatanatyam

Bharatanatyam has become popular worldwide. There are several
attributes which has given a new face to Bharatanatyam. The
technology, advanced equipment, exchange of different dance style,
globalization, digitalisation, advanced auditoriums, multiple occasions
and opportunities, university level education in Bharatanatyam,
innovative choreographies, variations in traditional costumes and
jewellery, use of compositions of contemporary composers, fuse of
different type of music, compositions in different languages,
contemporary approach using Bharatanatyam technique, use of light
design and stereo-phonic sound system, use of projection on cyclorama,
and many more such components play a vital role in present time to
make a Bharatanatyam performance glamorous. The sources of
collecting information are many and easily available in today’s time.
The learner may not stick to only one Guru. Because in today’s world
it is seldom find a Guru who is well versed in all the aspects such as
literature, music, percussion, nattuvangam and dance. So, one has to
seek for various sources. Nattuvanars of olden time were accomplished
in all the art forms. They had vivid knowledge of various relevant
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subjects. So, Devadasis had wholistic training. Now a days we do
specialisation in one particular subject but in Guru-Shishya Parampara,
it was a boon to acquire knowledge of various subject under one roof.
And the researcher feels that it was the biggest advantage of the oral
traditions. In new phase of Bharatanatyam, we play with lot of external
or Aharya elements which are actually the subordinate components. But
it adds new height to performance. There are many aspiring dancers all
over the world who are aiming to make their career in Bharatanatyam.
The scope in professional career in Bharatanatyam is much wider than
before and competition is also very high. There are many good dancers
around the world. The craze of Bollywood and western dance style have
hyped their influence on today’s generations, nevertheless
Bharatanatyam is also making its place on its own pace.

Summery

The oral traditions have predominantly contributed in survival and
growth of Bharatanatyam. While transmitting the knowledge orally,
Gurus demonstrate every small nuance to student. The benefit of orally
passing on the knowledge is that it goes beyond the text. The knowledge
is not only bound to the text material but it is an extract of life long
learnings and experiences. Oral traditions have predominantly
contributed in the continuation of the regional customs, culture and
beliefs.
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The poems of Mira, Nanak and Kabir are learnt orally and sung by
millions of Indians to this day in oral tradition. Oral tradition sometimes
referred to as oral culture which is cultural material and traditions
transmitted orally from one generation to another. Same way, oral
tradition has played a vital role in the preservation and transmission of
Indian classical dance forms. It is an important aspect of the training
process in Indian classical dance.

Different ways of transmission in Oral tradition :: Oral tradition
refers to the passing down of knowledge, skills, beliefs, and customs
from generation to generation through word of mouth rather than
through written records. Oral tradition has developed in different ways
across cultures and has taken different forms such as folk tales, myths,
songs and proverbs.

Guru shishya Parampara: In the context of Indian classical dance,
this means that dance styles and techniques have been transmitted from
guru (teacher) to shishya (student) through verbal instructions,
demonstrations, and practice. This method of transmission has allowed
for the preservation and evolution of traditional dance forms.

In olden times, the disciple stayed in guru's house and observed him.
He learnt from observation and experience. He acquired the spirit and
flavour of not only the art form but unspoken spirit behind it. This led
to the development and growth of the disciple as an artist and an
individual. Today learning is still being imparted in the traditional guru
shishya Parampara. However, it also presents challenges in maintaining
accuracy and consistency in the techniques and styles taught, as it relies
heavily on the memory an interpretation of the teacher and student.

Storytelling: Many Indian classical dance forms are based on myths,
Hindu scriptures, legends and these stories are often passed down
through oral tradition. the dancer uses gestures, expressions and
movements to bring the story to life and convey its meaning.

Vocal instruction: In some dance forms vocal instruction is an
important part of the oral tradition. The teacher uses vocal cues and
instructions to guide the student through the steps, movements and
expressions of the dance form.
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Rhythmic patterns: In Indian classical dance, rhythm plays a crucial
role, and the oral tradition helps to preserve the traditional rhythms and
musical patterns associated with each dance form.

Demonstration: The teacher often demonstrates the dance form for the
student who then learns by watching and imitating the movements.

The oral tradition ensures that the dance form remain authentic and true
to their roots, and it also helps to foster a close-knit community of
dancers who share a common history and cultural heritage.

Oral tradition can differ in different Indian classical dance forms. Each
dance form has its own unique style, history, mythology, and cultural
contexts and this is reflected in the way that the dance form is passed
down through oral tradition.

For example, in Bharatanatyam, the oral tradition primarily focuses on
preserving the ancient Hindu scriptures and stories through dance.

In kathak the oral tradition emphasis the ability to tell a story through
intricate footwork and gestures.

Same way in kathakali the oral tradition is focused on preserving the
traditional performance style and the intricate facial expressions and
hand gestures used to convey emotions and tell stories.

In Kuchipudi the oral tradition emphasizes the use of intricate footwork
and fluid movements to convey a range of emotions.

Similarly in Manipuri the oral tradition emphasizes the use of graceful
movement and fluid and circular motions to convey a sense of beauty
and grace.

In Mohiniaattam the oral tradition focuses on the use of delicate
movements and fluid gestures to convey a sense of sensuality and grace.

In Sattriya, The oral tradition is focused on preserving the traditional
repertoire of songs and dances associated with vaishnavite monasteries
of Assam.

In Odissi, the oral tradition emphasis the use of fluid curved movements
and gestures to convey a sense of grace and fluidity.

Each of these dance forms has its own unique oral tradition that helps
preserve its cultural heritage and ensures its authenticity and
continuation.

Bharatnatyam is a classical Indian dance form that originated in the
state of Tamil Nadu. Oral tradition plays a significant role in the
transmission of knowledge and skills in this dance form. For
generations, students have learned Bharatanatyam from master teachers

139



THEF GG (M1 R) ISBN: 978-81-956774-5-0

through a mentor- apprentice relationship, where the teacher imparts
the dance form, its history and cultural significance through verbal
instructions and demonstrations. This traditional method of learning has
to preserve the cultural and artistic heritage of the dance form and
ensures that it is passed down accurately from generation to generation.
In South India the dancers, dance teachers and musicians who
performed in the great Hindu temples belonged to a community known
as the Isai vellala; a distinctive group of hereditary performing artists,
which included hereditary ritual specialist known as devadasis.
Devadasis were women dedicated to the temple and trained in classical
Indian dance, music, and other Fine Arts. The oral tradition was used to
pass on the techniques, style and traditions of Bharatanatyam from one
generation of devadasis to the next. Individual tradition, the guru
shishya parampara was used to transport knowledge of Bharatanatyam
from guru to student.

Unfortunately the devadasi tradition has declined in recent times, and
the oral tradition of passing on the art of Bharatanatyam is no longer as
widely practiced as it once was.

Temple dance in the early 20th century, was led by families not
traditionally associated with the dance. Once members of nonhereditary
families began to study and perform the dance, it widespread interest in
indigenous dance that blossomed especially after 1930. Rukmini Devi,
the founder of Kalakshetra, studied with several hereditary teachers (M.
D. Gauri, K. Muthukumar, P. S. Minakshi Sundaram) and subsequently
developed the distinctive Bharatanatyam style known as the
Kalakshetra bani. We can say that Kalakshetra bani is a fruit of oral
tradition.

The two components of Bharatanatyam, movement and the abhinaya
must be learned and performed according to certain accepted rules, but
within this broad framework there are some differences between each
teacher. It is these differences that make a particular style, Bani.

The dance flourishes today in a completely new context. A professional
Bharatanatyam dancer who has internationalized her Bani will now
remake it to suit her own artistic vision, body shape and musical
accomplishment. The institution of the devadasis, the servants of the
gods, whose duty it was to dance in the temples, contributed in
perpetuating and preserving the art.

Due to the continuous oral tradition practiced in India, the content of
the dance technique and its teaching methodology belonged to a
particular teacher or a school. No return instructions were provided. The
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learning mainly depended on the verbal instructions to do or not to do.
Nritya and Natya aspects could be taught with the aid of treatises like
Natyashastra, and other texts, the epic stories, literary works which
defined suitable movements and gave vivid descriptions of a story to
dramatize.

It was the teacher who taught orally and made the student to memorize.
A student perfected it through regular and rigorous practice. In the
absence of a notation system, which remained as an unexplored area of
concern for both scholars and dance practitioners.

With the advent of writing and the growth of literacy, many oral
traditions have been recorded and documented, allowing them to be
passed down for future generations. The exact origins of Indian
classical dance are uncertain, but some of the earliest references to
dance can be found in Hindu text such as the natyashastra which is
believed to have been returned between 200 BCE and 200 CE. This text
lays out the foundation for classical Indian dance, including the use of
hand gestures facial expressions and body movements as well as the
importance of music rhythm and storytelling in the dance form.

The theoretical and practical aspects of the dance were, and continue to
be, largely separate. Although it is possible to be both dancer and a
dance teacher without systematic knowledge of the textual tradition
there usually comes a point in everyone's training that a need is felt for
some formal structure. The majority of the traditional teachers and
dancers looked upon technical/theoretical knowledge, devoid of
practical application, with suspicion, there were some notable
exceptions.

Dance notation is the translation of four-dimensional movements into
science written on two-dimensional paper. This may require qualified
teachers or specialists in dance, certification of the content whether in
a dance school or at an academic institution and resources for learning.
This notation can be one of the resources for learning under the
supervision of expert teachers.

The purpose of the dance notation has been to preserve the
choreographic works, revival of earlier dance forms, dissemination of
knowledge, learning lessons from dance notation.

Kapila vatsyayana, in preface to the first edition of her book, Classical
Indian Dance in Literature and the Arts, she said: As a practical student
of classical Indian dance forms, | had found it necessary to examine and
understand the theoretical basis on which the tradition of the dance and
the traditional techniques had been built.
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Due to the oral tradition where a verbal handing down of all knowledge
and art forms existed, the training in the technique remained exclusive
to a school of learning. The primary source is on dance syllables and
their notation are limited. The reference to dance syllables that are used
for the rhythm or pure dance of the dance technique is found to be
minimum compared to the lyrical text that accompany a dance
composition. Also, there is no record of instructing the dance
movements executed for the dance syllables rendered. Even the
available details on dance notation are scattered and scanty and mostly
written in the regional languages.

With the impact of modern technology and digitalization in the
performing arts like dance, using prerecorded music for dance
presentations brought changes, innovations in the training process. It is
observed within a dance tradition, the dance technique particularly the
nritta aspect differed from one teacher to another. The teacher-student
interaction changed to distance learning by using more audio-visual
material for learning the dance techniques. In the last century the
application of a notation system to instruct the fundamental footwork
and body movement in the dance technique gained some attention.

Despite these challenges, the oral tradition remains a valuable aspect of
Indian classical dance, as it allows for the personalization and creative
interpretation of the form while preserving its cultural heritage. Even
today, in spite of globalization, oral dissemination is still practiced for
handling down skills and expertise of years old dance forms.

Oral tradition is the crucial aspect of Indian classical dance, as it helps
to preserve the cultural heritage and authenticity of these ancient art
forms. Through personal experience, direct transmission from teacher
to student and a sense of community, the oral tradition provides a deeper
understanding and appreciation of the techniques, styles and traditions
of Indian classical dance. There are some of the ways that students can
choose to go for oral tradition, like guru shishya Parampara, study with
the master teacher, attend workshops and classes, observe
performances, study dance literature and videos.

Additionally, the oral tradition allows for flexibility and evolution of
the dance form while still preserving its traditional techniques and
styles. By encouraging the continuation of the guru shishya Parampara
and providing support to organizations and institutions dedicated to
preserving the oral traditions of Indian classical dance, performance
opportunities, documentation, education and awareness by workshops
and cultural events, we can ensure the continued growth and
preservation of these cultural treasure for future generations.
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Due to the changes and the innovations that took place over the
centuries, a gradual transformation can be noticed in the learning
process of classical dance traditions which are taught at academia and
institution level. Bharatanatyam has become an educational tool and a
way of keeping in touch with and learning about cultural roots.

No tradition is static. Other traditions for Indian classical dance such as
written documentation and formal training programs may provide a
more structured and systematic approach to learning the dance form.
Yes, it may not offer the same level of personal experience, cultural
heritage, flexibility, and community that is inherent in the oral tradition.

It is important to remember that the oral tradition is not just about
learning the steps and movements, but also about understanding the
cultural context and history of the dance form and building a personal
connection with the guru and the community of dancers.
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Oral tradition have been an integral part of the journey of
Bharatanatyam from it’s roots to the tree which have been nurtured and
nourished from generation to generation. The knowledge of dance as
well as it’s related arts like playing cymbals and mrudangam have been
orally disseminated to generations through various mediums like the
supreme Lord, Apsaras, Devdasis, Gurus and in contemporary era,
teachers.

It is believed that dance was formed by
Lord Shiva and Goddess Parvati, the
knowledge of which was given to the
first student of Lord Shiva ‘Tandu’ and
through Tandu it was orally been given
to sage Bharata. Sage Bharata
transmitted this knowledge to his sons
who brought dance to Earth. Apart from
this, another tale passed on orally
apprises that the birth of Apsara Urvasi
from the thigh of Sage Vishwamitra was
the major reason for bringing dance and
music to the world of humans. From the
above two tales, we get a written
evidence of the first tale in Natyashastra but the second one have been
passed on by gurus orally, it is believed that in between the ‘abhyasa’
little breaks were given to the ‘shishyas’ and in these breaks the gurus
used to narrate tales which they had heard from their gurus. Except
these tales the gurus used to share their personal experiences on the art
which acted as their future guidance for the art. As far as performing
arts is concerned, it is believed that a shishya who have imbibed
knowledge orally by the guru becomes a better artist than the one who
has gained knowledge from the books.

The art of Bharatnatyam mainly relied on oral knowledge till the era of
Rukmini Devi Arundale. It was after her systematization of the art form
that a standard system was followed, until then various techniques were
taught by various gurus and it was upon the shishya what she wants to
imbibe in herself and then she would add on her own creations and
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innovations to pass on the knowledge further. Thus, what was passed
on would never remain the same as it was originally taught. There were
no restrictions for the ‘nrityanganas’ to stick to a particular thing and
thus there was a lack of a standard system.

Dissemination of oral tradition

Let’s have a look at the linage of the transmission of oral knowledge.
After the knowledge of the art was brought down to Earth by Urvashi
and the sons of Bharata, it was taught to the people with high
intellectual. Thenafter, entered the tradition of devdasi, devdasis were
the girls dedicated to the supreme being. They used to stay in the temple
and do the ‘seva’ of god. This seva included dance as well as music,
thus dance was performed merely as devotion to god. The dance what
we call Bharatnatyam did not took its form at this stage, it was just the
dance passed on orally through the generations. The old devdasis used
to orally pass on this knowledge to the young girls who were dedicated
to the temple by their parents and the cycle continued. Later, as the
kings gave patronage to these devdasis they expected them to sing the
glory of their Kingdom and themselves, this gave birth to rajdasis.
Initially, a few devdasis who were well versed and beautiful were
brought to the court for the king and they further imparted the
knowledge of, what was then called ‘Sadhir Nritya’ to the rajdasis. Then
emerged the alankar dasis, analogous to that of rajdasis, alankar dasis
were also chosen from rajdasis and they orally taught the ‘nrityashaili’
to alankar dasis. Thus, it could be said that the knowledge of the art
form was orally transmitted from devdasis to rajdasis and then to the
alankardasis.

Oral tradition proved to be the most benefic after the mid nineteenth
century, that was after the ‘Devadasi Bill’ was passed in 1947 which
banned young devdasi girls from being ritually married to the temple
deity and dancing as a part of temple ritual. After this act, the oral
transmission of knowledge privately was the only medium which could
be practiced to keep the art alive, various devdasis secretly practiced
the art form and taught it orally to the younger generation, at this point
the dance form was struggling to keep it’s identity and respect alive. It
was due to these few artists who valiantly believed in the art form and
dared to pass it further in an era where practicing it was considered as
a sin and the community would consider these artists disrespectful. One
of these intrepid devadasi was “Yogam Ammal’, she was trained in an
oral method by the senior devdasis of the shiva temple in
Kattumannarkoil, she then taught the dance style to K. Muthukumar
who orally passed on the knowledge to Rukmini Devi Arundale.
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Rukmini Devi Arundale was the first person to systematize and sanitize
the dance form, what she called ‘Bharatnatyam’. After the
systematization of the dance form, she opened a school named
‘Kalakshetra’ where several students where blessed to have gained
knowledge from. However, the knowledge was still transmitted in an
oral tradition but with a standard system which would be followed by
the students throughout their life. This system is majorly prevalent
today. Rukmini Devi imparted the knowledge of her art to Smt. Anjali
Mehr and it was she who created the ‘Stick Drawing Notation System’.
After this creation of Smt. Anjali Mehr the dance form apart from being
orally transmitted, could be jotted down in books.

Examining in the prior writings it could be noted that the journey of
Bharatanatyam from oral tradition to the era of books leaves an increase
in precision as when oral tradition was prevalent, the knowledge passed
down would take the form of the receivers imagination and in the
process authenticity of the creators creation is lost. Analogously, when
the notation system was created, the precision of the creator’s original
creation was more as compared to the oral tradition. However, today
with the introduction of smartphones it could be seen that a notable
amount of precision is achieved, this is because in the notation system
one can note the positions and gestures but the ‘bhaav’. However, with
the help of technology, today the ‘bhaav’ can too be captured in the
form of a video and the original creation of the creator can be preserved.

Oral tradition in theoretical aspect

As discussed earlier, traditionally the stories related to the art form
where narrated by the gurus in between the ‘abhyas’ sessions and the
knowledge of the same was passed on to the succeeding generations,
however with the commencement of books various scholars and gurus
started jotting down these orally transmitted knowledge in books. These
books proved to be very beneficial for the coming generations as now
they could have access to precise knowledge.

After the end of devadasi system dance was practiced as a part time
activity and did not hold considerable respect in the society, however
with the introduction of Rukmini Devi’s vigorous and
systematized training people started taking the art form seriously and
soon degree courses in dance were offered by several institutions.

In 1881, The Maharaja Sayajirao University of Baroda was the one of
the first universities to introduced a degree course in dance. In 1917,
Rabindranath Tagore introduced Indian dances as a part of the
curriculum in his institution ‘Santiniketan’ which is situated in Bengal.
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However, the 1926 marked the introduction of the first dance major into
the college curriculum. In 2014, Bhavans Rajaji Vidyashram at
Kilpauk, Chennai introduced Bharatnatyam in curriculum for students
of fourth class and a book named ‘Yathnam’ containing basic
knowledge of the dance form was authored by various exponents for
these students.

Conclusion

Ultimately, it could be observed that the knowledge transferred orally
through generations had proved to be of great help for preserving it in
books for later generations. It should be noted that oral teaching can
never be fully eradicated from the lessons of Bharatnatyam as learning
the dance style gives more weightage to practically gained knowledge
which is practiced orally. However, with the updated technology
several online courses are provided with step by step guidance to
learning the art form, but it should be noted that these clips are designed
in a way that the guider provides the knowledge orally through the
medium of a video. Thus, oral tradition will always be an integral part
of the process of learning Bharatnatyam.

References:

1. Bharatnatyam evolves from temple to theatre — Anne Marie Gaston

2. Devdasi : the preserver of Indian classical dance — Dr. Smruti
Vaghela

3. The Hindu Newspaper

4. Research in choreography — TK Hagood

5. The New Indian Express

147



THEF GG (M1 R) ISBN: 978-81-956774-5-0

Guru-Shisya Parampara system of Hindustani Classical
Vocal Music in Bengal

Naren Chakraborty - Research Scholar

Dr. Rajesh Kelkar - Research Guide
Department of Indian Classical Music (Vocal)
Faculty of Performing Arts

The Maharaja Sayajirao University of Baroda

Abstract

Music occupies a large part in Indian culture. And that music is
Hindustani classical music. The rest of the branches of music are
expanding around that music. Learning classical music is impossible
without the help of a guru. Just as there was a guru-shishya tradition in
the Vedic age, there is also a guru-shishya tradition in classical music.
Hindustani Classical Music Guru Mukhi Vidya. It is not at all possible
to acquire the knowledge of this music only by reading books or with
the help of current technology. As in Gurugriha, disciples are given
traditional education as well as discipline of life. Classical music is no
exception. Hindustani classical music is all about spiritual attachment
with God as well as a meditation.

Before 1947, by Bengali we mean undivided Bengal. Bengal was
divided into East Bengal and West Bengal after 1947. East Bengal is
now Bangladesh and West Bengal is Kolkata, India. In this paper, I will
mainly try to discuss the guru shishya tradition of Bengal from 18®
century to the mid 20" century.

Key Word: Guru-Shisya Parampara, Bengal, Hindustani Classical
Vocal Music

Introduction
GururBrahma GururVishnu GururDevo Maheshwaraha
Guru Saakshaat ParaBrahma Tasmai Sri Gurave Namaha

The Guru-shisya Parampara system of Hindustani classical music is a
traditional method of musical education that has been followed for
centuries in India. This system involves a teacher, known as a Guru,
imparting knowledge and skills to a student, known as a shisya. The
Guru-shisya Parampara system has played a significant role in the
development and preservation of Hindustani classical music,
particularly in East and West Bengal in the 20th century.

The master would take care of food and clothing and in return the
disciple would save the servant by doing everything from shoe shine to
hookah filling. Talim was swara sadhana, palta rayaz, bandish ragrup
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etc. Bandish was the priceless treasure in the ark, as it was collected
through generations and contained the key to Ragrupa. All these have
been passed down from generation to generation, and the use of pen and
paper was looked upon with deep suspicion, even if little education was
known among the disciples.

Due to this, the face of the bandish changed somewhat step by step and
the appearance of raag also differed somewhat according to gharana.

Guru-Shishya Parampara

Indian raga music is Gurumukhi like spirituality. Just as Samartha and
Siddhaguru actively guide and control the humble disciple, so does the
true music guru help the inquisitive and respectful disciple to become a
musician and a competent musician unstintingly and unsparingly.
Biographies of timeless artists and the history of Indian culture reveal
that knowledge is best preserved and transmitted through the traditional
teaching of gurus.

In spiritual pursuits and musical pursuits there is no alternative but
absolute dependence on the Guru. Chanting, meditation, asanas etc. are
to be learned reverently in the private presence of the guru. Similarly,
only a competent and competent music teacher can give instructions as
to when and how to use voice to be practiced and mastered. The
spiritual master said, “Chant the Gayatri mantra 108 times daily”— but
the “why”— he knew the answer. Similarly, why a student is asked to
practice a particular ornament or counter (harmony) for 2 hours or to
count 500 times consecutively — once with sargam and immediately
after with 'A'— says a competent music teacher from his own
experience. It is not enough to just blindly listen to Guruvakya 500
times and see if there is any improvement every time. Only the guru can
tell how much the mouth needs to be opened to pronounce the vowel.
It is known to many that it was a practice of sitting in front of the master
of the disciple night after night in order to get the correct reading of the
song from the disciple based on his long experience and knowledge in
the application of tone.

A vivid example of Guru Shishya Parampara is given by Kumar Prasad
Mukhopadhyay in his book Kudrat rangi Birangi in the first
chapter. There we see how much respect and love the Shisya had for
his Guru. Bhaskarbuwa Bakhale was the son of a Marathi Brahmin and
was a vegetarian.His guru Faiyaz Mohammad Khan once sent him to
the market to buy meat and told him to cook. After that was done, the
Ustad asked the Shishya to bring rice and meat in two plates. With
trepidation and tears the Shishya did as he was bid, fearing that he
would next be asked to savour the offering. The Ustad then embraced
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his Shishya, satisfied that the disciple had passed the test and was ready
to imbibe the Guru’s learning.

Guru-Shishya Parampara in Bengal

To understand how the guru-Shishya tradition in Hindustani classical
music was in Bengal, we must first look back at how classical music or
Khayal song gained its place in Bengal. By knowing how classical
music came to Bengal, we will gradually get a clear idea of which
disciple received Talim (musical education) under which guru.The
Bengali mindset was not nurtured in the tradition of Hindusthani
classical music of North India because the Bengali sought some object
in music when was related to his daily life. After many stages of
evolution, Hindustani classical music came to Bengal.

The development of dhrupad was in the voice of Tansen, the court artist
of Mughal Emperor Akbar. At the end of the Mughal era, classical
artists took refuge in various provinces of India and established this
style. Dhrupad gradually gained prominence in Betia, Bishnupur,
Tripura, Dhaka, Metiaburoj and elsewhere. Bishnupur Dhrupad dhara
is especially popular in Bengal.The full practice of Dhrupad started
from the eighteenth century In Bengal. During this time Raghunath
Singh 11, King of Bishnupur, brought Bahadur Khan, a descendant of
Tansen's son Vilas Khan, to Bishnupur. Bahadur Khan was
accompanied by the famous Mridangi Pirbax. Bahadur Khan was
brought in on a salary of five hundred rupees.

In the late 18th century, the folk songs of the Punjab region began to
popularize tappa songs. Toppa songs were mainly heard from the
mouth of the camel driver. A musician named Shori Mia (1742-1792)
developed a completely different style of singing by arranging the tappa
songs into musical ideals. Following this method, Ramnidhi Gupta or
Nidhu Babu (1741-1839) composed Bengali Toppa. This is where the
practice of Bengali raga music is combined with Indian or Hindustani
raga music. Later, Kalimirja of Toppa (1750-1820), Ramshankar
Bhattacharya (1761-1853), the promoter of the Drupada style in
Bengali, and Raghunath Roy (1750-1836), the Khayal composer in
Bengali, enriched Bengali music with Hindustani raga music. When the
English dominion began to grow. The prestige of the native kings, the
Nawabs began to wane. The practice of classical music in the courts of
the various states of North India and the Nawab kings gradually became
irregular. The court musicians began to disperse to various small towns
to escape the uncertain life. Classical music artists from Delhi, Agra,
Gwalior, Lucknow, Benares, Rampur in North India started migrating
to East India namely Calcutta.
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Hindustani Khayal was first propagated in Bangladesh by Harinavir
Aghornath Chakraborty, Gopal and Shivnarayan Mishra of Calcutta,
Pandit Guruprasad Mishra etc. Aghornath Chakraborty and Holo Gopal
are better known as Drupadi. Yet their skill in Khayal songs was not
less. They sang delayed- notes with slow gomak chords. Aghornath
Chakraborty, Radhika Prasad Goswami, Harendranath Majumar,
Nikunjabihari Dutta of Shivpur, Harendranath Neel etc. composed
many Bengali songs and performed them in Hindustani dhang. Vishnu
Chakraborty, one of Rabindranath's musical teachers, popularized the
Hindustani and Bengali khayal songs of the Brahmo Samaj.The names
of musicians associated with the promotion of Khayal songs in Bengal
include Fayyaz Khan of Agra, Hahman Saji of Guar, Nasiru, Khalifa
Badal Khan of Gwalior, Bamacharan Bandyopadhyay of Behala,
Nagendranath Bhattacharya of Ranaghat, Nagendranath Dutta, Radhika
Prasad Goswami, Girija shankar Chakraborty etc.

The second half of the 19th century was a significant period in the
development of classical music in Calcutta. At this time, khayal practice
increased in Kolkata. As Khayal songs are simpler than classical songs,
common people of Calcutta started to like Khayal songs more. In the
early 19th century, there are some Bengali khayal singers who learned
khayal songs properly from western singers. Classical Vishnu
Chakraborty is one of them. He learned Khayal from Miya Meeran of
the Kawal-Bachcha genre.At this time, Bengali musicians came in
contact with the famous artists of West Bengal such as Manohar
gharana, Gwalior, Agra, Rampur, Gaya gharana, Kashi gharana, Kirana
gharana and started practicing khayal music widely. The fame of the
Agra genre is primarily for attention. Fayyaz Khan and his disciple-
brother-in-law Atta Hussain Khan popularized this genre of Khayal
songs in Bengal. All the Bengali musicians who received training from
the famous Dhrupadiya Shivnarayan and Guruprasad of Gwalior
Gharana are Sasibhushan Dey, Jadumani, Gopeshwar Bandyopadhyay,
Surendranath  Majumdar, Radhika Prashu Goswami, Asadosh
Chattopadhyay and others. Among them, Radhika Prasad Goswami
maintained the characteristics of this genre for a long time. His disciples
include Mahindranath Mukhopadhyay, Girijashakkar Chakraborty,
Kishoremohan Bhaskar, Bhutanath Bandyopadhyay, Yogindranath
Bandyopadhyay, Dhirendranath Bhattacharya, Lalit Mukhopadhyay,
Gnanendprasad Goswami and Yogindranath Roy of Natore. Khayal of
the Rampur Gharana was popularized in Calcutta mainly through
Mehdi Hussain Khan and Khadem Hussain Khan. Among the students
of Mehdi Hossain-_ Girijashankar Chakraborty, Birendrakishore
Roychoudhury ~ Prabodhchandra  Das, Jayakrishna  Sanyal,
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Sachindranath Tagore, Gnanprakash Ghosh, Kalidas Sanyal etc. are
notable. Apart from them, the notable names behind the gradual
development and introduction of Calcutta classical music are
Kshetramohan Goswami, Jatindramohan Tagore, Wazir Khan,
Bhripendranath Ghosh, Saurindramohan Tagore, Ustad Alauddin Kha
etc.

If we listen to the song sung by Gyanendra Prasad Goswami “Amay
Bolo Na Bhulite Bolo Na(Raag Bihag)” we can understand the use of
Hindustani classical music mixed with Bengali music. Another Saint of
Hindustani classical music in Bengal was Gyanendra Prasad Goswami.
He took his talim from his father Loknath Goswami, Satyakinkar
Banerjee and then he trained by Radhika Prasad Goswami, Pandit
Vishnu Digambar Paluskar, Faiyaz Khan, Abdul Karim Khan,Badal
Khan etc. Gyanendraprasad was originally an Indian classical music
artist and music guru. He gained popularity as a classical music
artist. Among his disciples, Dhiren Ghatak, Jayakrishna Sanyal, Satyen
Ghoshal etc. gained fame.

Today in Bengal and West Bengal especially in Kolkata, Dr. Jamini
Nath Ganguly, Shailene Banerjee, Rathin Chattopadhyay, Tarapada
Chakraborty (Nakubabu), Jan Prakash Ghosh (student of Majid Khan
in tabla), Nutu Mukherjee, Sukhendu Goswami, Chinmoy Labhiri,
Sudhirlal Chakraborty and other singers were able to achieve the best
position only under Girija Babu's training.After receiving education
from the masters of different genres of India, took training for 13
consecutive years under the late Master Badal Khan while staying in
Kolkata. He took thumri training from the late Ustad Maizuddin Khan
and brother Ganpat Rao. Girija Babu's contribution to Bengal is
immeasurable. The most illustrious example of Bengal's guru-
shisya tradition is Guru Gnanprakash Ghosh's Gurukul at No. 25 Dixon
Lane. Gnanbabu used to train his disciples at home. Later, however,
there was an exception. Those who learned from this house are Pandit
Kanai Dutta, Pandit Shyamal Bose and Pandit Shankar Ghosh.

In East Bengal (present-day Bangladesh), the Guru-shisya Parampara
system was maintained and flourishing despite the challenges posed by
political upheavals and economic difficulties. Many of the renowned
gurus of Hindustani classical music, such as Ustad Alauddin Khan and
Ustad Barin Mazumder,Ustad Mithun de,Chinmoy lahiri etc hailed
from East Bengal and had a significant impact on the music of the
region. The presence of a rich cultural heritage, combined with the
strong tradition of music, meant that the Guru-shisya Parampara system
remained a vital part of the musical landscape of East Bengal.
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Present status of Guru-Shishya Parampara in Bengal

The tradition of guru-shishya tradition was about to disappear in
Bengal.In 1977, the ITC (Indian Tobacco Company)decided to
establish a Sangeet Research Academy in Kolkata to sustain the
tradition of Guru-shishya Parampara. They established modern guru-
shishya where scholars get all kinds of facilities including
accommodation, training, research etc. The great musicians from
different gharana came to Kolkata like Ustad Nissar Hussain
Khan(Rampur Sahaswan Gharana) Vidushi Hirabai Barodekar(Kirana
Gharana),Ustad Ishtiaq Hussain Khan(Rampur Gharana), pandit
Nivruttibua  Sarnaik(Atrauli-Jaipur ~ Gharana),Vidushi Girija
Devi(Benaras Gharana),and Ustad Latafat Hussain Khan(Agra
Gharana).Pandit A.Kanan and Vidushi Malabika Kanoon join in
1979.Under their tutelage we get many bright musician including Ustad
Rashid Khan,Pandit Ajoy Chakraborty,Pandit Arun Bhaduri,Koushiki
Chakraborty etc.

Conclusion

Guru-shishya parampara music has been prevalent in Bengal since
ancient times and this style has never been interrupted. Political and
economic upheaval temporarily halted this classical music genre, but it
was never permanent. The examples of rigorous practice and guru-
disciple tradition that we see in the above discussion are rare today. The
atmosphere that used to be oral tradition has now been overtaken by
new technologies which has its benefits as well as changing the
traditions of the past. If we look at the Guru Shishya tradition of the
past, we see that apart from the musical education of the disciples in the
Gurugriha, philosophy of life was also taught which has changed a lot
with the evolution of time.With the change in the social, economic,
political context, our standard of living has changed a lot. As a result of
many new technologies, Gurumukhi education system has become
modernized. Classical music (song-music-dance) flourishes only when
there is a favorable environment for cultural practice.
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“The aim of this article is to highlight oral tradition in the Mauritian
culture.”

Introduction

Mauritius, a small island in the Indian ocean has a multiracial
population of around 1.3 million. People were then introduced as slaves
from Madagascar and after the abolition of slavery in 1835, almost half
a million indentured labourers were brought from different regions of
India like Uttar Pradesh, Calcutta and South India.

Along with them came different languages, practices and cultures. The
need for interaction between people originating from India, Africa,
Madagascar, France and Europe, gave birth to the Mauritian Bhojpuri
language. The latter consists mostly of words from Bihari Bhojpuri and
creole (French based local language of Mauritius).

Oral tradition

Oral tradition is one of the oldest ways of passing down knowledge,
arts, ideas, cultures and traditions from one generation to another. The
transmission can be in numerous forms such as through songs, verse,
poetry, tales, riddles, folk dance, classical dance forms. Some religions
such Hinduism, Buddhism and Jainism have used a notation system
along with oral transmission to transmit their scriptures, hymns and
rituals.

Oral tradition in Mauritius

The oral practice can be said to have started along with the arrival of
indentured labourers in Mauritius after 1934. It was then mostly used
to pass down prayer chants and rituals for occasions like birth, death,
marriage, harvest and many more. In order to prevent the loss of these
traditions, some of these practices have now been institutionalized.

Folk music and dance is till date a great part of every Mauritians’ daily
life. The major music genres of the island are the Sega and Bhojpuri.
Sega is a traditional music form of Mauritius which originated during
the slavery period. The highly emotional lyrics have always been based
on the Mauritian creole and accompanied by a rhythmic pattern of six
beats (Dadra taal of Hindustani Classical music). In the absence of
devices like radio and television, sega singing and dance started as a
form of entertainment for the slaves after long hours of rigorous work.
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Groups of slaves would usually gather around bonfires after dinner and
start singing and dancing. The lyrics of sega music depicted the lives of
the people inhabiting the island and how they were treated by their
masters. The main and most commonly used musical instruments to
accompany sega were the maravanne (rattle), ravanne, dholak, triangle,
tambourine and harmonica. The younger generations always loved to
join their parents and grand parents during these gatherings and
assimilated these practices. While keeping alive the essence of sega
which they learned from the elders verbally and by observation, the new
generation have introduced instruments like flute, trumpet, sitar, guitar,
piano and tabla to enhance the sega.

Similar to the sega, Bhojpuri songs play a significant role in the day to
day life of Mauritians. We can practically hear Bhojpuri songs almost
in every local shops, markets, hotels and local restaurants round the
island. Bhojpuri songs are used in many contexts; during birth
ceremonies rituals, birthday celebrations, general entertainment and
leisure, prayers and wedding rituals. In 2016, the UNESCO has added
Bhojpuri songs to the representative list of the intangible cultural
heritage of humanity. Compared to sega, the Bhojpuri lyrics are less
emotional. The latter narrates more about the daily activities of the
general population. For example, fishermen fishing at sea, young girls
working in plantation fields, and others. Bhojpuri songs have a great
importance in some rituals like the Geet gawai, haldi, etc.

“The Geet Gawai is a life cycle oral tradition of Bhojpuri folk singing
sung on auspicious occasions principally on pre-wedding ceremonies
but it is also performed on other occasions” -Dr. Mrs Sarita Boodhoo
(Chairperson, Bhojpuri Speaking Union and Members of the Bhojpuri
Speaking Union, Mauritius)

The traditional practice takes place at the home of the bride or groom
and involves mostly female family members and neighbours. The
tradition has a sequence having specific songs creating both a spiritual/
devotional and fun atmosphere.

Till date, all these songs and rituals involved in the Geet Gawai have
always been passed on the the next generation orally. Decades earlier,
young girls would learn these songs from their grandmothers and
mothers at home. In some villages, some of the oldest women would
gather at one place and make all the children of the village learn these
songs, understand their meanings and how to play the instruments
accompanying the songs. The main instrument used has always been
the dholak. Others would just use a copper or brass pot (lota) and two
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spoons, two wooden bricks or clap for rhythm. The various songs taught
are:

Sanjha songs

Devi Devta geet
Mahadev geet

Mandar (Dholak Pooja)
Sumeran geet

Dharti Bandhai
Jhoomar

Sohar geet

Since a few decades, with the exposure of other cultures in Mauritius,
it has been observed that youngsters have gradually lost interest in
learning these traditions from their elders and would prefer to
extensively focus on academics and their career. This is somehow
leading to the loss of many ancient folk rituals like the “harparawri”
(An ancient ritual which was held for seven continuous days consisting
of specific songs and dance to invoke the rain God — “Indra dev” in
drought seasons).

Nk~ wWNE

Conclusion

In order to preserve the folklore aspects of our island, we believe that
the initiative taken by the Rabindranath Tagore Institute (an affiliate of
the Mahatma Gandhi institute school of performing arts) should be
encouraged and propagated among the mass population. The institute
has started organizing and conducting workshops to help people of all
ages to be more aware of the richness of traditions.

Moreover, we believe that the traditions and cultures of the island
should not be continued just for the sake of longevity. The cultures are
kept because they have a meaning and serve an essential purpose. Thus,
according to us, a certified course with detailed explanations would
have been a greater motivational factor to youngsters to have a proper
knowledge on the practices.
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Abstract

Kutiyattam is a traditional performing art form of Kerala, which is
situated in the southern part of India. Reference to it dates back to the
Sangam era in the treatise like Cilppatikaram which establishes it
antiquity not less than of 2000 years. However, it reached to its peak of
popularity in the seventh — tenth century. Active role and patronization
by the kings of Chera dynasty like Kulashekhara Perumal and
Cheraman Perumal in tenth century further helped in its development.

The changes in the social-economic and political sphere in the 19t
century and post-Independence land reforms led to Kutiyattam and its
performers facing an unprecedented crisis of being extinct. The
declining patronization and changes in the spectator’s lifestyle resulted
in the responses like taking kutiyattam performances outside the temple
and texts were being edited and curtailed in duration to suit the
requirements of modern lifestyle.

This paper intends to explore the reasons behind the stagnation and
troubles faced by the kutiyattam and its performers and later its re-
emergence and revitalisation with the efforts of performers cum gurus
like Mani Madhava Chakyar, Paimkulam Rama Chakyar, Ammanur
Chachu Chakyar, Ammanur Madhava Chakyar and scholars like K. P.
Narayana Pisharoti, V. Raghavan, G. Venu, Kapila Vatysyayan, Dr.
Clifford Johns and others.

There was also a significant role of various new institutions established
for the promotion and preservations of this form like Kerla
kalamandalam, Margi, Ammannur Chachu Chakyar smaraka
Gurukulam, National Centre for kutiyattam (Sangeet Natak Akademi),
International Centre for Kutiyattam and many others.

The recognition given by UNESCO to kutiyattam as “masterpiece of
the oral and Intangible Heritage of Humanity” in 2001 had given it a
national and international exposure like never before. However due to
the limitations, present paper would focus only on the few contributors.
Keywords: Kutiyattam, Mani Madhava Chakyar, Revitalisation, 20t
Century, Kerala Kalamandalam

Introduction: Sanskrit theatre had a continuous history around 500
BCE to 1000 CE. There was a Pan- Indian style of performances with
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some regional flavours. It was patronised by the rulers of the time,
elites, feudal lords and temples. Performers were granted land holding
to support their practises of art forms and were paid by the temples on
the occasion of their performances. The socio-political stability also
played a leading role in the grooming of this theatre tradition.

However, the upcoming changes in the socio-political scenario of the
country changed things for this national theatre tradition. Farley P
Richmond says “The signs of decay are evident from as early as ninth
century, and it is generally believed that the tenth century marks the end
of the Sanskrit theatre as a creative force in Indian theatre.” The decline
could not be attributed to a single reason. He attributes the decline to
various causes, “A major factor in its decline may be the successive
invasions of the Mahmud of Ghazni and successive waves of invasions
of other plunderers from kingdoms to the west of India.”

It led to the crumbling of old feudal order of the time under the
continuous plundering, razing, loot and sacking of cities and temples by
invaders as they continued the confiscation of the wealth of India. In
such scenario it became hard for the courts and temples to support and
facilitate the performances of Sanskrit plays.

Other reasons being the limitation of the knowledge of Sanskrit
language among the masses and the trends in composition of the
Sanskrit drama. Sanskrit was not the language of the masses as it was
limited to the particular groups of the society. This led to unavailability
of any audience base outside the courts. Also, the greater emphasis on
the poetry and less on the dramatic elements and dialogues started as
early as from the times of Bhasa. Kalidas and later Bhavabhuti
emphasized more on the lyrics at the expense of progress in the plot.
The practise of performing Sanskrit plays disappeared over a period of
time except few isolated pockets of the country.

Kutiyattam

In Kerala, Sanskrit theatre flourished while it was declining in the other
parts of the India. The formative period of Sanskrit theatre in Kerala
was 10" to 11" CE and its period of transformation ranges from 121" CE
to 13" CE. There is no clear history of how and when kutiyattam
emerged as separate art form. However, tracing its history, it could be
said that it evolved from Sanskrit theatre tradition on the lines of rules
laid down by the Natyashastra and also assimilated many local
practises. As stated by Farley P. Richmond, it is probably a “regional
derivation of the pan-Indian classical tradition, a bridge between past
and the present.”
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As stated by Kapila Vatsyayan, Kutiyattam is the “most prominent
survivor among the forms containing some essential elements of
content and structural features of the Sanskrit theatre.” It is also the
“Precursor and pioneer of traditions of the Indian theatre which
developed in different parts of India since the 10" century.”

Scholars like Sudha Gopalkrishnan attributes Kulasekhara as a major
contributor in formation of Kutiyattam,

“Kutiyattam as an art form was codified and refined during the time of
Kulasekhara, the ruler of Kerala from 978 CE to 1036 CE. Kulasekhara
remodelled Kutiyattam by introducing several changes in the existing
format, even adding a few innovations and raising it’s power as an
aesthetically satisfying event.” (2011, 41)

Kulasekhara added to the repertoire of kutiyattam by writing two plays,
Subhadradhananjaya and Taptisamavarana and also choreographed
for the stage. It was during his time that single acts were started being
treated as full-fledged plays. It extended the scope of theatrical action
and brought focus on the parts that had more potential of theatricality.
He also is believed to be the one introducing the local language for
Vidusaka and structuring the presentation of the play into well-defined
units.

Apart from these, the plays traditionally presented include
Ascaryacudamani of Shaktibhadra, Nagananda of Harsha,
Bhagavadajjuka of Bodhayana, Kalyanasaugandhika of Nilakantha,
and many plays ascribed to Bhasa.

The word “kuti” in Malayalam means “combined” and “attam” means
“acting”: therefore, the word “kutiyattam” means “combined acting” in
which it combines Sanskrit theatre performance with elements of
traditional kuttu. Both koodiyattam and Chakyar kuttu has its origin in
the ancient art form kuttu, which find its mention several times in
Sangam literature, and in the epigraphs of the subsequent Pallava,
Pandiyan, Chera, and Chola periods. Inscriptions related to kuttu can
also be seen in temples at Tiruvidaimaruthur, Vedaranyam, Tanjore,
and Thiruvarur.

Traditionally it is being performed in temple theatres which is known
as koothambalams, constructed in accordance to the rules set down by
the Natyashastra. It is the only form which uses dramas from Sanskrit
theatre in its performances.

Kutiyattam and Chakyar kuttu were the dramatized dance worship
services in the temples of Kerala. These were an integral part of worship
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services. The Chakyar caste traditionally performs these kuttu and
hence it is also known as Chakyarkuttu. Female roles are played by
Nangiyars (A woman of Nambiyar caste). The major instrument,
Mizhavu is played by a Nambiyar man. Kutiyattam performances are
often very lengthy, elaborative and complets its performances in several
nights.

The Chakyars preserved the detailed acting manuals called
Attaprakaras and the production guides called Kramadipikas for their
scripts. Vidushaka plays a major role and is entrusted with the
responsibility of contemporising the text, bringing humour in the
performances and improvises.

Training was given in the traditional Guru-shishya Parampara and was
limited to the Chakyar caste. Actors undergo into years of long and very
rigorous training before giving their first performances. They learn the
techniques to bring subtle physical movements bringing their body into
its full potential as an expressive tool.

Causes of stagnation and troubles

1. Patronisation

There were around eighteen Chakyar families who were the custodians
of the arts of Kuttu and Kootiyattam and they were traditionally
practising these arts for centuries as a family profession and
kuladharma. These families were having different clan names iike
Ammannur, Potiyil, Koipa, Kuttancheri etc. These families were
allotted a certain number of temples and it was the responsibility of the
members of that family to perform Kuttu and Kutiyattam in the alloted
temple.

These religious performances were performed at the temples at
prescribed seasons or period as part of the rituals of the temple. The
Chakyar families were given agricultural lands by the temple for their
service as a remuneration. The income from these lands ensured that
these family practise, perform and preserve the tradition of kuttu
without having any financial troubles. The temples also usually carried
the expenses for the performance of the Kuttu and Kutiyattam.

The generous assistance and patronage rendered by the temples to these
two art forms led to its survival and continuous growth. But this system
came to an end in 1970 when the Kerala Government brought land
reforms in the state which resulted in the loss of all rights on the land
and the tenants or Pattom-holders became the owners of the land. All
of a sudden, the Chakyars and Nambiars were became landless and
reduced to poverty.
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The Chakyar families couldn’t survive on the meagre income coming
from the practice of their arts. It resulted in the exodus of young
members of the family to the other means of livelihood. Any new talent
was lured away to pursue other profession considering the uncertainty
and economic plight.

In the post land reforms era when Kutiyattam came out of temple
premises, the stature of grand art form was in direct contrast with the
plight of its performers.

2. Duration of the Performances

Kutiyattam performances were time consuming and were lengthy in
performance which resulted in the witnessing of this form by the very
few who had the time, energy and patience to sit through the long hours.
It became a major hurdle in the promotion and pursuit of its
performances. The change in the patronage from a feudal world to a
democratic and rapidly industrialising world had different demands and
expectations. Post- Independence, the economic characteristics started
changing and people got busy in the economic activities and in their
jobs. This reduced the time which one could have easily afforded in the
previous decades for the night long performances.

3. Caste and Family system

The training given by the great gurus and performances in the temples,
both were strictly restricted to the Chakyars and Nambiar community.
They were the sole custodian and the performers of this ancient art
forms. Traditionally Kutiyattam was sustained through the matrilineal
joint family system and guru-shishya parampara. It was a hereditary
occupation. This resulted in the limited exposure of the art form to the
outsiders and developed into a rigid system of family theatre.

4. Performance space

It was traditionally performed only in the koothambalam attached to the
major temples. It is constructed according the specifications suggested
in the ancient texts on architecture like Silparatna, Tantrasamucchya,
Mayamata and also drawing elements from Natysastra. It is accorded
the status of one of Panchaprasadas (Five-fold structures in the plan of
a typical Kerala temple). It signifies the importance given to kutiyattam
performance, at least since 14th -15th century. The connection of the
performance space to the temple led to a rigid adherence to sacred
rituals. Theatre became a sacred event and offered as a visual offering
to the deities. Deities were the major audience apart for which
performances were given. The Performance outside temple and to any
other audience was unimaginable.
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Efforts and Major contributors in the revitalisation

In the 20th century, the spirit of nationalism was at its peak and there
was a constant urge for an ‘Indian’ identity. A new trend of studying
the traditional art form as a link between our glorious past and present
started. Early decades of 20th century were the decades of great
transformation in the social and political structure in India. Emergence
of urban centres and a class of English educated Indians happened. This
class and centres became the new source of patronization and provided
the platform, opportunity and established classical forms as a cultural
force and an expression of India’s rich heritage.

By the 1930s, the need of changes in the Kutiyattam was being started
realised and the modernising projects were slowly getting grounds even
when any change in the established conventions of the Kutiyattam were
certainly be considered as the tempering with the ‘Purity” of the art
form.

The breakthrough and the “critical moment of emancipation from the
rigid, age- old tradition in kutiyattam happened when Paimkulam Rama
Chakyar took the initiative to take the dance outside the temple.”
(Sudha Goplakrishnan, 2011)

He met severe criticism and protests from critics as well as the members
of Chakyar community however he eventually stepped out and
performed in a Nambudiri household in 1949. This was a massive step
in the history of Kutiyattam as now it started to be performed in houses
and other public places. This led to the patronization by connoisseurs
and theatre people from all across the region.

This event broke the barrier and transformation and innovations started
happening at a much rapid pace. Mani Madhava Chakyar, the great
maestro, performed for the All India Radio in 1951 and later a radio
broadcast for Zamorin of Calicut in 1956.

To suit the changed scenarios and audience taste, stand-alone sections
and edited versions were choreographed to fit it into the demands.

Kerala Kalamandalam and Paimkulam Rama Chakyar (1905-
1980)

The institution was Founded in 1930 by renowned poet Vallathol
Narayana Menon and his Manakkulam Mukundaraja, under the
patronage of Kakkad Karanavappad at Cheruthuruthy. At the beginning
it was exclusively a training centre for Kathakali.

In 1965, Department of Kutiyattam was started by the then Chairman
K.N. Pisharoti in collaboration with the Paimkulam Rama Chakyar.
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Introduction of school system with fixed duration and syllabus of
learning, admission to the non-Chakyar students were the few changes
brought up by the department under Paimkulam Rama Chakyar. It had
broken the privileged position of Chakyar community as the sole
custodian of this art form. Kutiyattam has now became open to all
sections of the society.

It offers six-year diploma and one-year post-diploma courses in
Kutiyattam. The school format brought revolutionary changes in the
pedagogical orientations. Earlier methods of learning mudras through
recitation and enactment paved way for the learning based on the textual
sources and through the application of Hastalakshandeepika.

Paimkulam Rama Chakyar was also the first one to take the abroad trip
with thirteen artists from Kalamandalam in 1980. They toured Europe
and the US several times and performed Kudiyattam to the western
audience, thus bringing international recognition to this age-old Indian
theatre art form.

Margi and Ammannur Madhava Chakyar (1917-2008)

It was started in 1970 in Thiruvananthapuram as a society for arranging
programmes in classical Indian theatre Arts and to promote, preserve
and appreciate the classical forms. It was established by D.
Appukkuttan Nair and T.N.N Bhattathiripad. It initially focussed on
Kathakali however in 1981, it started its own school of Kutiyattam.

It had a long working relation with Ammannur Madhava Chakyar, one

among the trinity of Kutiyattom masters (the others being Mani
Madhava Chakyar and Painkulam Rama Chakyar). It was Guru
Ammannur Madhava Chakyar who was selected to receive the
UNESCO citation proclaiming Kutiyattom as a “Masterpiece of the
Oral and Intangible Heritage of Humanity”. His greatest contribution to
Kutiyattam is creating a true set of followers for the art form. And the
new generation performers lucky enough to get his guidance include
Margi Madhu, Margi Sathi, Margi Narayanan, Margi Raman and Margi
Usha.

Margi credited with reviving several plays of Kutiyattam which was
disappearing from the stage such as Mayasitakam, Agnipravehsankam
and Parnasalankam. It started a counter movement to the trend of
shortening and editing of various scripts for single performance by
Kalamndalam. It went back to the original methods of elaboration,
extending the performance score as provided in the old theatre manuals.
It is the only institution which performs the seven acts play
Ascharyachudamani in its full form for the 113 days of performances.
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Ammannur Madhava Chakyar and Parmeshwara Chakyar is also
credited with the establishment of Ammannur Chachu Chakyar
Smaraka Gurkulam in 1982 in the memory of illustrious actor
Ammannur Chachu Chakyar. It focuses on the preservation of
Ammannur technique of Kutiyattam.

Mani Madhava Chakyar (1899 —1990)

Mani Madhava Chakyar was a celebrated master performance artist and
Sanskrit considered to be the greatest Chakyar Koothu and
Koodiyattam (ancient Sanskrit drama theatre tradition) artist and
authority of modern times. He was considered as the authority of
Abhinaya and Natyasastra. He is known as "the Emperor of Rasa-
Abhinaya" and was famous for his Netrabhinaya.

In 1955, Guru Mani Madhava Chakyar performed Kutiyattam outside
the temple for the first time for which he faced many problems from his
own Chakyar community. In his own words:

“My own people condemned my action (performing Koothu and
Kutiyattam outside the precincts of the temples), Once, after | had given
performances at Vaikkom, they even thought about excommunicating
me. | desired that this art should survive the test of time. That was
precisely why I ventured outside the temple.”

In 1962, Sanskrit scholar V. Raghavan, invited Guru Mani Madhava
Chakyar to perform koodiyattam in Chennai. It was for the first time
that kutiyattam was performed outside Kerala. They presented over
three nights kutiyattam scenes from the plays Abhiseka, Naganda and
Subhadradhananjaya. In 1964, he was invited to perform in the North
India by Kapila Vatsyayan under the inspiration of Kamla Devi
Chattopadhyaya. He performed in Delhi and Benaras. Next journeys
outside Kerala were again to Ujjain in 1986.

His reputation as a performer and Sanskrit scholar also spreaded far and
wide, and he got national recognition in the form of the Sangeet Natak
Akademi Award in 1964. He also authored Natyakalpadrumam — a
treatise on all aspects of Kutiyattam.

Maria Christoffer Byrski, a Polish student who was a researcher in
Ancient Indian History, Culture and Archaeology at Banaras Hindu
University, studied kutiyattam with Mani Madhava Chakyar and
became the first non-Chakyar Nambiar to learn the art form. He stayed
in Guru's home and studied in the traditional Gurukula way. Byryski
played an important role in popularising Kutiyattam outside India. After
his stay at Ottapalapalam, other Sanskrit scholars and Indologists made
their way to Kerala to learn the art form.
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Mani Madhava Chakyar also opened a Gurukulam in 1982 for teaching
Kutiyattam, Chakyar Koothu, Nangyar Koothu and related art forms at
Lakkidi. After his death it was named as Padmashree Mani Madhava
Chakyar Smaraka Gurukulam in his memory.

Conclusion

Kutiyattam is certainly one of the most celebrated and well-known art
form of India today. It gained national as well as international
recognition when it was recognised by UNESCO as a “Masterpiece of
the Oral and Intangible Heritage of Humanity” in 2001. It led to the
establishment of a network among the patrons and performers of
Kutiyattam which in turn helped it in its revival and sustenance.

With the changed scenarios in social- economical structure, this form
and its performers found itself in a complex situation. It demanded
some changes and innovations adopted to suit the modern times.
Establishment of various institutions like Kerla kalamandalam, Margi,
Ammannur Chachu Chakyar smaraka Gurukulam, National Centre for
kutiyattam (Sangeet Natak Akademi) brought much needed changes in
the pedagogical as well as in the patronisation. The contributions of
Gurus like Mani Madhava Chakyar, Ammannur Madhava Chakyar and
Paimkulam Rama Chakyar were notable in bringing this ancient
treasure among the common people and prevented this art form being
extinct in the want of patronization and lack of followers.
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Abstract

This paper examines the notion of
writing history with Oral tradition. The
objective of the research paper is to
determine whether Oral traditions can be
used as a source to interpret history
through the example of Jamnabai ni
garbi. This paper also focuses on
limitations of writing history through
Oral traditions and understanding of
Maharani Jamnabai’s personality, her
works and her influence into the public
through Jamnabai ni garbi.

&

Maharani Jamnabai

Introduction to Oral Traditions

Oral traditions are one of the most beautiful art forms found all around
the world. These traditions represent the local culture and art of the
region to where they belong or have originated from. They are found in
many forms, with each being significant in their own style and region.
Oral traditions have various forms out of which most common ones are
Folk tales, songs, dances, poems and other form of oral literatures.
These traditions are passed down from one generation to other through
oral means. This creates a legacy and attaches an ancestral value to it.
Oral traditions give a reflect of society and culture of the place from
which they have originated from. These traditions are very popular
amongst the local population as they are a source of entertainment and
amusement which directly affects the content and style of these
traditions. People shape these traditions the way they find convenient
in delivering the message to society(through these traditions), as one of
the main purpose for the origin of such traditions was to create a public
awareness through a medium of entertainment which would make it
easy to reach the majority of the masses.

Understanding History through Oral Tradition

The Oral traditions as the name suggests are found in an oral form thus
it is very difficult to maintain the originality of the subject. Many great
authors tried to give these traditions a written form with the motive to
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preserve the oral works for it to last generations without much
manipulation. This preservation of Oral tradition gave rise to many
regional literatures each defining the culture of its own region. Oral
traditions are developed to spread knowledge and awareness into the
public through a medium of entertainment be it visual or in a literary
form, thus the main areas around which they are written are social
issues, political or historical events, praises of great personalities
(usually kings and queens, ministers, warriors and other folk heroes).

In modern times these literatures can be used by historians to deeply
understand the culture, society, the population and also if dedicated to
a person, their works, character and philosophy. As these traditions
have a local connect to it and being very much influenced by the daily
lifestyle of the locals, these can be very useful in understanding the
social practices, social issues, religion, cultural practices and values that
were prevalent in the past times. Oral traditions can be a great source to
understand the masses of a particular region if understood and
interpreted in a true sense.

But there are some limitations attached with understanding of history
through Oral traditions. One of the major factor that affects the writing
of history is the lack of written form and sources of these traditions.
Today, still many of the oral traditions do not have a written from which
makes it difficult for historians to study them. Also their rapid and
constant evolution in the modern world gives rise to another obstacle in
understanding the originality of the subject. Other limitation is
understanding of political events and political history through these
traditions. It can be a very difficult task to study political events through
Oral traditions. Oral traditions are not considered a reliable source to
understand political history. These traditions are passed on orally from
one generation to other generation and political events being very
subjective in nature, as it changes from one person to another which
creates a high chance of misinterpretation & manipulation of the
information. Also one of the main factor that leads to this problem is
‘bias’. People may tell the tales according to their bias and opinions
which would ultimately affect the credibility of the information. As
there is a lack of written evidence to support the facts which would
refrain the historian from fetching reliable data. Sometimes the public
opinion may result in manipulation of the original information. Thus it
is not recommended to study political history through Oral traditions as
a source as there is a lack of credibility of information.
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Maharani Jamnabai

Maharani Jamnabai in her court
Maharani Jamnabai one of the
most influential females to have
ever lived in the state of Baroda.
She was the wife of Maharaja
Khanderao Gaekwad. Having a
very bold personality and a
great understanding of
administration and politics,
Maharani Jamnabai was very popular and respected by the citizens of
the Baroda State. After the demise of her husband, the Maharaja of
Baroda in 1870, she claimed to be the head of the royal family until a
new Maharaja comes to power who would be capable enough to rule
over the state of Baroda. Earlier she used to help the late Maharaja in
administrative works and also had quite a few interactions with the
Colonial Representatives that stayed in Baroda. She tried to take
administrative matters into her hand as she was a very capable
administrator and the next in line for the new Maharaja(her brother in
law) was not a capable ruler. This led towards a power struggle that
would ultimately result in favour of the Maharani. All of these
experiences improved her capabilities and understanding of Politics. On
the other hand she was a very good mother. She played an important
role in the education and training of Maharaja Saiyajirao Gaekwad. It
was under her influence the new Maharaja became a capable ruler and
brought prosperity into his State.

A case study of Jamnabai ni Garbi

Jamnabai ni garbi is a part of the book Vadodara Vilas which is
dedicated to Maharani Jamnabai and Maharaja Saiyajirao Gaekwad.
This book contains garbis written in the praise and on the works of
Maharani Jamnabai and Maharaja Saiyajirao Gaekwad written by N.P
Chisti. It was published on August 5,1875. Jamnabai ni Garbi is written
in the praise of Maharani Jamnabai which talks about her personality,
works and her life. This garbi can be used to understand about Maharani
Jamnabai through people’s perspective. Many of the major events in the
life of Maharani Jamnabai have mentions in this garbi like adoption of
Gopal rao(later Maharaja Saiyajirao Gaekwad) for the accession of the
Throne, her arrival at Baroda and her grand welcome ceremony etc.
This garbi can be used to understand more about the character of
Maharani Jamnabai from people’s perspective. She is described being
kind, selfless and a very clever person. With her arrival in Baroda the
people became very happy and called her the reason behind the good
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and prosperous times. The author also thanks the ruler Maharaja
Khanderao for bringing Maharani Jamnabai to Baroda by marrying her.

Through this garbi the decision of adoption and accession of the Throne
of Baroda by Saiyajirao Gaekwad is also appreciated. The event where
Maharani Jamnabai arrived at Baroda from Pune is described in this
garbi. According to this garbi when Maharani arrived at Baroda’s
Railway Station people rushed to welcome her and to get a glimpse of
their queen. Whole city celebrated her arrival including businessmen
small or big, the Sardars and every citizen. Everyone was singing songs
in her praise, which also shows her influence, popularity and respect
amongst the citizens of the Baroda State. In her welcome ceremony the
Maharani was welcomed by firing of Cannons.

Further this garbi talks about the effective administration of Maharani.
According to this garbi under her administration the crimes ultimately
declined, the looting stopped, the thiefs ran away and the criminals
surrendered to the police. Good times were enjoyed under her
administration by the citizens of Baroda. Maharani gave bhikshas(a
form of donation given to the bhikshuks) to all the Bhikshuks that came
to her and also donated huge amounts of wealth to the needy, that
reflects her kindness.

This garbi also talks about importance of females in the administrative
sector. The lines which describe the importance of females are:

“g L] o2 %n[arowa, ARl old @d?r,
A el1Zet1 21 AL A sl 3 o 211d3”

This lines are translated as “The thrones that are lost by men, are
brought back by women, why would a gujarati not sing the song
containing good characters of that female”. This lines indicate that
female influence in the administrative sector was a very strong one in
the past. Sometimes the influence may not be as directly visible as in
Jamnabai’s case but females played a major role in influence of
administrative policies and local politics. They were seen as saviours of
thrones in times of peril and they can also be called as “secondary
administrators” or “Indirect Rulers”. In case of Baroda it was
Jamnabai’s never ending efforts that brought a good ruler to the Throne
of Baroda which justifies these lines and gives the deserving praise to
her and her indomitable spirit.

Conclusion

Writing history through Oral Tradition would not be an easy task, it
would require a deep understanding of culture, art and literature. This
would help in better interpretation of History through Oral Traditions.

170



THEF GG (M1 R) ISBN: 978-81-956774-5-0

These traditions are most useful in understanding cultural and social
history of the region where these traditions have originated and evolved
from. These can be a perfect way in understanding the daily lifestyle ,
social issues, cultural practices of the local population of a particular
region. Although understanding political history can be quite
challenging because of lack of credibility, bias (personal or public) and
constant evolution of public opinions on these events. Thus, it is not
recommended to view oral traditions as a source to study political
history.

Maharani Jamnabai being one of the most ambitious females to ever
live in the state of Baroda. This garbi is a much deserved appreciation
for her works, her life and her strong character. N.P Chisti, through
Jamnabai ni garbi, has very beautifully described the personality of
Maharani Jamnabai - Her kindness, her intelligence and her good
administrative skills. Through this garbi we can understand a people’s
perspective for the queen. Her popularity and respect amongst the
citizens can be interpreted through this garbi. It was her efforts that
brought Baroda it’s best ruler Maharaja Saiyajirao Gackwad.
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Abstract

Indian music can be called one of the oldest and also a major music
system in the world. “Veda Granta’ was the first scripted book which
has mentioned about Indian music in Vedic period. According to the
literature of ‘Veda’ (Sama veda) singing of the Samaveda was called
‘Sama-Gana’ was done in a group singing method and also group
members followed the group leader as known as laterally respected
‘Guru’. However, there were no references of Raga in the Sama gan,
and melodic structures called as ‘Jathi’ in Vedic period.

Indian classical music known to be written in the centuries after Christ
and the word of Raga was invented and assigned to a musical form by
Bharata Muni in his treatise ‘Natyashashtra’. The way of the guru used
to teach Indian music/Raga music is called Guru-Shishya Parampara
was originated and developed according to their own musical style of
Gharana. The education and Riyaz of Indian music began
systematically according to the Gharana system. This research paper is
based on the Education and Riyaz (practices) of Indian music and
following questions; How guru-shishya parampara did their Riyas and
how Indian music influenced according to their education and riyaz
method and the technological influences of tradition Education and
Riyaz system.

Key words: Education, Riyaz, Indian music, Technology.

A reading of Education and Riyaz in Indian music

As an Indian philosophy, Indian music born as folk music and
developed later mainly for chanting and performing religious activities
in the temple, it was developed and nurtured by countless composers
and musicians over many years. Indian music has two main traditions
namely Hindustani classical music (North Indian) tradition and
Carnatic music (South Indian) tradition and there are some texts
scholarly works on Hindustani music, ‘Kramik Pustak Malika’, ‘Rag
Vibodh’ as well as Carnatic music tradition, ‘Chaturdand Prakashika’
and ‘Sangeet Parijat’. pointing to the fact that the two system are
completely diverse and distinct from each other. Indian music can be
formed as Indian classical music (raga music), semi classical music
(bajan/ tumri/ gazal and etc), folk music (garba/ dandiya/ lavani/
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pandavani and etc), cinematic (Bollywood/ kollywood), Indian rock,
patriotic music and etc.

Indian music mostly influenced by oral tradition, which revolves
primarily around teaching and training of music in past and pupils were
followed their gurus was mainly, based with the listening and also
imitating and repeating capability over the written forms but that was
not completely devoid of written forms (hand written) as usually
presumed and it was called guru shishya tradition or guru shishya
parampara. This tradition a sense of acceptance regarding the teacher
and respecting to Guru as God. Both Hindustani and Carnatic music
were traditionally taught in ‘Gurukul system’ where, spending the
entire duration of education with guru until, the student attains
perfection of the art and skill. Though the tradition has evolved with the
modern education system, but the Indian music education still related
to the bond as ‘the one of eternal respect towards the Guru. Most of
Gharana in Indian music came along with the guru shishya tradition.
Master of each gharana has created and trained all his disciples on his
own individual style of music presentation and that riyaz system is
called as ‘ghar aana’ (come home) in Hindi. And that word became as
a ‘gharana’. It was faithfully carried on by loyal students and the
following generation consequently establishing and generating the
specific musical style of the given in gharana. Exactly the education and
riyaz system means systematic practice of music under the guidance of
guru and polishing improving pupil’s creativity is called as taking
‘taalim’ from respected guru.

In past this riyaz system was felt like a meditational therapy. The basic
education and riyaz of Hindustani music entails, always proper sitting
posture, proper breathing exercise prior to vocal practices and doing
practice (riyaz) in middle ‘sa’ and then seven notes including octaves
with concentration. That time Guru was very strict to their students for
practicing their basics in music. In, Hindustani tradition practice is
called riyaz and Carnatic music practice is called ‘Sadhakam’ or
‘Sadhana’. Sadhana system formulated by ‘Purandara Dasa’. That
required ‘sarali swar’ (graded exercise), alankaras (exercise based on
the seven talas), geetam, swar jatis, varnam and kritis gradually.
According to some gurus, music education does not only entail the
voice exercises, but encompasses the whole life style including proper
food intake, physical exercise, and also they used to practice daily 24
hours productively and Continues this music life to became a great
musician. cleanliness, clear thinking along with the respect to guru and
music itself. Those musicians were helped to build and spread the
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Indian music in worldwide and also their oral tradition of education
riyaz system was developed the Indian music more significantly.

Music is a universal language which is formed with creative
communication and expressions of human phycology. The term music
education is an extension of educational and training practices based on
the traditional goals of music education. It was developed as an
academic subject after the Gurukul system. There were no regular
music school excepting primary and experimental stage in Baroda and
principle was late Maula Bux. The schooling system of Indian music
has been started by Pt. Vishnu Digambar Paluskar in 1901, laterally he
was able to build nearly 50 music school all over the India. This system
has reached the Indian music all over the world. Due to British
influence, schooling system was updated with notation system of Pt.
Bhatkhande. Education system is modernizing overtime and as a
subject, Indian music experiences so many challenges, known as
schooling system has limited time period, recommended syllabus and
different level of students at the same time. Indian music is not possible
to done with a limited time period and it is all about practices which has
followed proper guidance of music education for years.

Indian music education and riyaz influenced by different music culture

and technology has affected traditional Indian music in both ways
positive and negative way. Technology of music has related to all forms
of technical and mechanical process in music production and
performance. And also it replaced with Indian traditional instrument
like tempura, harmonium into electronic instrument and application like
ishala also currently, they used to instruct the riyaz session also take
advantage of online platforms. Education and riyaz system was
updating gradually and guru and that environment in the past with
proper education and riyaz can never replace with technology.
Comparing to the past, may be technology improves Indian music
economically, scientifically, industrially but Indian traditional
education and Riyaz has aesthetical values and that cultural and
traditional values unrivaled. The foundation of Indian music education
and riyaz make person perfect as a performer or musician because, the
quality of education and riyaz system in past.

On the other hand, technology make use of provisioning storage facility
for future references and publicity or marketing of Indian music are
priceless. Using software like ‘Presonus studio one 6°, ‘Avid pro tool’s
and many other software work with sound digitally and that contribute
positively span the traditional Indian music. Technology has made
music education more accessible to students, gurus, listeners. Mostly,
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education and riyaz uses google meeting, you tube live platform,
application where the guru is in India and the student in another state or
country. Technology is efficiently promoting to enhance the learning
experiences of Indian music by providing access to the world class
music through the above facilities. It helps to spread the tradition and
also able show the richness of Indian culture and heritage to the world
and also helps, Indian music to get global recognition with make global
fan base for Indian musicians.

The education and riyaz in Indian music was done proper way in past
and that was long haul. And that education and training of voice
controlling, breath controlling, swar identification are coming through
the proper riyaz and ought to be without skipping the daily practices.
The traditional music of India based on physical education but currently
education and riyaz system in Indian music became as an online subject
after the pandemic situation in years ago and technology was able to
continue the education system in whole world. It may difficult to getting
education and continuing riyaz like past in modern technological era. It
is expanding fast day by day with technology and no one able to stop
that continuation but anyone can assume proper education and riyaz by
using technology such as recordings, using scripted things and with the
proper guidance of guru.
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‘Ghar’ ‘Ana’ is Gharana. A particular group of community belongs to
the Gharana, with different boundations of religious, social and custom
rituals and different beliefs. Gharana means one profession carried out
from more than five generations to generations, no matter what
difficulty or pain they bare to keep alive the tradition, they are called as
‘Gharanedar’. Each Gharana has its own, style, which differs from
each other due to the influence where it is being patronized and may be
geographical area or nature that plays a vital role. With the passage of
time Gharana developed in certain factors. It was a time when
Gharanedar artistes (not all the people) were aware of education or one
can say they do not have enough to provide such facilities of sending
their children to school or colleges for education. Today Gharanedar,
artistes had a different vision and has learnt importance of education
hence truly said ‘prApri m[ p(rvt<n a(nviy< h] . Related to this a
reference is found in “Bhagvadgita” a sacred book of the Hindu
religion and according to this here it is the practical implementation.

Today's Gharanedar children are well educated with proficiency in
speaking international languages and thus keeping the tradition alive.
The Gharana is maintained by various different factors, one such
important factor is Guru Shishya Parampara.

The music or dance is a branch of education or knowledge, were Guru
imparts the training by one to one teaching and than only one can
perceive it. This is what is called as a Guru Shiishya Parampara.
This calls for a constant company of Guru then only the process of
learning can be completed. Guru keeps a watch on defects of his
disciple. Guru makes him conversant with the rules of learning. A
disciple gets an atmosphere and as there is no limit, one thing is taught
in many manners thereby disciple becomes rich in experience and in
turns our music too.

The greatness of Guru is said as endless from time immemorial. All the
great warriors, emperors, scholars and even deities have from the
bottom of their heart accepted the importance of Guru. Lord Shri Ram,
king Shivaji, emperor Sikandar, all had Gurus.

In earlier time period a disciple had to go to Guru from very tender age
and Guru used to teach him not only the knowledge in particular branch
but everything required to lead a happy life right from the tender age of
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5 years till he attains 25. So there was a constant and continuous
supervision on disciples. There was a total discipline in overall progress
of the disciple but as on today for few hours the student goes to school
and comes back thereby carries no long lasting impression thus except
show and pretext no permanent and effective knowledge is passed.

For the entrance of new disciple in any specific tradition, lineage or
Gharana to get the knowledge from the time immemorial, arranging the
ceremony of Ganda Samaroh, is the known practice in which on the
right hand wrist of the disciple, a red thread is tied up by the Guru (in
Hindi, it is called ‘moli’ and in Gujarati it is called as ‘nadachhadi’)
and while doing so the Guru chants the mantras with the expectation
that the disciple should be perfect in the subject he adopted and the
relation between Guru and Shishya should remain pious, later Guru
puts coriander seeds and jaggery in to the mouth of the disciple and than
first hour of training begins, in presence of the august gathering. Than
the disciple is recognized as an authentic follower of Gharana. The
‘dakshina’ a voluntary offering present by the disciple is accepted at the
time of Ganda Samaroh only. To support this present researcher
mentions the meaning of ‘dakshina’. As per our religious scriptures and
texts dakshina is the right part of the body that is the south direction
and it is believed that ego resides in this particular part, therefore
offering dakshina in to the lotus feet of Guru is surrendering the ego.
This traditional practice is still found in Kathak dance tradition. Even
in the academic education in the university system, institutions and
colleges, students bowing down and touching the feet of the teacher is
still carried and followed by today’s generation. Before the
performance and on the day of Guru Purnima the student or disciple
worships Guru devotionally with all the auspicious offerings.

Earlier the hidden talents were revealed and the branches would be
allotted and accordingly personal coaching was given in any field right
from the childhood. In ‘Kathak Nritya Parampara’ with a reference of
“Malvikagnimitram” a famous work of Kalidas is found in which
proper techniques of dance education and how to increase the capacity
of understanding and the overall development of disciple is been
discussed. There were separated huge wings in huge palaces as dance
schools were Guru and disciple would reside with each other. The kings
were managing them and on the occasions there would be music and
dance presentations. It is said that in Nalanda and Takshashila
Vishwavidyalaya from distinct places students were coming and
residing.
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Nobody can challenge that a personal training is always qualitative than
training in group. But many things depend on the capacity and tenacity,
dedication and grasping, at the same time desire and anxiety to learn in
disciple and wish and will in the Guru to teach and a zeal to take the
disciple up to a perfect level. Both ways the qualities are expected. In
those days education was considered as an invaluable gift. Gurus also
would remain in constant search of talented disciples who would
receive such knowledge and carry forward. The great Gurus and artistes
were generously protected, respected and cared. Gurus were not greedy
and would not expect anything from the disciples. They were remaining
satisfied in the kingly offerings and with the fertile land and cows,
which was enough for their survival. The disciples were trained for hard
work and to complete the task undertaken. At times the disciples had to
undergo in the system called “Guruseva” but that would be a part of
training.

With the end of kingly supports this practice has eliminated to a great
extent. Now day’s Gurus are facing difficulties for their livelihood so
students are not getting proper education. In earlier days to get a Guru
and to keep him happy much sacrifice was required on the part of
disciple. In those days it was practice to pass on knowledge in own
families hereditarily only, and the talented disciples out of family would
not get much and if given it will be at heavy services and sacrifice. In
spite of that through proper dedication and courage the talented
disciples have achieved success and such examples are available as on
today also with present time leading artistes in all the three wings of
playing the instruments, singing and dance.

Greatness of Guru

The magnanimity of Guru cannot be described in words. Mother and
father merely give a birth to the child. Guru gives true knowledge of
becoming a man (human being). The boundaries of humanity are
endless right from childhood, what duties are to be performed by a
person; Guru can impart the knowledge for this. Guru makes him alert
in all fields like talking, studying, reproducing, religion and in many
other areas of total mannerism and worldly behaviors. Therefore from
ancient time importance is given to Guru and it is rightly said: -

TR T G WS, BT AN Uid|

e = v Mifaws feat samai
Saint Kabir pays the highest respect to the Guru. More than god, Guru
is respected, as he is the one who introduces God Govind. If a proper
Guru is contacted than all the tensions and turmoil of disciple comes to
an end. In the same manner if proper disciple is found, Guru feels to
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teach him all his secrets and skills. The relation between Guru and
disciple must not be commercial. The relationship is pious and
devotional at the same time it for the whole world, for tradition and for
continuance of the specific branch in future in true spirit and pure form.
If only give and take is understood the principle and sense of Guru,
element and essence of Guru shall be affected and the very base of
relationship would collapse. Money is for bread and butter not as a
value of art. Artis invaluable; as soon as it is counted in terms of money
it will loose its height. Guru gives alms of knowledge in the bags of
disciple. The donation of knowledge by Guru cannot be evaluated in
terms of rupees; it can be measured by sentiment of devotion and faith.

For achieving success in the field of music unfailing faith and devotion
is must. The faults are also converted in merits by faith and devotion.
There is a vast difference between Guru and a teacher. Teacher is a
professional person. For money he would teach anybody even without
any talents in a student. As soon as money is removed the relationship
is ended, it is not a Guru-disciple relationship. If Guru is considered as
merely a teacher then such feeling cannot arise. Always the knowledge
can be received with a feeling of greatness of Guru otherwise there will
be nothing except ego clashes. Therefore it is rightly said by Bhagvan
Narad that foolish, egoistic, lazy and unstable disciple cannot digest the
knowledge.

If there is a real devotion, dedication and love in the heart for music
then it must be learnt by sitting in company of top class Guru. If path is
proper the reach up to destination shall be easy. As on today in desire
of a right direction day-by-day people are loosing their attention from
classical art form, at the same time there is no trend as it was earlier.
Thus by selecting a proper Guru one can have his future bright and can
make a place for him in the field of music.
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Guru-Shishya Tradition in Indian Culture
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Abstract:

The Guru-Shishya tradition, or parampara is an old tradition in India
which has existed for centuries and has transformed to over the years.
It also meant spending the entire duration of education at the abode of
the Guru until the student attains perfection at the art or skill he is
learning. Though the tradition has evolved with the modern education
system taking over but the Indian music education still depicts this bond
as the one of eternal respect towards the guru.

Keywords: Guru Shisya tradition, Classical music, Taalim, Indian
culture, Oral tradition.

The Guru Shishya tradition in Indian culture is an ancient one and is
also known as the best system for focused learning. It is an indisputable
truth that knowledge of music can also be acquired through direct
contact with the Guru because in the context of music subject, being a
practical subject, books and notations etc. prove to be superficial. It is
literally the ancient Guru-Shishya parampara that has taken Indian
music to great heights. From the treta Yuga, Ramayan has mentions of
the Gurukul system and lord Rama's Guru Rishi vishvamitra. Also,
scriptures about Dwarpara yuga talk about lord Krishna's Guru Rishi
sandipan. The teacher disciple relationship is a divine bond which has
a spiritual and religious significance in our country. Guru-Shishya
tradition is a Sanskrit phrase in which Shishya literally translate to
"Student of a Guru" while parampara refers to an uninterrupted
succession. Thus the lineage is simply passing the wisdom from a
succession of Guru to their Shishya through oral tradition. A Guru is an
ancient and central figure in the traditions of Hinduism, normally a
person well-versed in Vedas and other Hindu scriptures. It is believe
that the Guru, he who is a spiritual teacher and who impart initiation, is
essential for spiritual progress. He serves as a counsellor, who helps to
mold values and models and exemplary life. It is thought that only a
master who knows god, can rightfully teach others about him.

In these guru disciple relationships the caste system played an important
role. Many a time only the brahmins were allowed and attend the
Gurukul. Stories are told of Eklavya, who wanted to learn from a well
known guru but Dronacharya refused to teach him because of his class
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status-him belonging to lower caste. Guru Shishya relationship is based
on utter trust and dedication. At the Gurukul, the working student would
study the basic traditional Vedic sciences and various practical skills-
oriented Shastras along with the religious texts.

The tradition of Guru Shishya is very common and still in regular
practice in the learning of Indian classical arts such as arts and music.
At the end of your years of learning your skills, whatever they be there
isa ceremony where the students surrenders and dedicates his learned
skills to his Guru. In Kathak it is known as Gandh bandhana, and in
Bharatanatyam it is part of yours Arengetrum (graduation ceremony of
a solo performance of two to three hours). It is commendable to note
that this tradition continues even outside of India.

Guru Shishya tradition is the teacher disciple lineage. Being a
civilization that respects experiential knowledge, we hold high respect
for the teachers of such knowledge. After acquiring knowledge from
the guru, the disciple is supposed to repay him for the teaching. The
Guru's 'fees' is called Guru dakshina. It is usually offered by the
students, then he asks what he wants in his fees and the student pays it.
However the students owes to a guru much more than fees. Guru
dakshina only gives adhikara on the Vidya that is the student only
becomes eligible to use the knowledge he Learnt by paying the fees.
That does not absolve him of the debt to the guru. For that to happen he
should do two things throughout his life. Putting the knowledge to good
use and getting good name for the teacher, and imparting and spreading
the knowledge by teaching it to subsequent generations of students.

Examples:

e There are many Guru-Shishya paramparaas in Sanatan Dharma
which have came down uninterrupted over millennia. All the
Vidyas and literature like Vedas, vedangas, darshans and Dharm
Shastra have come down as Guru shishya paramparas. The
different branches of Veda have come down is Guru shishya
paramparas.

e Allthe religions in Bhartiya civilization whether the vedic one such
as Vaishnav and Saiva and also out growth like Buddhism, have
down as guru shishya parampara. Besides various variants of the
religions developed in the same framework of Guru shishya
paramparas.

e Dar learning of various shastras and and Vidyas, religious or
secular, such as administration and engineering, has many diverse
schools that are guru shishya paramparas.
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Thus entire knowledge and religious structure in Hinduism stands on
Guru shishya parampara. This is the institution that caused
uninterrupted flow of knowledge and generations, its growth and
spreading.

Guru-Shishya Parampara - The Traditional way of learning

The spiritual, intellectual emotional connection between Guru and
shishya is the vehicle through which wisdom is transmitted. All three
of these faiths use a form of the Guru shishya tradition known as the
Guru shishya parampara, when learning from a Guru the shishya often
stays at the gurus house. Instructing his students, the Guru leads them
to enlightment. The shishya's obedience and devotion to the Guru are
essential to the relationship.

In dharmic religions like Hinduism, Buddhism, Jainism and Sikhism,
as well as in Tibetan traditions the term Guru shishya parampara refers
to a lineage of teachers and students. There may be separate Gurukul
for each parampara, each of which is associated with the particular
sampradaya or tradition. Akharas, Mathas and temples are possible
locations for such Gurukul. Traditional Indian education always
included the Guru shishya parampara. the Guru and the student would
develop a close emotional, intellectual and spiritual bond through this
training of living and learning together

Guru shishya tradition is through this profound connection that the
Guru is able to guide the system from naivete to understanding and
ultimately to enlightment. Thus the closeness of Guru and disciple is a
component of the social orders but also a watershed movement in the
development of each individual member of a society.

The benefits of a strong and supportive Guru Shishya tradition extend
far beyond the classroom and into the large school community.
Teachers, students, parents and principles can all benefit from
maintaining and building upon their strong rapport.

Students, especially those with learning disabilities and low socio-
economic status benefit from positive teacher student relationship
because of the positive effect they have on students sense of self worth
Teacher can benefit greatly from positive relationships with their
students because they are motivated to develop their own interpersonal
and professional abilities

Guru-Shishya Tradition: Most effective Ancient Indian education
system

In our country the Guru shishya parampara was in vogue for a very long
time. This system revealed in all disciples of education. Students went
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to Guru's abode to get educated unlike the present day when the join
any institution for this purpose. the Guru trained his disciples whenever
he was in mood to teach as mood is a very important aspect for music.
He did not have the barriers of time table, syllabus etc. the student who
stayed along with the Guru looked after all his neck has the ruler in
those days provided land for cultivation, cows for milk and so on.
Therefore the Guru of those days did not have to worry about their
families. They could concentrate in performing and teaching. an
emotional bond between a Guru and shishya was a must before
practicing and teaching learning process. the Guru imported the
knowledge of everything such as religion, Sanskrit, medicine,
philosophy, literature, astrology, history and many more. The learning
was not only to read books but co relating it with nature and life. The
Ancient Education system in India had explicitly recognized that the
supreme goal of life is self realization and hence it claimed to be unique
in the world in several aspects like the society did not in any way
interfered with the curriculum of studies or regulating the payment of
fees or hours of instructions. In Guru-Shishya Parampara all students,
may be a Prince or common man had the same treatment there was no
discrimination. In Guru Shishya tradition the student was taught on
specific days, for specific period and then only, he was announced as a
well versed person in that art. But this was not too rigid. On the contrary
it was flexible. The matter use to trained the student considering his
capacity and deficiency. Every student use to get personal attention of
the Guru and his grooming was taken care under his careful supervision.

Guru-Shishya Parampara : Oral Tradition of Education

A Guru is someone who leads the student from the darkness of
ignorance into the light of knowledge. The vast body of Knowledge in
ancient India was oral in nature. The Vedas, the Upanishads, ang the
other religious texts were imparted for many generations by word of
mouth, only later were these ancient texts committed to written word.
The Oral tradition in India necessitated a living representative- the Guru
who both personified and transferred the time honoured knowledge.
Since the vedic times, it was typical for a father to impart his
scholarship to his son, thus propagating the age-old knowledge via
parampara, signifying lineage, progeny, uninterrupted row or series,
succession or tradition.

The principal elements of the oral tradition in India are:
e The Guru (The Teacher)
e  The Shishya (The Student)
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e  The Parampara, the conduct of knowledge in which Guru and the
Shishya discrete participants in a tradition which extends across
generations.

Oral Traditions for imparting knowledge are still in vogue in India
today. Unsurprisingly, particular sciences and arts lend themselves such
diffusion through direct contact between the teacher and taught
Ayurveda, the ancient system of medicine, is still taught through
traditional teaching methods. The teaching of classical music and dance
has been primarily oral. The raga and its structure, the intricate nuances
of Tala or rhythm, and the rendering of raga and tala as bandish and
composition are passed on through Guru to Shishya by word of mouth
and through direct demonstration. There is no printed sheet of music
with rotation acting as the medium to impart knowledge. Similarly, in
Indian classical dance also the steps, movement, abhinaya, the use of
hand gestures and dancing for compositions are all depend on the ability
of a teacher to teach the disciple. They are not found in written form. It
is directly taught by the guru in oral form to a Shisya.
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Introduction

Oral tradition is the cultural knowledge and information that has been
passed down through speech from one generation to the next. Oral
tradition can also refer to this mode of communication. Tradition means
something that is handed down from generation to generation. In Bharat
this practice is much ancient and links to Vedic oral tradition, which is
a broad rubric for traditions of recitation and ritual connected to India’s
oldest Sanskrit texts, the Vedas, which were orally composed,
compiled, and codified during the late 2nd millennium and early 1st
millennium BCE. From that time into the early 21st century, the Vedas
have been orally transmitted with great fidelity within certain orthodox
communities of Brahmins, members of India’s priestly caste, whose
social status is founded on their role as transmitters and interpreters of
this sacred “knowledge” (veda). There are four Vedas, each one
containing Sanskrit formulas (mantra) in a distinctive form: the Rig
Veda compiles poetry in verses; the Sama Veda, songs and melodies;
the Yajur Veda, liturgical formulas; and the Atharva Veda, spells,
curses, and healing formulas. Within each Veda, the mantra collections
(samhitas) are chronologically the earliest stratum, succeeded by the
strata of interpretive texts called Brahmanas, Aranyakas, and
Upanishads, which furnish an array of mythological, theological, and
philosophical reflections. Central to the vedic corpus are archaic,
elaborate sacrifices that continue to be performed in some parts of India
today. Regarded as a divine revelation “heard” (sruti) by primeval
sages, and venerated as the supreme textual authority in Hindu
traditions, the Vedas are comparable to scriptures in other world
religions. While the Vedas have also been passed down in written form,
their principal authority abides in orality: the power of the mantras is
realized only when they are chanted out loud. Over the centuries, vedic
oral tradition has exerted a strong influence on Hindu religiosity, both
in the concrete sense of perpetuating the recitation of vedic mantras in
Hindu rites of passage and temple worship, and in the broader sense of
shaping Hindu paradigms of sacred sound. The classification of the
sound is also started in this era, the sound identifies scientifically and
named. Journey of Uddatt, anudatt and swarit to seven natural notes, a
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whole scale of scientific measurement of sound begin. Sam ved is
perhaps the earliest human literature on music. It naturally incorporates
music, mantra, chhanda, linguistics, and above all, a reflection of the
world view of rishis who communicated in the Arsha language,
precursor to the more regimented Girvan (later called Sanskrit).

Indian Textual Music and Tradition

Development of scientific Musical scale known as Gram to Murchhna
to Gities to modern time forms of compositions. Today what we
assume as classical music are blends of the folk (than popular music)
and textual music in forms of compositions and Rag music.So the oral
tradition followed with every change and form for Indian Music.

The uniqueness of oral tradition and its presentation also continued but
with this uniqueness created different clans in the oral traditions of
Music, these clans were known to Mat, samprdaay, kshetras, Banis and
lately as Gharanas.

The Word “Gharana” is came in practice in and after Mughal Dynasty
specially after Miyan Tansen in North Indian Music, thogh he him seld
belongs to one particular style of pronunciation of Music which is
known as Bani, but his successors when adopted other form of singing
as khayal, the word Gharana came in to practices in North Indian
classical Music till today. In Carnatic Music still the oral tradition is
known as sampraday and khsetras.

Mainly the Gharanas were famous for Vocal Music and with that very
few authentic Gharanas are related to Instrumental Music.

Kirana Beenkar Gharana

Kirana Beenkar Gharana is one of the most Established Gharana of
Instrumental Music which is relates to vocal Singing in form of
Dhrupad and Khayal with instruments like Rudra Veena ( Been) and
Sitar later on.

The Gharana started with daughter descendants of Tansen , Sarswati
and Mishri Sinh and form 10" generation Nirmal Sen the linage is still
continue in form of Kirana Beenkar Gharana,(Bharatiya Sangeet Kosh
pg 200) Ut. Bande ali khan was disciple of Nirmal Sen for Dhrupad &
Rudra veena and then legacy continued with Ut. Murad khan, Ut.
Babukhan, Pt. Mangilal , Pt. Moti lal, Ut. Abdul Halim and so
on...since Ut. Bande ali khan and the descendants were related to
Indore, a Holkar state city in central India, the name Indore is also added
with the name of the Gharana. Almost all modern Instrumental- Sitar
Gharanas are somehow related with this Gharana.
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The Elements of Oral tradition in Gharana

e Basics of learning and teachings

o Swar Gyan : Knowledge of Swar and sptak

o Swar Sadhana : Specially Achal Swar Sadhana ( Shadaj and Pancham
practice)

o Practice of Alnakars , Platas( Combination of Notes)

o Materialistic approach to the note in form of Merukhand exercise

o Palatas for Ragas ( Bhav paksha - Rag Sentiment approach)

Oral Traditional Proverb:

“ Jo Halak me hoga vah Falaq me hoga” that verbal means if it is

singing in practice then only one can imagine and create”
“S7l g | g1, I8 B § g

Introduction to Instrument: (information and knowledge percolated

in oral traditions — No documents available)

o Seating positions: their relation with human body and mind (Yogik
Tradition) For e.g. For Sitar its Ardha padhmasana, so scientific
relation and the impact of it.

e Hand positions: Right Hand and Left Hand for instruments.

¢ Importance of Right Hand is considered taught as time factor and left
hand as energy factor. In terms of science and spirituality.

e Coordination of both hand creativity.

“Gunje ahirnish veena jab Gayak gave- Gunje Saj,jab vadak
kanth lagave”

Thought process — “ Soch”

Observation and technique of observation.

Dialogs — with guru, with all other practitioners.

Scientific approach of multitasking through Instrumental Practice.
Multiple aspects: application of Music in day to day life.

Concept of Rag: As personality, event or Nature.

Concept of Music Development and extension in Music.

o Materialistic Approach — developments of Swars in Layakari,
(Badhat- Firat) Taan and its types , in composition.

e Bhav pkasha ( Sentimental Aspects) : teaching of Narration |,
Storytelling With application of Tone, Volume & Tempo. Importance
of Ras Sutra and its application.

e Teaching of technics and formula structures to make own
compositions.

“Rag,Rang, Rasoi aur Paag bane to bane , na bane to na bane”

IR, 30, TS R U E At g g ar I8
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Concept of Presentation

e Sequencing of presentations like allap-

o Vistar mulak aalap — 1. Auchar 2. Bandhan 3. Kaid(Contemporary
alap) 4. Vistar

o Knowledge of 12 components of aalap ( Vi. Ma.Dru-jhala, thonk, -
lari, lar ghunth lar lapet-paran, Sath- Dhu- Matha.)

e First Gharana to make a full representation for Solo
Instrumental presentation in form of “ 2 Gato ka Baaz”

Importance of Oral tradition

This is known to us that the indigenous subjects like Indian Music,
Indian spirituality- philosophy, Indian life sciences- Ayurveda, History,
Rituals, lows of clans, social system knowledge of regional & local
language, so many... the knowledge and tradition percolated in
generation to generation. Though in many subjects changes occurred
time to time, but in most of the subjects are having the intactness. In
music the importance is bit different and applicable Everything cannot
be documented specially the development and characteristic of Rag
which depends on practitioner to practitioner. To learn through oral
tradition one has to stay with the guru continuously, spend a stipulated
time required for the subject. Continue stay with guru keeps ethics high
and boosts morals necessary for the subjects

Conclusion

These subjects are related to humanities and human life, and are related
with lifelong and continues learning so staying with the mentor is kind
of compulsory and oral tradition is most important for this. Guru
observes the capacity of learner and according to that he percolates the
knowledge. An Important proverb regarding education of Indian music
is “ Dekha- Sikha- Parakha’ d&1-R@r-u=ar ‘that mean observation —
learning and examining must be done under the mentorship of Guru,
which is possible in oral traditional learning only. Lastly the main eight
elements of Music learning one can learn in oral tradition.
1Ladis-Ethic  2.d®fi|-Guidance  3.d®WdT-Desire  4.9UT-Penance
5.aqai-Experience  6.4URl-Mastery  7.dgula-Etiquette 8. d®HdR-

Fortune
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From the moment of life born on the earth to express themselves to each
other a language of gestures began. Dance is also a graceful display of
human expression, it is universal art born with human life, with the
passage of time human civilization developed, in which these dances
were enriched with the pearls of folk life, like one of the part of human
life like dance, song, music, literature, and costumes and it was admired
and developed from one culture to another, from one generation to
another.

Human’s unique capability to communicate verbally with each other
distinguishes him from animals. But how humans came upon this
unequalled capability? A view is that languages originated
spontaneously as fortuitous events that led to human vocalizations
getting sequenced into a series of associative sounds that became
sentences. Human capability to communicate through speech and
human intelligence, the cognitive ability to be aware of his surroundings
and visualize in his mind, are the two pivotal factors in human society’s
progression.

Language is mother of all kinds of traditions that are exists in the society
as without it nothing is possible. Language as posture as sculpture as
paintings as architects as color as form or so on. Along with speaking
visual and dance are also languages which gives the broader aspects to
language through which all can understand learn and implied it. This
can transfer from one generation to another in the different form that is
oral or written or in any other form.

Oral tradition and oral lore is cultural material and tradition transmitted
orally from one generation to another. The messages or testimony are
verbally transmitted in speech or song and may take the form. The word
ORAL is a broad term which may include ritual texts, curative chants,
epic poems, musical genres, folk tales, creation tales, songs, myths,
spells, legends, proverbs, riddles, tongue-twisters, word games,
recitations, life histories or historical narratives. Most simply, oral
literature refers to any form of verbal art which is transmitted orally or
delivered by word of mouth. The idea, the word, ‘folk’ has wide range
of understanding and connotations — ranging from ‘natural’ to ‘native’
to ‘traditional’ to ‘rural’ and in some cases ‘from the heart.” The
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‘outpourings from the heart’ of native or traditional people later takes
the form of folklore. All folklore is a part of the oral traditions, the lore,
traditional knowledge and beliefs of cultures often having no written
language and they are transmitted, generally, by word of mouth. Like
the written literature they contain both prose and verse narratives in
addition to myths, dramas, rituals etc. All the cultures have their own
folklore. In contrast and traditionally, literature is understood to mean
any written work.

In narratives of oral tradition, such as Vedic literature, causality is weak
and it is difficult to produce rigorous argument, since the tradition
allows for color and repetition rather than analysis. Orality is not simply
the absence of literacy, and oral cultures have their own characteristics.
In India, for over a thousand years, orality dominated.
The Mahabharata, for instance, is known to have existed and been
transmitted in oral form for over a millennium before it was committed
to writing in the form we know it today.

Oral tradition is an aspect of human society’s evolution. It is the
complex process of passing on information of a people’s culture from
one generation to next, in the absence of script, by word of mouth
through stories. Words are mental pictures that we associate with
specific ideas, events or things. Culture, among other things, refers to a
people’s cumulative knowledge and experiences, the set of beliefs
explaining the existence of, and giving meaning to, the universe and the
moral code governing the conduct of social affairs.

Ancient Vedic literature includes the Vedas composed of praises of
various deities by different sages, the Brahmanas discussing Vedic
rituals and the Aranyakas and Upanishads presenting the knowledge of
the Vedas. The classical literature composed in Sanskrit language is
like an ocean and its foundation lies in the four Vedas. The six
Vedangas and the four Upavedas of the four Vedas are different
scriptures. Also, six philosophies are associated with the Upanishads of
the Vedas. The first of the six Vedanga texts deals with phonology.
Among them are 'Svarankush-Siksha' of Rigveda, 'Manduki Shiksha' of
Atharvaveda, 'Nardi Shiksha' of Samaveda and "Yajnavalkya Shiksha'
of Yajurveda. Some poetry appears in those texts, otherwise most of it
is prose Among the 14 Brahmanical texts dealing with Vedic rituals are
'AitareyaBrahmana’ and  'Sankhayana  Brahmana' of  the
'Rigveda’, 'Satapath  Brahmana' and 'Taittiriya Brahmana' of
"Yajurveda'; 'Tandyamaha brahmana' of 'Samaveda. In the Vedas, the
five Aranyaka texts representing the contemplation of the sages in the
forest are 'Aitareya-Aranyaka' and 'Sankhayana-Aranyaka' of 'Rigveda’,
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'‘Brhadaranyaka’ and 'Taittiriya-Aranyaka’ of ‘'Yajurveda' and
"Talavakara-Aranyaka' of 'Samaveda' Included. Among the more than
108 philosophical Upanishads that present the most beautiful
metaphysics of Brahmatattva, Atmatatva and the world,the main 13

Upanishads include ‘Ishavasyopanishad', 'Kenopanishad',
'Kathopanishad', 'Prashnopanishad’, 'Mundkopanishad',
'‘Mandukyopanishad', "Taittiriyopanishad', ‘Aitareyopanishad’,
'‘Chandogyopanishad’, '‘Brhadaranyakapanishad’,
‘Swetasvataropanishad’, '‘Kaushitacupanishad' and

'‘Maitrayanyupanishad'. Texts of Vedic literature should be included in
Lalitetar Vaamya. Also, Maharishi Veda Vyas has composed eighteen
Puranas describing the history of the subjects, dynasties and the kings
and their characters etc. from the creation of creation to the deluge.

The reverence with which Vedic texts in India are treated as the ultimate
source of valid knowledge substantiates this. Orality, | propose,
exacerbates the problem since what is important is not only the literal
meaning of the text but also its supposed magical properties associated
with intonation in its recitation. Also, empiricism admits that while we
may approach the truth about the world in our efforts to cope with
aspects of it or to understand it, it is ultimately unknowable; but with
faith in the infallibility of a text the world itself is fully known and this
inhibits further inquiry.

Rupaka “Daridra Charudatt”depicting the folklore of Charudatt in four
issue and “Avimarak” depicting the love story of Karungi & Avimark
in six issues are two folklore based allegories. Besides sage Durvasa’s
“Tripuram Stotra”, Lankeshwara’s Shiv Tandava Stuti, & Pushpadnta
Gandharva’s “Shiva Mahimna Stotra” are hymn composed during the
perios which is believed to have been composed around 4" century
BCE. All this structures symbolize Oral traditions first and formost
presented by Singing. Subsequently, it was written down by the wise
men of that time, so these can be said to be earliest works of Oral
tradition.

Today learning is still being imparted in the traditional ‘guru-shishya
parampara’ that literally means ‘guru-disciple tradition’. In olden times,
the disciple stayed in the guru’s house and observed him. He learnt from
observation and experience. He acquired the spirit and flavour of not
only the art form but the unspoken spirit behind it. This led to the
development and growth of the disciple as an artiste and an individual.
In India, each dance form draws its content from both oral and written
traditions. The classical dance forms exhibit a structured content
involving disciplined training process where the guru-shishya
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paramapara plays a significant role. The ancient treatises like
Natyasastra, Abhinaya Darpanam form the important reference sources
for dance technique and other written works followed later as
commentaries on Natyasastra or as exclusive texts on dance technique
in the medieval period. A review of dance literature and other published
works indicate the regional differences in the dance vocabulary as is the
case with the dance syllables which are referred as sollu, chollu,
teerikalu, jati, bol etc. A good example is Nritta Ratnavali by Jaya
Senani (12" Century AD) which describes the dance technique
practiced in different regions referred as desi dance forms. In the
modern period the both oral and written traditions followed in the
training process but differing from one dance form to another.
However, the content does not refer to the differences in the dance
technique of the present classical dance forms due to the changes that
took place in each form, despite having their roots in the ancient dance
tradition. In addition the continuity of the oral tradition in the
transmitting process in the guru-shishya parampara, did not follow any
systematic documentation of the dance technique.

All Indian most of the Literary sanskrit works in which the various
verses are exist all refer to this oral system as either questioning or self
absorbed eulogies all refer to and initially use the sanskrit word
“Uvach” which means to speak. Natyashatra of Bharatmuni is also in
this format in which Aatrey, Vashishth, Bhrigu rishies together went to
Bhartmuni ask him about how the dance come on earth and how your
cult known as Nat. Thus the work is in the form of dialogue between
Bharata, its mythical author, and some ancient sages, it has some
similarities with the puranas. Vishnudharmottar follows the traditional
pattern of exploring the various dimensions of a subject through
conversation that take place between a learned master and an ardent
seeker eager to learn and understand. Chitra sutra too employs the
pretext of a conversation between the sage Markandeya and king Vajra
who seeks knowledge about image making (Shilpa).

In the developing societies like India the oral tradition still holds sway
in rural areas where majority of its people still live. The Indian classical
dance forms like Kathak and Kathakali derived their names from the
word Katha or story in which storyteller tells a story through graceful
and cadenced mudras (actions) laced with bhava (emotions) to the
accompaniment of lilting music.

The commonalities are many but their descriptions do not fall within
the scope of this
study. Suffice to point out that the history of the medieval perio
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d (approximately between the oth and 18t
centuries) was an eventful period when activity in music,
dance and theatre survived invasions and conquest, and much of the
regional culture emerged with a distinct identity in this period
being shaped by the changing social, political and economic
conditions. The old traditions got revived and new genres were
developed. These performing traditions got categorized as ritual,
devotional, folk, classical, modern and popular and others. The varied
classifications indicate that in the Indian context the terms are used
loosely and the difficulty in segregating the categories and classifying
them is not compartmental. The evolution of various

Genres from the interaction between the so called classical and folk
drama forms and dance forms shows that the terms classical or folk
are used for a form depending on
the nature of lyrical content, technique and proportion of music
and dance in the performance.

In a complex culture like India’s, with highly developed intellectual and
written traditions, it is possible to find categories that are both native
(indigenous to the culture) and analytic (not used in folk traditions). The
contrasts between oral folk and popular printed literature help clarify
relations between folk and classical literature. Whether narratives are
oral or are manually inscribed (by stylus on palm leaf or by pen on
paper), they remain human products that get circulated within the
society. The written works are narrated orally or an oral tradition is
written. The important point to note is the role of documentation in
transforming a folk or a classical tradition. The contrast seems to be not
between oral and written but in between the oral-written and printed. In
anthropological studies these differences are discussed by scholars like
Robert Redfield who used terms like “great™ and ,Little™ traditions
comparing them with the “reflected few” and the unreflective many”.
His views equate little tradition with folk tradition. In this subject we
find valuable viewpoints of A.K. Ramanujan, that folk traditions reflect
indigenous culture but at the same time reflect some pan-Indian
features. Cultural anthropologist, Kamala Ganesh (Ganesh,2002:7)
views it as “Oral culture in India interpenetrates written culture: they
are not simple oppositions but inter-meshed with each other.” Ganesh
further analyses these differences, says “Though the book view (which
could be broadly correlated to the classical texts, high culture and elite
classes) is limited in its explanatory power, and the field view gives a
greater depth as far as practices go, it is not that one or the other by
itself is sufficient....in the current scenario of performing, visual and
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plastic arts, we see a plethora of forms flourishing. Categories of
classical, folk, popular are conventionally used to describe the variety
of genres and forms. Ganesh points out that the term, classical music
continues to be widely used to denote Hindustani and Carnatic styles of
raga music. In the introductory chapter of “Many Ramayanas”, Paula
Richman, points out that the Hindu epic, Ramayana has many versions,
oral and written, and they can be represented in both the traditions.
A.K.koomaraswamy realized this many years ago. He pointed out that
folklore in India should not be contrasted with the classical traditions,
as it is in Europe (Koomaraswamy 1936). Instead, he argued that
whereas in Europe folk and classical traditions are separate, in India
they share a common base.

According to Steve High and David Sworn in their article on ‘The
Interpretive Challenges of Oral History Video Indexing’, — “Body
language, emotions, silences, narrative structure, the rhythm of the
language and people’s relationship to their own words have to be
carefully analysed with a clinical mind uncluttered by personal biases
or prejudices”. The existence of more than eight Kathak villages
between Varanasi and Gaya indicate a pulsating tradition of the
vocation of ‘Kathikas’ that must have existed at some point of time.
These “Kathikas” sought to narrate legends and myths through the use
of mime and gesticulation. Through interviews with Mahants and local
people, it is clear that oral tradition concisely distinguishes between the
communities of Kathaks (synonymous with the terms Kathikas,
Katthaks and Kathakars) and the community of “Kathakvachaks”.
Urban discourses try to find different interpretations between the terms
‘Kathak and Kathik’, ‘Kathak and Katthak’, and ‘Kathak and
Kathakar’. Oral traditions do not differentiate between these terms. This
was faithfully recorded in the first organised census of 1891-92 by
William Crooke whose numbers match the popular reference to “Nau
Sau Navasi Kathiks” (ie 989 Kathaks), a clear example of oral tradition
validated by census figures. The teaching of classical music and dance
has been primarily oral. The raga and its structure, the intricate nuances
of tala or rhythm, and the rendering of raga and tala as bandish or
composition, are passed on from guru to shishya by word of mouth and
through direct demonstration. There is no printed sheet of music, with
notation acting as the medium, to impart knowledge. Similarly in Indian
classical dance also the steps, movements, abhinaya, the use of hand
gestures and dancing for compositions are all depends on the ability of
a teacher to teach the disciple. They are not found in written form. It is
directly taught by the guru in oral form to a shishya.
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Thus oral traditions are breath and finer spirit of any art, literature and
culture.Each and every culture in the world is recognised by its unique
oral tradition, folk songs, and folk tales. People belonging to a particular
race have consiously or unconciously made tremendous efforts to
develop, preserve, and transmit an oral traditions from generation to
generation by any means which directly or indirectly related to all kind
of art tremendously.
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A number of faiths and religions have merged in india and exist
simultaneously. India is a country with Unity in Diversity. This
diverseness in culture makes india a unique country in the world with a
lot of different customs and traditions. Traditions and rituals in india
have become an integral part of everyday life.

Beginning with word culture, from the latin colo-ere with it’s root
meaning to cultivate “ generally refers to patterns of human activity and
the symbolic structures that give such activity significance. Different
definitions of culture reflect different theoretical bases for
understanding human activity.

There are some key components of culture which contains values,
norms institutions and artifacts.

Values comprise ideas about what in life sounds important, Norms
consist of expectations of how people will behave in various situations,
institutions are the structures of a society within which values and
norms are transmitted, and last is Artifacts — things or aspects of
material culture, derive from a culture ‘s values and norms.

India has a diverse and distinct culture that has been developing for
thousands of years and varies from region to region.

Religion wise: India is considered the birthplace of some of the world's
major religions: Buddhism, Hinduism, Jainism and Sikhism as well as
other religions such as Muslim and Christianity though Hinduism
remains the most popular today.

Language: when we talk about the language, there are a large numbers
of languages in india, 216 of those languages are spoken by 10,000
group of people, two major families of languages are those of Indo-
Aryan languages and those of dravidian languages, and a further 22
official languages are scheduled for use, mainly by state governments
Sanskrit has served as a classical language of India.

Literature: the earliest indian literature took the form of hindu sacred
writtings known as vedas, the epics of Mahabharata and Ramayan.
Upon the arrival of mughul dynasty and islamic culture has also
influenced by medieval indian literature this was due to the spreading
of persian and the rising of famous poets.
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Poetry: India has a strong traditions of poetry as well as prose writing,
most of poetry can be attributed to religious movements. In modern
time poetry is an important non-violent tool of nationalism during the
indian freedom movement. The famous of examples of these traditions
can be found in Rabindranath Tagore in modern times and poets such
as kabir in medieval times as well as ancient times, An example of
poetry from Tagore’ gitanjali serve as the national anthems of both india
and Bangladesh.

Performing Arts: such as music and it concludes many varieties of folk
and classical music etc and dance which concludes a number of indian
classical dance forms, basically 8 classical dance forms are there such
as Kathak, bharatnatyam, orissi, kuchpudi, mohinattam, kathakali,
manipuri etc.

Dress & Costumes: Indian costumes are full of variations, Every region
and state has it’s distinct style, mostly people wear normal clothes in
daily life and in occasions they mostly wear Indian traditional dress men
wear kurta shalwar kameez dhoti etc and women usually wear
traditional saree, kurta, patiala suit plazo and many varieties of other
traditional suits with a nice traditional footwear.

Family structure:

A joint family in India is where the entire family all live together, which
can include parents, wife, children and relatives. This is mostly because
of the cohesive nature of the Indian society, and this also helps in
handling pressure and stress.

Festivals: India also has a large number of festivals, mainly because of
the diverse religions and groups. The muslims celebrate Eid, the
Christians have Christmas and good Friday, the Sikhs have Baisakhi
(harvesting of crop), and the birthdays of their Gurus and the Hindus
celebrate Diwali, Holi, Makar Sakranti, the Jains have Mahavir Jayanti,
the Buddhists celebrate the Buddha's birthday on Buddha Poornima,
and quite honestly, the number of festivals in india is endless.

Symbols: The Indian traditions and scriptures contain various signs and
symbols which have multiple meanings. For example, the usage of the
Swastika It is the symbol of Lord Ganesha, the remover of obstacles.
The arms of the Swastika have various meanings. They signify the four
Vedas.

Fasting is an integral part of Hindu Culture. Fasts or Vrats or Upvas are
a way to represent your sincerity or express your gratitude to the Gods
and Goddesses. People throughout the country observe fasts during
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various religious occasions. Some people also observe fast on different
days of a week in favour of a particular God or Goddess associated with
that specific day.

Guest in home: In India, 'Atithi Devo Bhavah' is also integral. It means
'the guest is equivalent to god'. It is a Sanskrit verse taken from the
Hindu scriptures, the guest has always been of supreme importance in
the Culture of India.

Indian cuisine and Eating style: The style of cooking varies from region
to region, indian food has a significant reputation for its extensive use
of spices and herbs. Just like dances, religious practices, language and
clothes, you will also find a wide variety of food throughout the
country. Almost every region is known for a signature dish or
ingredient.

Eating with hands may not sound great to many people. However, it has
many benefits. Fingers prevent your mouth from burning when the hot
food is put inside. You get to check the temperature before eating the
food. Other than that, you tend to eat slower when you dine with hands.

Greetings: Namaste is the most popular indians costumes Namaste
could be just a casual or formal greeting, The real meeting between
people is the meeting of their minds. When we greet another, saying
namaste, which means, "may our minds meet," indicated by the folded
palms placed before the chest. The bowing down of the head is a form
of extending friendship in love and humility. The spiritual meaning is
even more deeper. Second is touching the feets of elders, Indians
believe that when a person bows down and touches the feet of their
elders, their ego gets suppressed as this gesture indicates respecting the
age, experience, achievements and wisdom of the person whose feet are
being touched.

In India, there is many rituals and practices especially in Hinduism, the
religious life of many hindus is focused on devotion to god as brahma,
vishnu, shiva, shakti and other gods. This devotion takes a form of
rituals associated with scluptures and images of gods at home.

The most common rituals practiced in all Hindu households are puja,
meditation, silent prayers, yoga, recitation of scriptures from Bhagavad
Gita or bhajans, reading religious books, participating in Satsang etc.
Also there is a ritual of marriage and after death rituals as well. In
marriage hindus believe that marriage is not just a contract but it’s a
special bonding between two people as well as two families. The hindu
rituals after death are firing the dead body after covering it with a white
material of clothes and flowers. And many other rituals too.
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Rituals of Muslims: they believe that there is no god but only Allah and
his main messenger muhammed, the holy book is one which Quran,
muslims do five times prayers at dawn, noon, mid-afternoon, sunset,
and after dark. Prayer includes a recitation of the opening chapter (sura)

During the daylight hours of Ramadan, the ninth month of the Islamic
calendar, all adult Muslims are required to abstain from food and drink.
And also Haj, Every Muslim whose health and finances permit it must
make at least one visit to the holy city of Mecca, in Saudi Arabia and
take rounds to the kaba. Marriage is called Nikah and it’s mostly like
contract marriage, the girl accept to be a wife by saying (qubul) three
times. The ritual after death, muslims are always burried. It is a religious
requirement that the body be ritually washed and draped before burial,
which should be as soon as possible after death.

Sikh rituals: in every sikh ceremony and ritual guru Granth Sahib plays
the most imperative role. Sikh families do their prayers by visiting
gurudwara and read in their holy scluptures. Marriage is done through
a ceremony named as anand Kkaraj, in this ceremony the couple revolve
and take four circles around shri guru granth sahib ji in gurudwara they
are then declared as one soul in two bodies. In death rituals: They
believe that cremation will let the soul detach from the body and reunite
with God or Waheguru, they throw the ashes of the body after death in
any river near to the place where they live. One more ritual which is
related to their hairs Sikh people are not supposed to cut their hairs as
an evidence of their pride to have hairs being their god’s creations.

Christians rituals: The Seven Sacraments are: seven in numbers
but two most important sacraments are Baptism and the Eucharist.
Baptism is the ritual prayer-action through which a person becomes a
member of the Christian community or the Church.

And many other rituals are existed in india , Every religion has it’s own
rituals and traditions.

Folk art is non-professional art, created by ordinary men and women of
the community, for decorating their homes, for ritualistic purposes and
for portraying gods and goddesses. In fact, Hindu deities, mythological
figures, scenes from the epics and glimpses of nature are some of the
commonest themes of folk paintings. Every region uses readily
available materials; the colours are vibrant and natural; the paintings
simple, bold and clear. Storytellers would move from village to village,
carrying folk paintings and reciting the stories from epics or mythology
depicted in them.
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Floor decoration is one of the most popular forms of art in any culture
all over the world. This is also to be found in every part of India in
different medium like Alpana, Rangoli, Kolam, Sanjhi etc. Folk-art in
India manifests in various forms including pottery, painting, paper-art,
weaving, sculpting, metallurgy, and object design involving jewelry
and toys. Relevant objects can include masks that are used in religious
rituals and ceremonies, paintings, textiles, baskets, kitchen utensils,
arms and weapons, religious sculptures (idols) etc
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In india, folk art varies from state to
another categories wise as well.

India is home to over 50 traditional folk and tribal arts. These Indian
folk arts have been passed down from generation to generation for more
than 3000 years.
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Abstract

Oral tradition has existed in our Indian tradition since the days of yore.
Not only in India, but in other countries also it is an essential part of the
social culture of the region. Oral tradition refers to a versatile and
extremely varied oral-aural medium for developing, retaining, and
spreading knowledge, art, and ideas. It is much more than "simply
talking." It is frequently compared to literature, which it dominates in
size, diversity, and social function, as well as literacy, with which it
may and does interact in a plethora of ways. The first written writings
from India date from the late Bronze and early Iron Ages, and they are
known as the four Vedas (c. 1400-400 BCE). They are made up of
layers of expository language, early philosophy, and extensive
ceremonial manuals before moving on to religious poetry and ritual
formulas.

Keywords: Oral tradition, vedas

Oral tradition, also known as oral lore, is a way for people to
communicate with one another that involves acquiring, preserving, and
passing down cultural information verbally from one generation to the
next. Folktales, ballads, chants, prose, or poetry may all be transmitted
orally or vocally. In this method, a culture can pass down oral history,
oral literature, oral law, and other types of information to future
generations without the need of writing techniques or even in
conjunction with them. A parallel oral tradition to a written one has
been employed by religions like Buddhism, Hinduism, Catholicism,
and Jainism, for instance, to pass down their sacred texts, rituals,
hymns, and mythologies from one era to the next.

Oral tradition is not synonymous with testimony or oral history; it is the
knowledge, memories, and facts that a group of people has shared over
many generations. In a broad sense, the term "oral tradition" describes
the recollection and verbal transmission of a particular, preserved
literary and cultural information. It refers to both a group of study items
and the process through which they are learnt as an academic field.

According to scholars Renée Hulan and Renate Eigenbrod, oral
traditions are “the means by which knowledge is reproduced, preserved
and conveyed from generation to generation. Oral traditions form the
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foundation of Aboriginal societies, connecting speaker and listener in
communal experience and uniting past and present in memory”.

Oral societies use a variety of sophisticated and intricate methods to
record and archive their histories, including performative activities like
dancing and drumming. Many oral societies still rely on oral traditions
and highly value the oral transmission of knowledge as an indispensable
piece of their cultures and societies, despite the fact that the majority of
oral societies, whether Aboriginal or not, have endorsed the written
word as a tool for record keeping, expression, and communication.

Some professionals and academics distinguish between oral tradition
and oral history, while others do not. Anthropologist and historian Jan
Vansina posits the following distinction between the two:

“The sources of oral historians are reminiscences, hearsay, or
eyewitness accounts about events and situations which are
contemporary, that is, which occurred during the lifetime of the
informants. This differs from oral traditions in that oral traditions are
no longer contemporary. They have passed from mouth to mouth, for a
period beyond the lifetime of the informants . . .”

Every canonical tradition has an oral lineage that precedes it, but some
traditions place such a premium on oral transmission that the scriptural
canon itself is transmitted orally. As an illustration, the Druids of
ancient Gaul never recorded their knowledge in writing. The oral
transmission of metrical and rhythmic knowledge is also used in the
Celtic area. The hereditary priesthood of the Imperial Court preserved
orally the traditional history, myth, and ritual of classical Shinto. Even
while the Japanese promptly put Buddhist material into writing, the
prayers and ceremonies of Shinto were not recorded until the 10%"
century C.E.

The oral lineage of Hindu wisdom has always been treasured more
highly than written communication. After the creation of the Hindu
canon, it took at least a century for the scripture to be put into writing.

The entirety of Vedic literature was conveyed verbally, and there are no
references to writing anywhere in it. It's still debatable where writing
first originated in India. Writing was widespread in India by 800 BCE,
and seals from the ancient civilizations of Mohenjodaro and Harappa
have been unearthed to bear an untranslated script, but the Sanskrit
alphabet and grammar rules were not completely used in written form
until 500 BCE.

Orality is more than just illiteracy, and oral civilizations have unique
traits of their own. Orality ruled for more than a thousand years in India.
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For instance, the Mahabharata is known to have existed and been
conveyed orally for more than a thousand years before it was put to
writing in the form that we are familiar with today. Although it is
generally accepted that all oral cultures aspire to literacy, Brahmin
priests in India derived their power from their ability to recite the sacred
Vedas with the proper intonation; it has been acknowledged that there
were Brahmin groups (like the Namboodiris in Kerala) who deterred
their male firstborns from learning to read and write until as late as the
early 20" century. Correct intonation was crucial in Vedic Sanskrit,
which maintained sway because it was thought to give the reciter
authority.

In Asia, folklore, mythology, and scriptures from the various Indian
religions were transmitted orally and were meticulously preserved with
the aid of sophisticated mnemonic techniques: Goody describes the
Vedic writings as "parallel products of a literate society", suggesting
that they were likely the result of both a written and an oral heritage.

The civilization of the Greater Indian Subcontinent, commonly known
as the Indic Civilization, is regarded as one of the oldest, still being in
existence. According to this theory, the Indus Valley or Harappan
Civilization, which flourished from around 3300 to 1300 BCE, was
India's first significant civilization. Its Iron Age Civilization, also
known as Vedic Civilization, began in the second millennium BCE and
covered a large portion of its vast northern plains. The Vedas, which
mean "the wisdom", are its holy books and are among the first known
written works. They are supposed to have been composed in circa 1500
BCE. The arrival of the Aryans or Indo-Aryans marked the beginning
of the Vedic Age.

The Vedas and the Upanishads' accompanying teachings were verbally
passed down through centuries before being written, constituting the
foundation of the Indic oral tradition. It was further enhanced by the
guru-shishya parampara, the custom of successive gurus or teachers
verbally transmitting the teachings to their students, and the gurukula
system, where students lived with their gurus and learned from them
orally.

DNA evidence reveals that there was a real migration of pastoralists
into the Indo-Gangetic plain from the Central Asian steppes between
2000 and 1500 BCE, which was also the collapse of the Harappan
civilization. It is also becoming more likely that these pastoralists, once
known as "Aryans", who were regarded as having lower levels of
civilization than the inhabitants of the Indus Valley's cities, actually
possessed the knowledge necessary to serve as priests in their
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communities. One explanation is that they were knowledgeable in
astronomy; being able to foretell celestial events would give a people
in a prehistoric culture power. The sage Lagadha, a Brahmin, is credited
with authoring the treatise Jyotisa-Vedanga, which was reportedly
authored in 700 BCE. Brahmin priests who adhered to the Rig Veda
utilized this text as a guide to choose the appropriate time for Vedic
sacrifice. We recall that astronomy and astrology are not distinct
disciplines in India, providing those who possess celestial knowledge
an advantage over others.

Despite the fact that North Indians presently have a higher percentage
of Steppe-Pastoralist DNA, the higher concentration of this DNA
among Brahmins shows that some Steppe-Pastoralist descendants
moved into the priestly class. Intermarriage between different jati
groups was not unusual until about 70 generations ago (about 200 CE),
when it abruptly ended, coinciding with the alleged Manusmriti's
composition. This can be considered the age when the varna system
was introduced. According to the majority of its social customs,
Hinduism as we know it appears to have begun around this time and
flourished throughout the Gupta dynasty.

It is more likely that the four varnas were constructed by Brahmins at
this period, who also put themselves at the top, rather than that society
even having four varnas. It is important to note that, while the varna
category to which a certain jati generally belongs is often up for
question, Brahmins are the only group whose membership is always
certain. This suggests that despite the fact that intermarriage was legal
before around 200 CE, Brahmins had maintained their dominance as a
unified, strong community with sole authority over ritual for more than
1000 years. The only trustworthy way to do this was to relay their
expertise orally.

This is supported by the respect with which Vedic literature are
regarded as the ultimate repository of reliable information in India. I
argue that speaking aloud makes the issue worse since the text's
purported magical characteristics connected with intonation during
recitation are just as crucial as its literal meaning. Indians have
historically relied more on memory than ink to preserve knowledge,
contrary to a Chinese proverb that claims the faintest ink is better than
the best memory.

The term "Vedic oral tradition" refers broadly to rituals and recitation
practices associated with the Vedas, the earliest Sanskrit scriptures in
existence, which were orally produced, collected, and codified in the
late 2" and early 1% millennia BCE. From that time until the early 21
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century, certain orthodox communities of Brahmins, members of India's
priestly caste, whose social position is based on their function as
transmitters and interpreters of this hallowed "knowledge", have been
orally transmitting the VVedas with tremendous accuracy. There are four
Vedas, each of which contains Sanskrit formulas (mantra) in a unique
form. The Rig Veda is a collection of verse poetry; the Sama Veda
contains songs and melodies; the Yajur Veda contains formulas for
liturgical rites; and the Atharva Veda contains formulas for spells,
curses, and healing. The mantra collections (samhitas), which provide
a variety of mythological, theological, and philosophical insights, are
the first layers within each Veda, followed by the strata of interpretive
works known as Brahmanas, Aranyakas, and Upanishads. Ancient,
extensive sacrifices that are being made in some regions of India today
are at the heart of the Vedic corpus.

The Vedas are analogous to the scriptures of other major world religions
since they are regarded as a divine revelation that ancient sages "heard"
(sruti) and are revered as the highest textual authority in Hindu
traditions. Only when the mantras are recited aloud do they attain their
full potency. Vedic oral tradition has had a significant impact on Hindu
religion throughout the ages, both in the more immediate sense of
sustaining the recitation of vedic mantras during Hindu rites of passage
and temple worship, as well as in the more general sense of influencing
Hindu paradigms of sacred sound.

Vedic oral tradition is a complex cultural phenomenon that spans text,
ritual, transmission, and performance as well as the patronage networks,
familial structure, and socio-political status of the Brahmins. Its history
dates from the late Bronze Age to the early 21% century, and it has
influenced every region of India. There aren't many texts that discuss
the tradition's extensive history, broad geographical scope, internal
complexity, religious impact, and contemporary context.

The introduction in Staal 1961 gives a brief review of the Vedic oral
tradition as it is still practised in contemporary India, comparing it with
the writing transmission of the scriptures of Western "religions of the
Book" that have been passed down through the ages. The formation and
impact of vedic culture in ancient India are covered in Staal 2008, a
more contemporary historical introduction that places vedic oral
tradition within the lengthy arc of Indo-European migrations to the
subcontinent. Knipe (2015) offers a comprehensive overview of the
fundamental elements of current vedic traditions, including texts, rites,
and social background, and provides numerous insightful details on the
"vedic" (vaidika) Brahmins of urban India.
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In words of Michael Witzel, oral tradition can be understood as
follows:

The Vedic texts were orally composed and transmitted, without the use
of script, in an unbroken line of transmission from teacher to student
that was formalized early on. This ensured an impeccable textual
transmission superior to the classical texts of other cultures; it is, in fact,
something like a tape-recording... Not just the actual words, but even
the long-lost musical (tonal) accent (as in old Greek or in Japanese) has
been preserved up to the present. - Michael Witzel

In institutions known as Gurukul, ancient Indians created methods for
hearing, memorizing, and reciting of their knowledge while keeping
outstanding precision of their knowledge across generations. For the
accurate transmission of the Vedas as well as other informative texts
from one generation to the next, numerous recitation styles or paths
have been developed. Every hymn in every Veda was recited in this
manner; for instance, the Rigveda's 1,028 hymns and 10,600 verses
were all preserved in this manner, as were all the other Vedas, the
Principal Upanishads, and the Vedangas. Each text was recited several
times so that the various recitation styles could be used to cross-check
one another.

The verses of the Vedas were customarily chanted during sacred rites
and recited daily in Vedic societies. The Vedic language, which is
descended from ancient Sanskrit, is used to express these verses. The
richness of this tradition resides not just in the depth of its oral literature,
but also in the brilliant preservation methods used by Brahmin priests
throughout thousands of years. Practitioners were taught sophisticated
recitation skills that were based on tonal emphases, a distinctive way of
pronouncing each letter, and particular speech combinations from
childhood onwards to ensure that the sound of each phrase remains
intact.

In a nutshell, according to me, listening to recitations should be
included in a basic overview of the vedic oral heritage as it facilitates
the divinity of sound in Hindu pantheon. Since the Vedas and the
Agamas were first heard by rishis as an aural message from God, they
are known as shruti, which is Sanskrit for "that which is heard". It is
said that Trivedis are pundits who have memorized all three Vedas.
Chaturvedis were pundits who could memorize all four of the Vedas.
With aspect to all these, the vedic oral tradition truly executes an image
of accomplishment of unimaginable proportion!
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Abstract

The Mata - ni Pachedi is a Traditional painting methods (Sacred Cloth
of the Goddess). Mata - ni Pachedi for the people of Gujarat is
distinctively a social identity and thus related to rituals, status and
fashion. Paniting is designed and manufactured in many places in
Gujarat. According to the data collected for this research, Ashok
Nagar,Ahmedabad is a significant place among since 1850. The process
of urbanization and modernization in the colonial era contributed to this
development. This study reveals that the production of Mata - ni
Pachedi in Ashok Nagar is connected with ,Vaghari a former wandering
community which has to date. Compared to other producers, Ashok
Nagar Mata - ni Pachedi artists have been successful at passing on
designs and skills through generations; they do not reveal the secrets of
their craftsmanship to the other caste groups; they making the Mata - ni
Pachedi cloth painting for temples themselves. This research based on
the experience of the community (Oral Tradition) examines the
following questions: how does the particular Vaghari a former
wandering communities preserve traditional designs? How do
tradition, the economy, rituals, fashion and the needs of the consumers
influence the design of the Mata - ni Pachedi paintings?

Key words : Mata - ni Pachedi, Vaghari, Tradition, Urbanization,
Modernization.

A Reading on the Mata — ni Pachedi Painting of Gujarat based on the
Oral Tradition

A craft or trade is a practice or profession that applies knowledge, skills
and creativity to create useful and decorative artificats. Handicraft or
traditional craft is where artificats are created by hand or by using
simple tools. All communities have craft traditions unique to their
enviornment, history and culture. At the same time, there is diffusion
of crafs and trades beyond boundaries. Mass production, marketing of
mass produced goods and change in consumer practices have eroded
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the need for traditional craft products. Nevertheless, they still play a
critical economical and cultural role in many
communities. Enviornmental considerations, love local movement,
tourism and government programs contribute to the sustainability of
traditional crafts and trades. Mata ni Pachedi , also known as
‘Kalamkari of Gujarat’ on account of its similarity to the techniques of
Kalamkari which is practiced in Southern parts of India. Its primary
theme is the avatar of Goddess Durga. The term Mata ni Pachedi
originated from Gujarati language, where Mata means ‘goddess’, ni
means ‘belongs to’ and Pachedi means ‘behind’ . The unique feature of
this temple hanging is the product layout of four to five pieces of Mata
ni Pachedi erected to form a shrine for the Mother Goddess"Mata ni
Pachedi" means, "behind the mother goddess”. In the earlier times, it
was known as temple hangings or back drop from Gujarat. A 300 year
old craft, it originated from This art form was first brought about by the
nomadic Devipujak community (originally called Vaghari) from
Gujarat, who later settled in Ahmedabad on the banks of the Sabarmati
River. The people of the community belonged to a lower caste and were
labeled the ‘Untouchables”. Ethnographic studies show that for a long
time in history, the Devipujak community was denied entry into
temples. The Devipujaks found an ingenious solution to this problem in
the Mata ni Pachedi, thus giving rise to a beautiful folk-art form.
Traditionally the Mata ni Pachedi was painted on walls of temples
(Mudh of Mata's). It was done using Kalamkari technique. "Kalam"
means pen and "Kari" means working skills. The Mata ni Pachedi was
both painted and printed textile where first the printing was done with
bold outline blocks and then painting was done with Kalam.

They painted an image of the Goddess on a piece of cloth, hung it up
behind the temple and directed their worship at the painting of the
Goddess. The unique feature of these temple hangings is that instead of
being hung behind an icon, four to five pieces of these hangings were
used to form a shrine for the goddess. While the Chitaras were the artists
who painted the shrine hangings, the bhuvoor bhuva was the priest to
perform the rituals and jagorais were the singers who interpreted the
pachedis. Although contemporary India has abolished the restrictive
practices towards the community, the various ritualistic aspects of it can
only be learned from the artists who designed it and their oral history.
Thus oral histories are the collection, preservation, sharing, and
understanding of historical information about people, communities,
events, and things through oral language and memories. These are
usually interviews rather than biographical recordings of a person's
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experiences. Not everyone gets opportunities to share their life
experiences in print or any other form depending on the community.
Those who are interested in field or economics or linguistics may
sometimes get an opportunity to register their experiences. However, it
is necessary to record the oral experiences of others that they have
avoided. Oral history is the recording of such experiences. Oral history
can also be seen as information for a research methodology. Such
records are widely used in sociological studies. That is, these records
are important for identifying and identifying a historical development
system by recording the experiences of a specific person. Oral histories
or stories of people in experiences are important in
contemporaray research fields. In particular, they are viewed as
experiences of that society without histories.

The grey fabric is unsuitable for dyeing or printing process in the
beginning and for this reason the cloth is soaked in water for 24 hours
to remove the sizes (starch). Fabric is then soaked in the paste of harda
powder (tamarind seed powder) and water for about 10-15 minutes and
dried in sun. Fabric and other raw materials are purchased by the artisan
from the local market. The sacred pieces of temple hangings are painted
on gray fabric locally known as madar path in Gujarat. In the past these
fabrics used to be hand spun and hand woven but with the changing
times mill spun- woven fabric has replaced them. The dimension of the
fabric depends on the requirement of the artist. The fabrics are carried
down to the river for initial preparation. The flowing water washes
away the sizing done on the fabric, making it softer and fully absorbent
for later. After washing the fabrics are dipped in a mixture of camel
dung, which equals one fourth the weight of the fabric and water. The
fabrics are left in this solution for a period of 12-16 hours. Meanwhile
another mixture of camel dung, which equals to one twentieth part of
the weight of the cloth, and the same quantity of khara salt and water is
added to this mixture. The fabric is boiled in this mixture and then is
again washed in the river. Before drying the fabric goes through an
oiling process. It is dipped in a mixture of washing soda and castor oil
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added in water and finally washed again in running water. Through out
the washing procedure the artisan remains careful about the process,
and makes sure that all the salt is removed from the fabric. After the
final drying, the fabrics are immersed in a mixture of Harda
(Myrabolam) and Beda( Myrabolum Belliriki), castor oil and water.
This gives the fabrics a pale yellow tint, which forms the base color of
the painting. The fabrics are then stretched on the river bed and dried
before going ahead with the painting.

While the process of preparation of the fabric goes on, the dyestuff
required for the painting is prepared. The traditional Mata-ni-Pachedi is
known for vividness executed in the illustrations with three colors. Off
white, black and maroon are the three colors which complement the
forceful lines and illustrations. A paste is prepared with rusted iron
shavings collected and heated to incandescance. These pre heated
shavings are placed in an earthen pot with an equal amount of water and
gud, jaggery. This solution is left open in the sun for around 7-8 days,
for fermentation. After a post fermentation odor emerges, kachuka flour
is added and the mixture boiled. This thickens the solution and a paste
is extracted, which is used for painting or printing the images.

L : y

https://www.dsource.in/resource/mata-ni-pachedi-ahmedabad/making-process

25.1.2023
Painting or printing the ‘Pachedi’ This paste becomes black with the
treatment of alizarin, which forms the outlines of the images in the
paintings. The Pachedi artists first sketch the drawing with pencil on
the Myra bated fabric which are then painted by using a neem twig.
Black is also sometimes used for filling up of certain portions in the
painting, The major filling is done by a shade of maroon. Blocks are
now brought into use and hand printing is done as and where necessary.
The blocks are made of a good quality wood and are sourced from block
makers around the area. The designs are mainly traditional but off late
a modernity in block design due to changes in style are taking place.
Both painting and block printing co-exist within the canvas. For the
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maroon shade, alizarin dye or madder is used. A paste of alum and
kachuka flour is made and the interior of the designs are filled in, giving
them a shade of yellow. Three to four pounds of alizarin, which is
yellow powder made from the root of the madder plant is boiled in
water, in which dhawada flowers are added. The areas covered with
alum solution become a brilliant Turkey red and form the third color in
the painting. The boiled fabric is then washed in running water in the
river and finally dried in sun. Starching of the fabric depends on the
clients demand. After starching, the finishing is usually done by
stitching the borders. Finally the product is usually ironed by the
artisans. Thus the cloth paintings created by them are used for ritualistic
activities and they are given a status as painters.

Mata-ni-Pachedi artisans exist all over Gujarat, this diagnostic study
deals only with the clusters in Ahmedabad district.Mata-ni-Pachedi of
Gujarat and the artisans practicing this craft form has tremendous
potential to be developed as successful Craftmekers. Revitalizing this
craftmeker would be part of Ahmedabad’s Urban Heritage Program.
Historically this craft form, due to the social status of the community
practicing it did not get due recognition. And developing this cluster
would bring this craft form to the forefront of Ahmedabad’s Urban
design Scenario. Ahmedabad has always been at the forefront of printed
textiles through the dawn of history. The methods of production and the
dyes used in the creation of this textile craft are natural and eco-friendly,
twin factors which form a very important part of todays need for a
cleaner environment. till today the following families are carrying on
such traditional makings,Vasna 30, Mirzapur 15, Chakalasi 3 and Goral
village 9. In this way, various family traditions are learned among these
people. Families are continuously presenting such problems to the Gods
and ways to solve
them. Among them,
unique  decorations,
handling unique
colors, carrying out
this process in a subtle
manner, etc. It is
evident from their oral
histories that
knowledge was also
acquired.

The motifs have
mostly remained the

Women with flower monf Peacock moryf
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same throughout. It is now that the demand for the motifs is steadily
changing. As the consumers are demanding for more contemporary
versions of the textile, the goddess which is the central goddess motifs
The central figure on the Pachedi is of the goddess. There are 64
goddesses. The Vagharis believe that there are various forms of
goddesses each identified by the form of her transport. The different
reincarnations of the Goddess are Ambika, Bahuchara, Meladi,
Khodiar and Vishat. Additional Motifs: Krishna, trumpeters, angels,
animalsand birds like parrots, tigers, peacocks, people celebrating etc.

Today, the advent of
modern  machines
due to the industrial
revolution has thus
challenged the
traditional
manufacturers. The
people of this region,
who have been
carrying out B
traditional = Wy W8 e ,
production through workshops since the beginning, have reached a
stage where they cannot do it complete with mechanical methods. With
the advent of this machine, the hereditary continuity between them, the
clan business of handling tools and handling ornaments among
themselves slowly began to drift away. Many machine curtains are also
made by this method. They believe that maintaining the traditional way
of doing business, talking about a separate identity, etc. has changed
towards the modern market today.

A craft is not a community beyond the craft tradition, beyond the social
activities practiced by a particular caste. Although some people
continue to do the clan business as if it is the work of God, then the lack
of government assistance and economic problems cause them to
abandon their business and seek other businesses. While this industry
is being carried out in many parts of Gujarat, the community feels that
it is moving away from the traditional methods of today. The reason
why this production is not talked about as one of the traditional cults in
the history of art is that only what is popular is seen as art and craft. In
Gujarat, it is very important to study this production, the uniqueness
and tradition of the community, and to read the designs through the
producers, consumers and strategic techniques in the region. Such
things can be known only through the oral stories of the community.
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Their experiences and approach gained through them is one of the most
important in terms of preservation of antiquity. It is seen as something
to be recorded and re-read from time to time and to commemorate an
important period of history. It is very important in today's studies to
reveal the cultural and artistic traditions of the people through oral storie

Tradition.
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The Guru-Shishya Parampara is an age-old tradition in India that has
existed for generations and has evolved over time. The tradition restores
one's sense of belonging to one's teacher and worships the Guru as God.
It also meant spending the entire length of instruction at the Guru's
residence until the student achieved excellence in the art or talent being
learned. Though the tradition has developed with the modern education
system taking over but the Indian music education still presents this tie
as 'the one of eternal reverence towards the Guru'.

TSl R AW]: HRR: |

TEiETd IRed o o RS 7: 11
This is very popular shloka which we have heard from our childhood in
which Guru is said to be as same as the Trideva Brahma, Vishnu and
Mahesh, he the entire universe, we bow to such Guru.

Ramayana discusses the Gurukul system and Lord Rama's Guru Rishi
Vishwamitra from the Treta Yuga. In addition, literature from the
Dwapara Yuga mention Lord Krishna's Guru Rishi Sandipani. In our
country, the teacher-disciple relationship is a divine link with spiritual
and religious importance. Guru-Shishya parampara is a Sanskrit term
in which shishya literally translates to'student of a guru' and parampara
refers to ‘continuous succession'. Thus, the lineage is merely the oral
transmission of wisdom from a succession of Gurus to their Shishyas.

For many decades, Maukhik Parampara, or the traditional oral tradition,
was the sole way to spread Indian Classical Music. There was no formal
curriculum for music education, so the Gurus taught the Shishya orally
or audibly. The pupils have to understand and internalise the knowledge
by listening to their beloved Gurus' directions and musical expertise.

The spiritual, intellectual, and emotional bond between guru and
shishya serves as the medium for wisdom transmission. The guru-
shishya Parampara is used by all three of these faiths as a part of the
Guru shishya tradition. When studying with a guru, the shishya
frequently stays in the guru's home. The guru guides his disciples to
enlightenment by instructing them. The relationship is dependent on the
shishya's loyalty and commitment to the guru.
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The phrase guru shishya Parampara (the Guru shishya tradition) refers
to a lineage of instructors and pupils in Dharmic faiths such as
Hinduism, Buddhism, Jainism, and Sikhism, as well as Tibetan and Zen
traditions. Each Parampara may have its own gurukul, each linked with
a different sampradaya or lineage. Such gurukuls could be housed in
Akharas, Viharas, Gompas, Mathas, or Temples.

An Introduction to the Guru Shishya Tradition Dharma is passed down
from guru to shishya through parampara, a mentoring relationship in
which the guru transmits knowledge and wisdom to the learner. The
Dakshina is an offering offered to the teacher by the student at the start
of a formal Parampara lesson (offering). Following that, whatever the
guru and the shishya are attempting to teach each other is accomplished
through their unique and ever-evolving relationship.

The guru's authenticity in Guru shishya tradition, together with the
shishya's respect, devotion, obedience, and dedication to the guru,
regardless of the guru's age or looks, is what makes this relationship so
efficient at allowing information transmission.

"Gu" represents the shadows, whereas "Ru" represents the brightness.
As a result, "Guru" can signify "one who leads from darkness to light"
A guru is a spiritual leader who leads their shishya (student) from
spiritual darkness to the light of enlightenment or samadhi.

i SR G QU SRR

Hawe RIaTeR Hiee IR ST ||
Meaning of the above sholka is that the Guru's image serves as the
foundation for meditation, his feet serve as the centre of worship, his
words serve as the inspiration for mantras, and his grace serves as the
gateway to salvation.

The Guru-Shishya Parampara was always a part of traditional Indian
education. Through this training of living and studying together, the
Guru and the Student (Shishya) would form a close emoational,
intellectual, and spiritual tie.

The guru shishya tradition holds that the guru is able to guide the
Shishya from naiveté to understanding and, eventually, enlightenment
through this profound relationship. Thus, the tight relationship between
guru and disciple is both a component of the social order and a
watershed event in the growth of each individual member of society.
The living science of education, biopsychosocial science, has been lost
to the people of the present era.

There is little doubt that the strength of a teacher's relationship with
their students influences the quality of their education. Numerous
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studies have demonstrated that when students of all ages and
backgrounds believe their professors care about them as persons and
are interested in their personal objectives and hobbies, they perform
better in school.

The study exposes several essential aspects regarding the Guru shishya
tradition, such as how teachers' warmth, caring, empathy, support,
safety, and academic encouragement all contribute to their students'
academic achievement. According to studies, when students practise
these behaviours, they are more involved in their learning, which
increases their attendance and performance.

A positive relationship between a teacher and a student can swiftly
extend throughout a school and effect kids outside of it. If a student has
a positive relationship with their instructor, they are more likely to make
an attempt to establish friends with other pupils.

If teachers wish to connect with their students, they must be able to
adapt to their individual personalities. Teachers that demonstrate that
they organise each student as an individual have the most influence on
their pupils' learning. This is especially true for pupils from diverse
backgrounds.

At any age, relationships between educators and their pupils are vital.
It's a frequent assumption that younger students rely more on their
teachers for academic adjustment than older students, but research
shows that healthy interactions between teachers and students are
important for students of all ages.

The benefits of a strong and encouraging Guru shishya tradition, as well
as the importance of solid teacher-student relationships, extends well
beyond the classroom and into the greater school community. All
parties involved—teachers, pupils, parents, and principals—can gain by
preserving and enhancing their positive relationship. Higher academic
accomplishment is linked to developing a close relationship with one's
teacher than it is for pupils who have tense or hostile relationships with
their teachers. Because they have favourable effects on students' sense
of self-worth, positive teacher-student connections are beneficial for all
students, but notably for those with learning difficulties and poor
socioeconomic status. Positive interactions with their pupils inspire
teachers to improve their own interpersonal and professional skills,
which is advantageous for both parties.

According to the Guru shishya tradition, relationship-building methods
for educators should look like Plan ahead - Most children do best in
predictable environments. Therefore, it is the duty of educators to make

217



THEF GG (M1 R) ISBN: 978-81-956774-5-0

their expectations of their students perfectly apparent. The
responsibility to uphold and enforce laws and regulations is continual.

By engaging and motivating their students, teachers should demonstrate
their concern for them. As a result, the atmosphere in the classroom will
get better, which is fantastic for everyone's education. Teachers must
be able to bring out the best in each and every one of their students if
they are to succeed. The establishment of solid bonds between teachers
and students is the cornerstone of high-quality teaching and learning.

Displaying a positive viewpoint encourages pupils to feel a feeling of
community and drives them to collaborate while learning. Students are
more likely to try new things when they are less fearful about making
mistakes. Teachers should act as sources of inspiration for their pupils,
helping them to set reasonable objectives and looking to them for
guidance.

According to Steve High and David Sworn in their article on ‘The
Interpretive Challenges of Oral History Video Indexing’, — “Body
language, emotions, silences, narrative structure, the rhythm of the
language and people’s relationship to their own words have to be
carefully analysed with a clinical mind uncluttered by personal biases
or prejudices”.

Between Varanasi and Gaya, there are more than eight Kathak villages,
which suggests that there was once a thriving tradition of the profession
of "Kathikas." These "Kathikas" attempted to tell stories and legends
by miming and gesticulating. The distinction between the Kathak
communities (also known as Kathikas, Katthaks, and Kathakars) and
the community of "Kathakvachaks" is clearly defined by oral tradition,
according to interviews with Mahants and locals. In urban discourses,
the terms "Kathak and Kathik," "Kathak and Katthak," and "Kathak and
Kathakar™" are all used to mean distinct things. There is no distinction
between these names in oral traditions. Mahant Mithileshnandan Ji
distinguished between Kathaks, also known as Kathiks, and
Kathavachaks in Ayodhya.

The "Kathikas" attempted to tell stories and legends via miming and
gesticulating.

To their followers, narrators like the Veda Sammit Updesh expounded
Vedic doctrines. The Purana Sammit Updesh is a discussion between
two equals that contains teachings (Mahabharata dialogue between
Krishna and Arjuna). They are quite different from the Kanta Sammit
Updesh, who use the performing arts to elicit an emotional response.
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The Kathaks or Kathiks were included in the third group. The
Kathavachaks were the proponents of Veda Sammit Updesh and Purana
Sammit Updesh because they stimulated thought. They considered the
terms Kathak, Kathik, and Kathakar to be interchangeable. However,
they emphasised how unique and different this group was from the
Kathavachak group. Sons of Lord Rama Luv and Kush, according to
the Mahant, were some of the first Kathiks or Kanta Sammit Updesh
narrators.

Recordings of a variety of rhythmic patterns are the foundation of the
vibrant urban Kathak tradition. Particularly those of Sri Pandarika
Vitthala while he was a guest at Akbar's court. Rural Kathaks recorded
Sanskrit words like "gopuchha,"” "mridanga," "strotovaha," and
"samayati" in the Natyashastra treatise, which dates back 2000 years.
This suggests that information is continuously passed down orally. But
Kathaks utilised them in a careless way. Thus, the urban scholastic
psychology that tries to divide the Natyashastra from the Kathak
practise is refuted.

Oral history confirmed the patriotism shown to the Kathiks
(COMMUNITY OF KATHAKS). It resulted in the establishment of
towns like NASIRPUR Kathak Village, PARASPUR Kathak Village,
and others in eastern Uttar Pradesh and western Bihar, where Kathak
once enjoyed a thriving rural tradition.

This was accurately captured by William Crooke in the first organised
census of 1891-1892, whose numbers correspond to the common
reference to "Nau Sau Navasi Kathiks" (i.e., 989 Kathaks), a clear
example of oral tradition supported by census data.

In the traditional "guru-shishya parampara," which is also known as the
"guru-disciple tradition," education is still given today. The initiation
procedure conveys a great deal about the symbolism used in the ritual.
Praying for the Lord's blessings is the first step in a disciple's initiation.
The student's wrist is then wrapped with the auspicious crimson rope
by the guru. The learner is then given "grams™ and "jaggery" to eat after
that. The'sankalp' (solemn vow) made by both the guru and the pupil is
what gives the thread its significance, bringing them together to
devotedly advance the cause of the arts. Eating the "gram™ denotes that
things are not going well because it takes work to chew the "gram."

Oral dissemination is still used to transmit skills and experience of a
2500 year old dance form today, despite globalization.

In this approach, emphasis is placed on the requirement that artists of
every generation become proficient in performing arts disciplines other
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than dance. These include an understanding of philosophy, literature,
and music. Oral history is a tradition, yet it has some inherent problems.
Despite the fact that it offers information, it is tainted with bias. Here,
striking a careful balance between written documents, archaeological
findings, and oral traditions becomes crucial.

Reference:

1. https://www.shankarmahadevanacademy.com/blog/Guru-
Shishya-Tradition-Beyond-Teacher-Student-Relation/
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According to John Foley, oral tradition has been an ancient human
tradition found in “all corners of the world".

According to Cambridge Dictionary, Oral tradition is a system for
preserving a group’s beliefs, customs, and history, in which parents tell
their children about the4m, and the children tell their children, and so
on.

Meaning of Oral tradition

The literal meaning of Oral Tradition as a noun is - “A community's
cultural and historical traditions passed down by word of mouth or
example from one generation to another without written instruction.”
Tradition means something that is handed down from generation to
generation and Oral means transmitted by speech.

Oral tradition or oral lore is a form of human communication, in which
knowledge, art, ideas and cultural elements are received, preserved and
carried over from one generation to another.

Despite widespread literacy and modern electronic recordkeeping, oral
tradition is still the most widely used form of communication in the
world.

Characteristics of Oral Traditions
1. Oral tradition has the repetition of phrases to emphasize points or
themes.
2. Interaction with the audience is the important aspect of oral
tradition.
3. They have strong rhythm and meter, music, costume, and props.
4. Idiomatic expressions make the oral lores more interesting.
Strong imagery of a storyteller is important.
5. The techniques such as onomatopoeia (creating sounds that
imitate sounds also develop by oral tradition)

Types of Oral Traditions

Oral traditions can be described into different types. They are
1) Legends,

2) Myths,

3) Folktales,

4) Memorates.
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Legends: Legends are the oral traditions, that related to particular
places and often involve culture heroes, witches, ghosts, or some other
phenomenon related to that place. They can involve the recent or
Legends are oral traditions related to particular places and often involve
culture heroes, witches, ghosts, or some other phenomenon related to
that place. They can involve the recent or distant past, but are most
important in linking people and the land.

Myths: Myths are those oral lores, which portray the creation stories
from earliest possible time. Myth has derived from the Greek word
‘muthos’, means anything uttered by word of mouth. Homer used
‘muthos’, to mean a narration or conversation, but notification. Other
myths account for the organization of the world and society, for how
men and women were created and why they are different from one
another. Because of their power to dictate how things should be, myths
can be very powerful in shaping and carrying on traditions in a society.

Folktales: Folktales are known as things which did not really happen,
but are useful stories for providing moral or social lessons or for
amusement. They starts mostly with “Once upon a time” stories, which
involve fictional characters, such as Cinderella, Rapunzel, Hansel and
Gretel, Snow White, Sleeping Beauty are folktales.

Memorate: Memorate is an account of a personal experience or
encounter with the supernatural, such as a ghost story or other
expression of the spirit to a human being. If we see a ghost and tell
someone about it, we are telling a memorate. If he felt the presence of
the divine and tell someone about it, he is telling a memorate.

Usage of Oral Tradition

For learning the oral tradition, generally we learn them by listening or
seeing them only. We don’t have to read from any particular book or
any particular syllabus. So it become more easy to remember. Basically
the stories are being made from our surroundings. Most of them are
based on true stories, but they are presented to the people as some
fictional characters who doesn’t exist. Though most of the characters
are fictional there in the stories, but somehow they just present some
real characters of our life. From the oral lore, a child can easily be
Knowledgeable about it's surroundings. They learn to define the good
and bad characters from their surroundings. They can deal with the
people according to their learning.

Some of the advantages of oral traditions are:
1. Oral traditions do not need a person to know how to read and write.
2. Historians get first-hand information from the people.
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3. Information are easy to collect.
4. Historians can interview people anywhere and at any time.

Oral tradition in India

There are 28 states in India. Most of the states have their own different
cultures and languages. The oral traditions and oral folk lores are also
different from the other states. A child becomes knowledgeable about
their own tradition from their family. So the oral tradition also varies
from each other. Folklorists in India have paid more attention to the
conventional genres of folklore. Most of these are genres that occupy
an important place in Indian folklore system because it interconnects
high and popular religion and describes popular views about nature,
places, local history, social heroes and saints.

Here 1 am presenting the Bengali oral tradition from West Bengal.
There are so many oral folks in Bengali. There are so many real and
fictional characters and stories in Bengali language. Some of them are
“Gopal Bhar”, “ThakumarJhuli”, “Bikram Betal”, “Birbal” and so on.

Here | am describing Gopal Bhar and ThakumarJhuli.

Gopal Bhar

Gopal Bhar was a court jester in medieval
Bengal. He was in the court of Raja
Krishnachandra (1710-1783),in Nadia in
the 18th century. Gopal used to give joy
to others by laughter and ridicule. The
king considered Gopal as a Navaratna of
his court. His statue can still be seen in
the palace of Krishnachandra and in
Ghurni, Krishnagar town.

In the early nineteenth century, Gopal Bhar's name was first mentioned
in Bengali literature. It is often said that Gopal Bhar is a legendary
personality. But a reference has found that there was a respectful and
old bodyguard of the king of Nadia, Raja Krishnachandra and
Protection incharge of the city named Shankar Taranga who was given
special status by the king for his courage and knowledge and probably
gave rise to the legend of Gopal Bhar. There are many contradictory
views regarding Gopal Bhar, whether he existed or not. Acharya
Sukumar Sen opined that the character Gopal is purely fictitious. But
some sources claim that Gopal was a true character.

Tales of his exploits are narrated in West Bengal and Bangladesh to this
day in numerous short stories. Their origin may be traced to local oral
cultures of humour. The stories are popular and humorous, often
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ridiculing figures of authority, including the king, Krishnachandra,
himself. Many of his stories depict him coming up with inventive and
clever answers to satisfy the whimsical requests of royal personages,
such as the Maharaja and the Rani. In some stories, Raja
Krishnachandra asks him to complete certain tasks specifically to test
his intelligence, or to embarrass him in public. Gopal Bhar always used
to do the attempt successfully. The application of humour never crosses
over to the realm of direct disrespect, but manages to point out the
weakness in the opponent's argument or conviction.

Some small stories of Gopal Bhar is here

1) Gopal borrowed some money from a man. The creditor caught
Gopal in the middle of the road and warned him that if he does not pay
the money within two days,he will kill him and will do Gopal's last
ritual. After listening to the creditor, Gopal smiled and said, "You are
not getting the lending money back, and you want to bear the cost of
my Shraddha(last rituals)? Why do you want to do so? | am not going
to come from heaven with your money if | become dead. Just let my
son do that work. Saying this, Gopal started to smile.

Here we can learn that one should not just give some warning which
doesn't even make sense.

2) Once a potato warehouse caught fire. Gopal saw that while
passing that way, he asked for some salt from a grocer. Then he started
eating burnt potatoes from that warehouse along with salt. At some
distance, the owner of the warehouse was sitting with his hands on his
head. When Gopal was eating the burnt potato with salt, he asked that
man " who are you? Why are you sitting with your hands on your head
in such a sad way?"

The man said, | am the owner of this warehouse. One of my four
warehouses of potatoes burned down. I fell into a lot of losses.

Gopal casually asked him, "Well, can you tell me when your remaining
three warehouses will be burnt? Then | can eat burnt potatoes."

On hearing Gopal's words, the owner of the potato warehouse jumped
up and rushed to beat him with a stick. The poor man is already in a bad
mood because the warehouse was burnt, Gopal's words on him! Seeing
this situation, Gopal ran away without saying another word. He said to
himself that "everything was ruined due to the bad temper of the man.
I'll never tell any brainless gentleman about the fun of eating free fried
potatoes instead of potatoes from the market."

Here we can learn how people get advantages of other's losses.
Everyone just think about their own benefit even in any other's loss.
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ThakumarJhuli
ThakurmarJhuli (is a collection of Bengali folk tales and fairy tales.

Basically ThakumarJhuli is an anthology of Bengali folktales narrated
by Thakuma which reflect the Indian culture with an insightful moral
and hold valuable life lessons. The author Dakshinaranjan Mitra
Majumder  collected  some
folktales of Bengali and
published some of them under
the name of "ThakurmarJhuli” in
1907. The Nobel-Laureate,
Rabindranath Tagore wrote the
introduction to the anthology.
Since then, it has become iconic
in Bengali children's literature, becoming a household name in West
Bengal and Bangladesh over the years.

DakshinaranjanMitraMajumdar (1877-1956) was a celebrated Indian
writer in Bengali of fairy tales and children's literature. He was born in
Dhaka district of Bengal province in British India (now Dhaka is the
capital of Bangladesh). His major contribution to Bengali literature was
the collection and compilation of Bengali folk and fairy tales in four
volumes - ThakurmarJhuli (Grandmother’s Bag of Tales),
ThakurdadarJhuli (Grandfather’s Bag of Tales), ThandidirThale
(Maternal-Grandmother’s Bag of Tales) and DadamashayerThale
(Maternal-Grandfather’s Bag of Tales).Tales The stories from
Thakumar Jhuli present the situation of surroundings and gives us many
morals of these stories. These stories teach us about reality, justice, and
help us to develop our character.

Here is a story from Thakumar Jhuli -

Once Upon a time there were two friends in a village. Their names were
Vishu and Nakul. Vishu used to believe in hard work and Nakul used
to believe in God only, despite doing anything.

Vishu and Nakul bought a field together to do farming. Bishu worked
hard on that land and started plowing it. Gradually, the land began to
produce very good crops.

Once Upon a time there were two friends in a village. Their names were
Vishu and Nakul. Vishu used to believe in hard work and Nakul used
to believe in God only, despite doing any hard work.

Vishu and Nakul bought a field together to do farming. Bishu worked
hard on that land and started plowing it. Gradually, the land began to
produce very good crops. Then one day Nakul came to visit that land
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and was very happy to see the crops. Nakul claimed that it was because
of his prayers that the land grew such beautiful crops. They sold the
crops at a good price.

The problem started with the distribution of money from the sale of
crops. Since Visu's hard work produced a beautiful crop, he claimed a
larger share of the profits. But Nakul continued to claim that his prayer
was the main reason for the beautiful harvest. Then there was a
disagreement between them and for that settlement they went to the
village head. The village chief said to the two of them "I am giving you
atask, if you can come back tomorrow by completing it then I will solve
the problem". The village head then gave both of them two sacks of
rice with crabs and told them to separate the crabs from the rice and
bring them.

Vishu stayed up all night to separate the crabs from the rice and Nakul
fell asleep leaving the two sacks in the name of God. The next morning
Visu went to the village head and said that he could not separate all the
crabs, there was some left. After some time Nakul came and said, "I left
all the sacks in the name of God. I did nothing. I left it trusting in God.
God will surely bless me." On village head's words, he opened the sack
and saw that all the rice including the crabs were lying in the sack in the
same way. Nakul was very upset. Then the village head smiled and told
Nakul that " God has given us two hands. Our whole body and the body
parts are his highest blessing to us. We only have to use them for our
life. Then only God will bless us with success." Then he gave the
solution by saying that "Due to Visu's hard work, the land produced
good crops. So he will get more of the profit." He also said that if Nakul
and Vishu worked harder together, they would have gained more.

From this story we get the knowledge about hard work. Nothing is
possible without hard work. If we do hard work then only we can get
blessings from God and we can get success.

There are many more interesting stories of Gopal Bhar that present
some real characters, some real stories and some real issue of our
surroundings. We get to know about the thing that we always face but
still somehow we ignore them. But when we listen the stories, or we see
the stories, we just keep connecting them with our life or our
surroundings.

These stories we can hear, listen or read from books now. Day by day,
media is also playing an important role to spread the stories and enrich
our oral traditions.
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Abstract

In this, I have brought all the attention towards the link that Indian
literature has with the oral tradition in India. Here, the small fragments
starting with the meaning of literature to the definition of oral tradition,
everything is broken up and explored. This summary is all about the
perspective that | have read in books and the perspective that | earned
for myself with the aid of explanations by the other scholars.
Conclusion that has been arrived till the end of it, is that both of these
aspects were never separate here, in India. It is hard to filter exact and
precise dates when they started but rough ideas say that India has
always been dependent on words. From promises to the cultural
traditions that we follow, from epic stories to scientific explorations,
astrology and mathematics has been carried forward through recitals,
speeches and chants.

Keyword: Indian literature, Writing, Oral tradition.

Traditionally speaking, Indian literature is one of the oldest and richest
literature in the world. As Mark Twain said, "India is the cradle of the
human race, the birthplace of human speech, the mother of history, the
grandmother of legend and the great grandmother of tradition”. Now
"Literature” comes from Latin, and it originally meant “the use of
letters” or “writing.”

In general perspective, oral tradition or oral lore is a way of
communication wherein communication is done for certain aspects to
be taken forward such as knowledge, arts, cultural activities,
information and procedures of anything rooting their background from
generations and generations. Every step like receiving and preserving
to pass on is transmitted orally here, in oral tradition. It can be through
conversations, speech, songs, poetries, folktales, ballads or even chants.

India is known for its diversity and so the journey of indian literature
has not been plain at all. It has its roots in diverseness and is constantly
shaped with the changes in the styles, ideas and themes. Not allowing
any differences to destroy, India has always been known for its unity in
diversity and so is the Indian literature. "Indian literature originated
during vedic period and gradually progressed to newest forms and
manifestations. A large portion of ancient Indian literature is a
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manifestation of the spoken word and it belongs to the oral tradition as
far as its presentation is concerned.”

Vedas being the Indian Literature and recitation being the oral tradition,
have supported each other throughout the centuries. It is because of
recital that the Vedas have been preserved through centuries without
losing its syllables and core meaning. Some scholars believe that the
authentic literature of India is considered to be the ones written before
1947 or during the time period of independence struggle. Before that it
was everything read and spoken only. Words weren't written on pages
but in speeches. Until British domination came, literature emerged as
writing. As Britishers could never trust statements, everything started
to be well written and preserved in hard form. There are poems and
verses which were written and some were orally transcribed.

As mentioned in the book of "Oral tradition and Indian literature" by
Dr. Chandrasekhar Kambar, the examples of works of Pampa. "Pampa
is a famous Kannada poet of 10th century AD. Pampa is also popularly
known as 'Adi Pampa'. It is believed thinat he was born in 902 AD. He
is considered as the 'Adi Kavi' or 'first poet' of Kannada. The 'Pampa
Bharata' is the composition by the poet Pampa, which got him great
recognition as a poet. This was a writing, which was based on the
reduced version of the Vyasa 'Mahabharata'. This writing of Pampa
brought 'Mahabharata’ within the reach of all people of ancient
Karnataka area."

The narration of mahabharata which was a part of oral tradition, which
then he tried to present as an inscription to the people. Where an
inscription is a writing its pure form. It is free and spatial regarding the
present or past events. In his writing, he tried to bring out the
comparison between the two ages, which is contemporary history and
that of mahabharata. He stayed metaphorical throughout and brought
words on a leaf for the first time in Indian culture. The oral tradition in
India is still prevalent in the form of folklore or folk literature. Folk
stories are the biggest example, where tales are told by grandparents to
the children. The activities revolving and shaping the world of oral
tradition continues to change in form and detail, depending upon the
skills of the story tellers, reciters, speakers and the audience. "A.K.
Ramanujan who has edited the folk-tales says that a tale told by a
grandmother in the kitchen is different from the story told by a story-
teller to a group of adults gathered in a public place. The king and the
queen in a grand-mother's story are nameless while all the characters,
and even beasts and weapons get names when the same story is told by
a story-teller. The mythological stories also change their details when
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they are handled by the folk-poets. A narrative in verse, belonging to
the oral tradition, ideally speaking has no limits of size and magnitude.
They come to an end when both the singer and the audience get
exhausted. Almost all the folk-songs create an illusion of an
interminable syntax. The form of a poem is unpredictable as it takes
shape along with the performance."

In written tradition, the writer, the author, the poet stays behind the
pages, he/she doesn't need to be present in order for their words or
thoughts to travel among people while in oral tradition one needs to be
present and perform each and every word in speech or even action. They
need to convey the real essence by reciting or reading, for the listeners
to actually understand their perspective. But it has been seen that the
education of a person never became an obstacle for enveloping oneself
in cultural or spiritual experience. In the modern period, poetries are
now being written and read more than being heard. In conclusion,
there's no point in drawing dividing lines between the written existence
of Indian literature and the oral tradition.

As mentioned above, following oral tradition doesn't necessarily
require a person to be literate. For instance, it is believed that
Mahabharata has been transmitted in oral form for over a millennium
before it was written in any form. Being literate had always been a
privilege where only upper caste communities had the opportunities to
recite in correct intonation. Just how they shared their presence in
temples as priests, chanting mantras. Whereas in, the stories or songs
that farmers used to sing during their working day were of less
consideration for other people.

With the imitation and zest, lower caste communities tried to present
their records but were not appreciated.

"To this day, people are also hesitant to pass on their knowledge in India
— under the misgiving that rivals will be empowered by it. A factor
associated with morality is memory, and in order to retain what is orally
transmitted the transmission itself must have certain properties. In the
first place, the phrases in oral recounting are additive in that they are
strung together without one subordinated to the other by causal
conjunctions like ‘because’; causality is thus weak and it would also be
difficult to produce rigorous argument in oral cultures. Secondly,
language in the oral tradition is not analytical but colourful and often
repetitive, to facilitate retention. Thirdly, it needs to be more musical
than in writing, which people read silently."

Now evidences for the existence of orality in India can be distinguished
in the following manner:
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Talking about the intonation and rhythmic pronounciation, we have
vedas and upanishads from ages, so munis and pandits had their way of
chanting which was so, with logics and scientific reasons behind. They
were catchy no doubt on that, but they also were efficient and needed
for right service of the meaning of shlokas with proper rasas in it.

Then comes the aspect of arts. Arts such as music and dance were there
since guru shisya parampara. At that time, no notebooks or slates were
used by the shisyas(students). They used to recieve all the knowledge
by listening to what their gurus had to explain. No printed pamplets
were circulated with musical notes on it. Everything was based on the
memory of the spoken words. Similarly for dance too, no records of
journals were found. They used to learn from what they used to see and
how the gurus used to perform and show. Such art forms including
many more were consistently learned, taught and passed on from
generation to generation. Even without any actual written journals or
texts, how precisely every single detail had been preserved which shows
how strong oral tradition has been.

Coming to the natya part of the Indian culture where theatres have been
a part of every region, we can see how oral tradition have been a
companion to them. From yakshagaan theatre to bhavai theatre, from
tamasha to bhagavatamela, from terukkuttu to jathas and ramlila, and
so on. We have relied on orality in both folk and classical culture. Even
with the differences in languages, background, customs, oral tradition
kept us united in a way or other. From the songs used in folk dances to
the dialogues used in dramas everything grew with the aid of the oral
tradition.

We can't overlook the bhakti aspect of our country, it holds great
importance in any culture and has shared equal role in witholding the
traditions. Following example explains the Bhajan tradition: "In
Maharashtra, millions from all walks of life go on a pilgrimage twice
every year to Pandharpur, a temple-town. As they travel, they sing the
poems composed by Dnyaneshwarea (13th Century), Eknath (15th
Century) and Tukaram (17th Century). The entire body of songs consists
of hundreds of the medieval poems learnt orally. Similarly, the poems
of Mira, Nanak and Kabir are learnt orally and sung by millions of
Indians to this day. In Haridasa Parampara people travel to Trrupati .
During the entire pilgrimage they would be singing the compositions of
dasas and acharyas in oral tradition. In Tamil country singing in oral
tradition the 4000 hymns of Divyaprabandham composed by 12 alvars
is a household activity."
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India always had books and written scripts but the main mode of sharing
knowledge was always through the spoken words. Thats how both of
these traditions survived through the thick and thin times of all the
decades.

With the research present above, my overall perspective to end this
would be to preserve both of the traditions. India would flourish if both
writing tradition and oral tradition are preserved. For which in schools
and colleges they should be practiced. At home, parents should
appreciate story telling and habits such as chanting and reciting should
be taught to the coming generations. But without dropping the writing
tradition because that is of equal importance. Combination of such
traditions make Indian culture prestigious and unique from all, so
focusing on the growth of our authentic culture will help us grow more
efficiently.
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Introduction

Oral tradition, or oral lore, is a form of human communication wherein
knowledge, art, ideas and cultural material is received, preserved, and
transmitted orally from one generation to another. The transmission is
through speech or song and may include folktales, ballads, chants, prose
or poetry. Far more than “just talking,” oral tradition refers to a dynamic
and highly diverse oral medium for evolving, storing, and transmitting
knowledge, art and ideas. It is typically contrasted with literacy, with
which it can and does interact in myriad ways, and also with literature,
which it dwarfs in size, diversity, and social function. Oral tradition,
also called Orality, the first and is still the most widespread mode of
human communication.

Sanskrit Sastras

The word Sastra (Shastra) literally means “"that which has been
instructed/decreed”,  from  the root Sasana which means
"instruction/decree”. Sastra is a Sanskrit term meaning code, rules, or
treatise and refers to Vedic scriptures considered in Hinduism to be of
sacred authority. The Shastras originated with an oral tradition passed
down verbally over countless years. ‘Shastra’ commonly refers to a
treatise or text on a specific field of knowledge. In early
Vedic literature, the word is referred to any precept, rule, teaching,
ritual instruction or direction.In late and post Vedic
literature, Shastra referred to any treatise, book or instrument of
teaching, any manual or compendium on any subject in any field of
knowledge, including religious. It is often a suffix, added to the subject
of the treatise, such as Samkhya shastra, Yoga shastra, Nyaya Shastra,
Vaisheshika shastra, Mimansa Shastra, Vedanta Shastra, Natya
Shastra, Sangita Shastra, Alamkara Shastra, Saundarya Shastra, Artha
Shastra, Kama Shastra, Dharma Shastra, Jyotish Shastra, Vastu
Shastra, Kavya Shastra etc.

Oral Tradition in the Sanskrit Sastras

Oral tradition in the Sanskrit Sastras is preserved through various
means. It may be through the method of aphorisms or statements,
epigrams, verbal jugglery, verses, storytelling i.e. narration, command,
advice so on and so forth. It varies from discipline to discipline.
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Aphorism is a concise expression of doctrine or principle or any
generally accepted truth conveyed in a pithy, memorable
statement. Aphorism have been especially used in dealing with
subjects that were late in developing their own principles or
methodology—for example, art, agriculture, medicine, jurisprudence,
and politics.

The six systems of Indian philosophy viz. the darshans, are propagated
by the Rishis and carried down to the generations with the help of oral
tradition for e.g. Gautama propagated Nyaya, Kapila propagated
Sankhya, Patanjali propagated Yoga, Kanada propagated Vaisheshika,
Jaimini propagated Purva-Mimamsa and Badarayana Vyasa propagated
Uttara Mimamsa. They were the ones who bore the torch of their
discipline and guided the students. Hence they came to be known as
‘Pravartaka’. Every Rishi has his lineage carried down across
generations just like predecessors of every family. Just like we have
Kula-Nama and Upa-Nama so do we have Veda and its Shakha in
Sanskrit and Gharana in Music.

Oral tradition is age old and the foundation of today’s knowledge. The
first ever written document Rig Veda is the oldest text in the history of
literature. All the Vedas reached us today initially through the oral
tradition only. This shows the importance of oral tradition in Sanskrit
Shastras.

Sanskrit Shastra is an extremely wide topic. In order to give justice to
the subject, in the present paper the focus will be only on the Oral
Tradition in the Upanishadic literature. Upanishads are store house of
knowledge bringing forth the essence of the Vedas in a language
understandable even in today’s times. Being the concluding portions of
Vedic Literature, they are the sacred scriptures which are passed on
from generations to generations, initially via oral tradition in the
Gurukula System of Ancient India.

We find several references as to how a concept is elaborated and
explained in a better manner by the Upanishadic Seers giving examples
from day-to-day life or narrating stories thus creating interest amongst
the students. The style is sometimes authoritative, sometimes in the
form of advice and sometimes catechismal. The age-old secret
knowledge is transmitted to generations vial oral tradition. We find this
almost in all of the ten principal Upanishads viz. Isha, Kena, Katha,
Prashna, Mundaka, Mandukya, Taittiriya, Aitareya, Chhandogya and
Brihadaranyaka.

234



THEF GG (M1 R) ISBN: 978-81-956774-5-0

Oral Tradition in the Upanishads
The four Mahavakyas of the four Upanishads of the four Vedas are
short pithy statements containing greatest perennial truths of the ancient

Seers viz. URIH S | (Aitareyopanishad of Rigveda), 3{& STglTH |
(Brihadaranyakopanishad of  Shukla  Yajurveda), T
(Chhandogyopanishad ~ of ~ Samaveda), S/ 3fdH & |
(Mandukyopanishad of Atharvaveda).

We find many such statements explained with suitable illustrations or
analogies. This shows how well the greatest truths have been expressed
in simple words. For e.g., the Taittiriya Upanishads consist of three
sections — Shikshavalli, Brahmavalli and Bhruguvalli. Towards the
concluding portion of Shikshavalli we find the students being exhorted
by the teacher to practice the recital of the Vedic Hymns of one’s own
school and impart them to others. The preceptor preaches — Good
conduct, speaking truth, maintaining the sacrificial fire, etc. After
imparting the Vedas, the preceptor urges the students to speak the truth,
practice piety and neglect not the repetition of the Vedas.
IS THARISAIRFTRIG | I 98 | o @) | W1 a1

UHaG: | The student is further advised to respect the parents, preceptor
and the guests. ATgal Hd| fIgea Ha | smardat va | sifafddat

Hd | They are advised to have faith, cheerfulness, fear and sympathy.
The stay of the student in the Gurukula along with the preceptor and
other students enabled the students to understand the true significance
of life and developed in him the virtuous characteristics like respect,
compassion, zeal, etc. It is the vigilant observation of the preceptor
which moulds the character of the student. This was apart from gaining
the knowledge.

The preaching of the Guru at the end of the discourse is just like the
Convocation address ‘Samavartanotsava’. For the youth who enters the
life of a householder, this disciplined way of life as a student is very
much helpful. It prepares the student to face the life with equanimity.

The Brihadaranyaka Upanishad of Shukla Yajurveda asserts that one
becomes good by doing good works and bad by doing bad works. The
interaction of Prajapati with Human beings, Gods and Asuras in this
Upanishad paves a new path of learning or interpretation through oral
instructions. The story of “@ & &” is an excellent example of the same.
Another example in this Upanishads is of caterpillar. After it has
reached at the top of the leaf, it seizes another leaf, similarly the Soul.
After it has shaken off the body and temporarily frees itself from
nescience, seizes another body in new birth.
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The Ishavasya Upanishad at the outset emphasises that one who
renounces truly enjoys and advices that one should not hanker after
other’s goods. One should desire to live for hundred years carrying on

his work.
SRMATITHE T4 Afcs SIS |
A T YT |1 Y dERagaq| 1.1
FHIAdg HHTO oot d TJT: |
Td @ AddsRa T & formd =R 1 1.2

This Upanisad gives moral import to people to learn to renounce and
enjoy the fruits of one’s own action without pursuing after the fruits of
deeds. It also points out the importance of Nishkama karma.

The dialogue between Yama and Nachiketa in the Kathopanishad is
another interesting example of wisdom or morality imbibed by a young
boy imparting us the path to tread on. A young boy has the wisdom to
pursue the truth i.e. knowledge of Atman. Irrespective of Yama trying
to bribe Nachiketa with different mortal things, he does not swerve. It
shows the impact of Oral tradition on the child as he was studying in
the Gurukula of his own father.

Kenopanishad explains through the narrative describing the dispute
between the Gods about their supremacy and the manifestation of the
Goddess — Uma-Haimavati and her proclamation that the Brahman is
above all of them and is supreme. The narrative concludes with the
pithy statement that penance, restraint and work are the foundation of
the doctrine of Brahman and truth its fulcrum. T T GH: HHI
TfgT daT: alg i YA 14.8.

The Mundakopanishad discusses two types of knowledge — Para and
Apara Vidya. The earlier is knowledge of Brahman while the latter are
all the texts from Rigveda etc. Here it is through the Oral tradition that
the disciple gets knowledge.

The four states of Consciousness are discussed in the
Mandukyopanishad viz. Jagrat, Svapna, Sushupti and Turiya. True
knowledge of this can be gained from Guru only.

The Chhandogya Upanishad explains such concepts by simple
analogies. Uddalaka Aruni directs his son Shvetaketu to go and study
the Vedas. Finding his son egoistic about his learning, after his return
from the Gurukul after twelve years, the father begins his instructions
(Chhandogya Chapter 6). The phenomenon of the death of the body
when the soul departs, while the soul does not, is explained here. It
draws the analogy of trickling of sap from cuts made in different parts
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of a tree. The nature of soul is explained citing the analogy of the fruit
of a banyan tree. When the seed of the fruit is cut into minute particles
nothing is perceived. The big tree has arisen from the finest essence.
Similarly, the Universe consists of the finest essence and it is the soul
that is real. Further with the analogy of salt dissolved in water, though
not perceivable, is known by the taste, the Universe is explained as
consisting of the finest essence i.e., the soul.

Uddalaka Aruni explains how the world was one at the beginning by
drawing the analogy of knowing everything that consists of clay
through one lump of clay, the modification being merely verbal.

The Prashnopanishad consists of six questions to which the Seers
answer. The catechismal style is very effective and heart of Oral
tradition. It is how the students got knowledge in the Gurukulas.

Conclusion

Thus, it can be surmised that Oral tradition is the backbone of our
culture. Sastric disciplines thrived due to Oral tradition. We are able to
access this immense knowledge as a result of Oral tradition. Doctrines
/ Shastras came to be written much later, what existed earlier was
transmitted through generations in Oral form only. We owe our
knowledge and current resources to this Oral tradition. As a means of
proof also Verbal testimony or Shabda-Pramana or Apta-vachana has
always carried importance in ancient India so also today. Upanishads
have played a pivotal role in this field. Each Upanishad has contributed
in its way to enlighten the students through the knowledge imparted by
the Gurus. The character building of young students in early times can
be attributed to Oral tradition. In a way Oral tradition contributed a lot
to nation building.
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Abstract

In the evolution of human society, oral tradition has played a role. It is
a difficult procedure where knowledge of a people's culture is passed
orally through storytelling from one generation to the next without a
script. Words are mental images we link with concepts, occurrences, or
objects. Culture includes, among other things, a people's body of
knowledge and experiences, a set of ideas that explain the nature of the
cosmos and give it meaning, and a moral code that directs how society
should function.

Introduction

The oral tradition dominates in emerging nations like India, where most
of the population still resides in rural regions. The words "Kathak" and
"Kathakali" come from the word "Katha," which means "story," in
which a storyteller delivers a tale using graceful and rhythmic mudras
(actions) interspersed with bhava (emotions) to the accompaniment of
lyrical music. The Indus Valley or Harappan Civilization was the
earliest significant civilization in India, flourishing from 3300 to 1300
BCE (Before Common Era). Its Iron Age Civilization, also known as
Vedic Civilization, began in the second millennium BCE and covered
a significant portion of its vast northern plains. The Vedas, which means
"the wisdom," is its holy books and are among the first known written
works. They are supposed to have been composed circa 1500 BCE.

The Vedas and the Upanishads' associated teachings were verbally
passed down through centuries before being written, constituting the
foundation of the Indic oral tradition. It was further enhanced by the
Guru-Shishya Parampara, the custom of successive gurus or teachers
verbally transmitting the teachings to their students, and the gurukul
system, where students lived with their professors and learned from
them orally.

The Guru Shishya Parampara is the oldest and is the best system. From
the times of Veda, education has been given by the Guru orally, known
as Guru-mukhi-vidya. While living in a Gurukul, the student would
provide services to the Guru while also adhering to strict rules, leading
a modest lifestyle, and consistently putting the instruction, the Guru had
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given them into practice. Learning by heart was the only way to acquire
knowledge. The Vaidik Yuga's description of education reveals that no
titles were assigned to any schools and no formalities about the number
of students in each class. Occasionally, they draw attention to the fact
that education in Indian literature, art, and culture was imparted with a
focus on each student individually, a practice known as the Guru-
Shishya Parampara.

The Oral Tradition

Oral tradition is the recording, preservation, and interpretation of
historical information or narration of events based on personal
experiences. In ancient times, "oral tradition" refers to the “Guru-
Mukhi Vidya,” where Vedas and Upanishads were transmitted orally
through generations in Gurukul. Before the script or writing developed,
the four Vedas, Ramayana and Mahabharata, were in oral form. The
entire scripture was learned by memory. It was recorded in personal
memories. It was very much essential to be transmitted to others. In this
way, they passed their acquired knowledge from generation to
generation.

Many folk practices, songs, and narratives have faded away. They are
not in living form, but in India, the rural society is still significant, and
a large section of the population lives in villages. So, the oral tradition
is a living tradition. In our country, there is a strong tradition of chanting
in temples, bhajans, sankirtans, folk songs, legends, religious
movement practices, raaslila, harvest songs and rituals, Holi festival
songs and tales, Nautanki, Ramayana Katha, and other kathas (stories),
Harikathas, the preparation of countless dishes in each region, Vedic
yajnas, and reciting Quran, Bible or Gurugranth and such other
scriptures are all very much practiced in our country.

Oral traditions and Indian Culture

Oral tradition is also known as oral culture and oral lore. It is how a
society transmits its history, literature, social order, and knowledge of
various kinds. All these pass on from generation to generation without
a writing system.

UNESCO, the international body, is taking much interest in oral
traditions covered under Intangible Cultural Heritage. UNESCO
believes that cultural heritage extends beyond tangible representations
like monuments and artifacts that have withstood the test of time. This
idea includes living manifestations and traditions that innumerable
groups and communities worldwide have received from their ancestors
and passed on to their offspring, most of which go unnoticed.
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Many years of UNESCO research into the purposes and values of
cultural expressions and activities have given rise to fresh ideas on
comprehending, protecting, and honouring to understand, protect, and
honour humanity's rich cultural heritage. This living heritage, known as
intangible, provides each bearer of such expressions a sense of identity
and continuity insofar as they take ownership of them and constantly
recreate them.

In India, more privilege is given to oral literature than written literature.
Poetry is always simpler to recall than prose. Since ancient times, the
oral tradition has persisted and will continue to develop. Of course,
depending on the current socio-cultural situation, they can take on
different shapes.

Every culture is based on religion since it influences every part of a
people's way of life and way of thinking. In the preliterate era, telling
stories as part of the oral tradition was the most efficient means of
transmitting cultural knowledge. The emerging storytelling customs,
such as chanting, singing, rites, and festivals, were then developed and
preserved more by the common people than by the ultra-rich. Thus, oral
tradition sustained the shared, recurrent, and egalitarian nature of pre-
historic societies and their religions. In the Indic part of the world, oral
tradition was as sacrosanct as the transmission of texts and writings in
the West. Whereas the Abrahamic beliefs are based on written texts, the
Indic ones share the commonality of oral tradition.

Oral tradition and Performing Arts

Oral tradition is information, memories, and knowledge passed down
through generations; it is not the same as testimony or oral history. In
general, "oral tradition" refers to the recall and transmission of specific,
preserved textual and cultural knowledge through vocal utterance.
While the performing arts include everything from vocal and
instrumental music to dance and theatre to pantomime, sung verse, and
more. They have a wide range of cultural expressions that reflect human
creativity and can be found in many other domains of intangible cultural
heritage.

Music is the most universal of the performing arts and is found in every
society, most often as an integral part of other performing art forms and
other domains of intangible cultural heritage, including rituals, festive
events, and oral traditions.

The teaching of classical music (Gayan- Vadan — Nritya) has been
primarily oral. The raga and its structure, the intricate nuances of tala
or rhythm, and the rendering of raga and tala as bandish or composition
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are passed on from guru to shishya by word of mouth and through direct
demonstration. There is no printed sheet of music, with notation acting
as the medium to impart knowledge. Similarly, in Indian classical
dance, the steps, movements, abhinaya, hand gestures, and dancing for
compositions depend on a teacher's ability to teach the disciple. They
are not found in written form. The guru directly teaches it in oral form
to a shishya.

The credit of constant development of this music goes categorically to
the system of oral tradition (Guru-Shishya Parampara). To acquire
correct knowledge of any form of lore, the best possible way would be
to understand through the agency of Guru-mukh, that is why this is
known as obtaining knowledge ‘Guru-mukhi’. It is an undisputable
truth that knowledge of music can only be acquired through direct
contact with the Guru because the music being a practical based subject,
books and notations etc. had proved to be unnecessary. Literally, the
ancient Guru- Shishya Parampara only, has made Indian music
prosperous and accomplished.

Discussion

The practise of receiving, preserving, and passing down cultural
material verbally from one generation to the next is known as oral
tradition. Folktales, ballads, chants, prose, or poetry may all be
transmitted orally or musically. In this way, a culture can pass down
oral history, oral literature, oral law, and other types of information to
future generations without the need of writing systems or even in
conjunction with them. In ancient India, the transmission of folklore,
mythologies, music, chants, prose, or poetry preserved with precision
with the help of elaborate mnemonic techniques.

We cannot ignore the significance while discussing Indian literature,
art, and culture. India's art, philosophy, and spirituality have all
contributed to the culture's richness. The Guru is defined as the God in
Indian philosophy. The Guru-Shishya Parampara has always been an
essential component of education in the traditional Indian culture. Gur
was the only source of knowledge in ancient India. It is said that
everyone who wanted to learn something about anything in the past had
to visit a gurukul. Gurukul was the place where the Guru lived. The
Shishya had to live the same place for a fixed time like- 2-3 years. In
Gurukul, the Guru developed techniques for listening, memorization,
and recitation of their knowledge while maintaining exceptional
accuracy across generations.

In ancient period education depended upon the Guru. There was no
syllabus and neither there was any provision to write the notations they
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have learnt. The student would attempt to emulate the Guru's
presentation in the same manner. The practical aspect used to be
weighted more heavily in earlier times. Although the practical wing's
regulations and fundamental principles were upheld, the system did not
place much emphasis on intellectual development, and only students
who met the requirements of the Guru-Shishya Parampara may
graduate.

Indian art, culture, and literature are unmatched in their competence and
dedication to learning. Without a doubt, the Oral Tradition system
deserves credit for its ongoing progress (Guru Shishya Parampara). The
disciples received all the information that the guru had acquired through
his own personal practise, experimentation, and hard work. Instead,
based on the same principles, all that the devoted disciples learned from
their Guru was preserved, polished, and used in practice and
experimentation, which helped it to grow and flourish. The finest
approach to get accurate information about any knowledge is through
oral tradition (Guru-mukhi vidya), which is why this method of learning
is referred to as "Guru-mukhi" or “oral tradition.”

Conclusion

The growth of Oral Tradition in Indian Culture and Performing Arts has
reportedly been continuous because they have kept oral traditions alive.
The oral tradition system has received a lot of attention, which is
understandable considering how important it is and how difficult it
would be to acquire Indian art, culture, and literature without keeping
in mind the oral tradition, also known as Guru- mukhi vidya. That does
not mean there is no scope to do new experiments and inventions; in
fact, they have always been a part of this. But all these were always
inside the boundaries of the ancient tradition.
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The richness of any Nation depends on its culture and tradition, which
can be scaled and determined by its geographical, social and spiritual
forms. Each state has its own religion, language, caste, and traditions or
social beliefs, which can be traced through the historic journey of the
culture of that state.

If we see the Indian civilization, the word Bharat has originally come
from Bharat-Varsh which later on came to be known as Bharat khand
and then Bharat desh. It is always seen that there is an influence of other
cultures in every civilization; thus a vast difference is seen in the ancient
India and the present India. In each civilization there is a specific place
and work distribution of Male and Female, as they are connected
through social, family and spiritual values.

With the changing time and the mutual exchange between cultures of
different civilization there is a change in the form of any civilization
which is reflected through the art forms. In Literature, Painting and
Sculpture of any civilization the female is shown near the God; she
might be shown dancing or singing, or also be shown as a servant
completely dedicated in her services. This is basically a form of temple
servant or God servant involved in worshipping, presently known as
temple worship.

The tradition of dedicating female for the worship or puja is as old as
the human civilization and is seen in almost all the civilizations of the
world. In India such women are known as Devadasis, whereas this
tradition or custom is seen in many countries and civilizations like
Greece, Rome, Egypt and other ancient civilizations, though there the
women are known by different names.

Over the years, devadasis have undergone many changes in terms of
nomenclature. Their addressal as devadasis was mainly followed in
Southern India, while they were called naikins on the west coast and
often designated as nautch girls, tawaifs, nautchinis or nautchwalis in
Northern India. As a metaphor of embellishment they were an
auspicious part of the temple rituals.

This dance's original name in Tamil Nadu was Dasiattam, and the word
"Kuttu" (Koothu) means "the dance of the Dasis". Before the demise of
the Devadasi cult in the 19™ century, Dasiattam, the dance of the
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Devadasi, gained popularity in those periods. The Devadasi system has
endured for many centuries in south India. These devadasis were mostly
well-trained in classical dance and its skills, who were employed by a
patron from a royal dynasty or a wealthy local to enjoy a luxurious
lifestyle. Due to key historical turning points, the traditional devadasis'
status as respected members of society altered, and when it was made
illegal throughout India in 1988, the situation changed. To avert the
backlash against it, the administration outlawed temple and court dance.

As divine dancer and harbinger of auspiciousness, the devadasi was the
devotee's conduit to god. She was in a sense the high priestess, endowed
with powers to sanctify everything she touched. While ancient queens
are supposed to have been brave warriors, and even scholars, the truly
evolved and educated women emerged with the Bhakti movement of
medieval India. They were the devadasis. They were the women of
pride.

Devadasis were knowledgeable in Shastras, Sangeetha, and Sahitya
(literature). They were complete artists since they were familiar with
several alankara Shastra-based art styles. When Devadasis danced in
temples for major events like worshipping and honouring God,
"Nattuvunars" from the "lIsaivellar" community played music in the
background.

In addition to frequently serving as the repository of money and land,
the devadasis in particular and their group as a whole had great respect
in society. Devadasis were also reputed to have higher levels of
education than other females. For instance, devadasis were a significant
portion of the literati of Andhra Pradesh. They would converse and
collaborate with poets from higher castes to interpret their literary
creations and communicate their meaning using the technique known
as abhinaya, which entails guiding the audience towards an emotional
experience (bhava) of a mood (rasa). Their practice of the Guru-Shishya
parampara led to their mastery in a variety of subject areas, from
literature to mathematics.

Sadir or Bharatanatyam was historically practised by Devadasis, who
learned it from their mothers and performed it at temples. Until other
people arrived on the scene, they kept the catena of sustenance to
themselves. While the majority of women at the period lacked
economic power, Devadasis were financially autonomous and self-
sufficient. The boys of Devadasis became Nattuvanars, musicians, and
dance instructors, while the girls followed in the footsteps of their
mothers. The majority of them were illiterate and lacked access to
literary works about the arts. Some families, on the other hand, clung
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tenaciously to the theoretical foundation and established a standard for
both the theory and practice of music and dance.

The teaching method is one aspect of the traditional community that
needs special consideration. They had a comprehensive viewpoint, and
the goal was to mould a dancer into a well-rounded, whole artist. The
parampara family's members might do numerous duties. Dancers can
sing for other dancers, singers can perform nattuvangam, nattuvanars
can play instruments like the mridangam, and so on. From generation
to generation, the oral tradition was passed down. This meant that
everyone remained as a family, with each member having a certain duty
or place. Because of the way that such teaching and performing were
structured, the information was only shared inside this small group.

Devadasis who performed the ritual dances had to be thoroughly trained
in order for the ritual's effects to be beneficial to both monarchs and
common people. There are several temples, such as those in
Badrachalam and Cheyyur, that are well-known for their devadasi
dance rites.

The extensive array of ceremonial songs and dances offers us a
wonderful indication of how far the function of the devadasi had
progressed. Gitam, Varnam, Kirtanam, Kriti, Padam, and Thillana were
the many musical genres. Churnika, Ashtaka, Venpa, Kalitogai, and
Viruttam, with its variants Ammanai, Vannam, and Ula, were among
the literary forms sung. Each event called for a certain kind of song,
which musicians and dancers had perfected. For instance, devadasis
sang the Lali, Nalangu, and Oonjal songs as the ther of the god entered
the temple after completing its ceremonial procession down the four
nearby streets. These lullabies were meant to rejuvenate a weary "Lord"
after he returned from a hunting expedition. The dance training for
devadasis began with the Sadhaka puja. She didn't wear ankle bells for
this event; instead, she donned new garments and plaited her hair with
flowers in it.

The Gajje (an anklet of bells) puja was held to commemorate the
dancer's first level of mastery at least two years after training began but
before puberty. This was often done in the silambu koodam, the guru's
official school. They asked Vidwans to judge the girl's skill. The girl
received the bells, placed them at the guru's family altar, and then
caressed the guru's feet in the traditional namaskaram. The guru and the
more experienced dasis helped her wrap the bells around her ankles,
and she soon started to perform. She might continue studying more
complex dance moves, such as abhinaya, after receiving the elders' and
vidwans' present consent.
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The Sadanku ritual signalled the start of puberty, a turning point in a
devadasi's public existence. It was the main ceremony that highlighted
her maturation as a lady, dancer, and eventually temple employee. A
devadasi usually sought a Brahmin patron because of the sophistication,
education, and aesthetic understanding the connection would bring to
her family history, which was well-known.

The guru who had a significant impact on the devadasis' professional
lives was always selected from a different family. Practically all
significant issues, especially those pertaining to the arts, were discussed
with him. Typically, the dancer's brothers and uncles worked as
accompanists. They either played the flute or the mridangam. The
young ladies were to be accompanied by the uncle, who was also to
serve as a liaison between the dasi and her patron. Through oral
tradition, they taught devadasis to dance at temples as a part of the
everyday and celebratory ceremonies.

The guru, also known as the nattuvanar, entirely controlled the ladies.
His knowledge placed him in a position of authority. On crucial family
matters, he and his kin, the Nadhaswaram vidwans, were revered and
sought for. They became a household need and were referred to with
respect as "Mama" (uncle) or "Anna" (elder brother). The gurukulam
was a committed partnership between the dancer and the guru. The
ability of a certain nattuvanar from a renowned school or tradition
(parampara) may have a direct impact on the student's style (bani or
vazhi) and affect her "market" for dance performances. Each guru not
only created a standard repertoire but also expanded it and taught his
students unique dances using his ideas. The name of the guru's ancestral
village appeared on the labels of certain styles. This is how a dancer in
the Thanjavur or Pandanallur styles established a successful career.

There was severe discipline between the guru and the disciple. In
addition to a daily schedule of physical activity and practice in the
silambu koodam, the training procedure included language and music
lessons. This tight relationship between the teacher and the pupil was
exclusive. Dance and music were passed down orally, and the gurus
kept their secrets closely guarded. They established a rigid rule
prohibiting the dancer from instructing anyone and from seeking out
another guru. Many dancers broke the latter regulation. They
occasionally paid a steep price for this breach since the new guru would
force them to restart their studies at the beginning and put years of their
performance career on hold.

The gurukulam had one benefit in that it promoted interaction between
students of different ages. Children watched their elders practice
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beginning at age two or three, and as a result, they actually lived and
breathed music and dance. The chosen ones were those who had the
privilege of studying and dancing in the rigid silambu koodam. Even
among these, the chosen ones had a pleasing appearance, the right body
type, and a palpable "feel" for dance. Sometimes gifted girls were
adopted for training in music and dance, securing the family's financial
prospects.

The sensuous elegance and charm of a dancer's entire person were
considered to have a role in her ability to perform abhinaya. In order for
the emotional and sensuous realities of life to be imparted, her abhinaya
"made the deity fall in love with her, no one else, and demanded on her
side an experience of life and living". Her artistic personality's
development under the guru's guidance became a significant aspect of
her training. She was taught to enchant and fascinate her audience from
an early age. The goal of this drawn-out process of a dancer's
talent's development was to lure both audiences and patrons.

The dancer had to submit to the guru's authority since she needed him
to organize her performances. In many cases, the gurus abused and had
power over the dancers. The youthful dancers were concerned about
offending the guru. They thought that the guru's curse may bring them
bad fortune. There seems to be an unspoken understanding that the guru
would get all of the money the dancers made. While the dancers were
taken care of by their sponsors, it's likely that the gurus believed that
this was their sole source of income.

To refine the dance form we know today, Dasiattam underwent a
continual process of reformation and improvisation. Sadir mostly
emerged in the 18" century. This specific style was mostly supported
by the Tanjore Maratha. Dasiattam was raised to produce a brand-new
kind of Sadir. Sadir did not exist in the 16" century, although Dasiattam
was quite common among Devadasis. Therefore, Dasiattam was first
supported by the royal sponsors of that time and afterwards developed
in their own unique fashion.

Dasiattam originally developed as a bardic dance style in which the
dancers were assimilated into the Sanskrit Courtesan elite. Most of
them were skilled in a variety of singing and dance styles, with little to
no relation to religion. Temple dance was not introduced until the
Pallava and Pandya era, which lasted from 350 to 600 AD.

The Nayaks of Thanjavore or Tanjore, like other kings, took a great
interest in Dasiattam and promoted its legacy. The majority of the
literary material demonstrates that numerous devadasis were protected
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by monarchs like Achhyutappa Nayak. The devadasis were mostly
skilled in temple ceremonies and had training in dance and music. The
devadasis, who were traditionally associated with temple ceremony,
were more interested in performing arts at this time. From Tanjore's
temples, they had eventually made their way to the royal courts. We can
see that court culture predominated throughout the Vijayanagar period,
and the Nayaks also carried on the tradition.

It is said that the Nayaka era is when Sadir Natyam first appeared. The
name "Caduru™ is a Telugu word used during the Nayaka period that
also implies a "Sabha™ where a dance performance used to be done at
social occasions, according to Sri. T.S. Parthasarathy, the renowned
musicologist. The tradition remained in the Maratha Kingdom as well.

The devadasi system was also supported by the Chola Empire. Under
Cholas control, the aggressive, ardent movement of Hindu devotion
evolved and merged. Numerous inscriptions claim that the
Brihadesvara temple supported 400 dancers, together with their gurus
and orchestras. The devadasi was joined by nattuvanars while she
performed. In the service of God, dancers of both sexes were employed.
These Nattuvanars allegedly used to instruct Kuntavai, the Chola
Princess. As the Chola Empire flourished, more and more temples were
constructed, which led to a parallel increase in the devadasi worship.

As a result, the nattuvanars were treasure troves of information, not just
theoretical or learnt from a book, but with a legacy of actual approach.
They were intuitive teachers because of their racial memory and
cultural matrix. Both what they said and what they omitted from saying
affected the way they taught their students. During the fledgling stage
of Bharatanatyam in this century, the nattuvanars were highly sought
after as the reservoirs of centuries of collected wisdom and expertise.
They developed into invaluable mentors for the ladies from the so-
called "good families", who were learning this craft for the first time
with no prior training or exposure. Thus, there was no other source of
access to the art outside this one-of-a-kind repository of an oral heritage
that could only be passed down via practice.
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What does ‘oral tradition’: According to Cambridge Dictionary,
Oral tradition is a system for preserving a group’s beliefs, customs, and
history, in which parents tell their children about them, and the children
tell their children, and so on.

What is Folk-art: Folk-art as a visual medium does not have a unique
definition but generally consists of all forms of visual art delivered in
the context of an existent society within a particular geographical and
cultural niche. In this manner, folk-art caters to local tastes and needs,
is reflective of the way of life and culture in a community, and
provides tangible and intangible forms of art with distinctive styles
and objects that stand removed from other cultural developments of
their time.

Folk art is an integral part of India's rich cultural heritage, and it
encompasses a wide range of traditional forms of art and expression,
including music, dance, storytelling, and craftsmanship. These art
forms have been passed down from generations to generations through
oral traditions, and they reflect the cultural diversity, values, beliefs,
and practices of the communities they originate from. The oral
tradition in folk art is a means of preserving and transmitting cultural
heritage, and it plays a crucial role in the evolution and adaptation of
these art forms.

India has inherited a pre-Aryan culture which is reflected in the folk
art. Different religions, sects and beliefs have co-existed throughout
Indian traditional life. Cults like Tantra Shakti, Vaishnav, Buddhist
are very important in the life of folk artists. The rural society's needs
for art and craft objects are supplied by the local artists and craftsmen
which are mainly of three types viz ritualistic, utilitarian and
individualistic.

There are many kinds of ritualistic folk an like Patachitra,
Pichuai,Alpana, Kolam etc. Decorative wood carving, embroidery,
basket work, earthen ware etc. are among the typical utilitarian folk
art. These are made by rural artists without any formal training, and
most of these designs are repeated by generation after generation. For
example, there are hardly any change in the motif of terracotta toys.
Those were also made in Harappa five thousand years before. Some
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folk artists attempt to experiment with new forms from time to time
and create an individualistic type of folk art. These artists develop a
new style within the old format. These innovations are to be found in
the motif of Madhubani painting, Kantha design and Kalighat Pata
Chitra.®

KANTHA STITCHING

Title Kantha from Bengal.

Artist Unknown

Style Kantha Stitching

Medium |Embroidery on silk with colored thread
Period Contemporary.

General Description

Bengal has a delightful folk tradition of embroidery and quilting
known as Kantha. The Kanthas are made of discarded sarees and
dhotis. These are sewn together to make it thick. Kanthas are generally
made by the women of all classes in Bengal, particularly the old
women. They use their spare time to sew these Kanthas by colored
threads from the border of old sarees and are stitched along the border
line and the surface is filled with various designs. Quilts, wedding
mats, bags and wraps for mirror and jeweler were all quilted and
embroidered.

Motifs and designs are taken from rural landscapes, ritualistic
activities/purposes(mandala), objects from everyday life. rural
festivals. circus entertainers and even historical figures such as Queen
Victoria to Lenin. | he motifs on these Kanthas make it clear that the
folk women were mostly illiterate but had keen power of observation
for day-to-day happenings around them.

The enlisted Kantha is a saree which is stitched in a typical traditional
style and technique. The motifs are stylized forms of animals and
human figures. The base pink color of the saree is done in chain stitch
with various colored threads like o]
white. green, purple, red, brown.
yellow. grey and black.

A king like figure is sitting on the
horse with an umbrella in his hand.
Some stylized forms of birds and
bees are used as motifs. lhe influence
of Kalighat Pata Chitra is very clear
on these motifs.
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The oral tradition in Indian folk art is a unique aspect of India's
cultural heritage, and it is characterized by the transmission of
knowledge, techniques, and stories from one generation to the next
through verbal instruction and observation. The traditional method of
teaching folk art does not involve written documentation, and the
techniques and stories are passed down orally from the elders in the
community to the younger generation. This ensures that the rich
cultural heritage of folk art is not lost and is preserved for future
generations.

Folk artists of India beautify the objects of use and the surroundings
of their dwellings like floor, wall, courtyard, etc. There are many kinds
of folk arts in India, like painting, sculpture, toy, costume, utensils,
furniture, etc. Almost every village of India has its own style of folk
arts. Among these, some are very popular and well known, for
example, Kalamkari, Kolam, Madhubani, Kalighat, Phulkari, Kantha
and many more. Kolam is floor decoration while Phulkari and Kantha
are embroidery on cloth. Mahbubani, Kalighat, Kalamkari are famous
for paintings. The artists use the same motifs and designs generation
after generation. The Phulkari artists use geometrical design. The
Kolam painters prefer different objects from nature and Bengali
women like to use human and animal figures as motif on Kantha One
of the significant features of Indian folk art is its diversity, and it
reflects the rich cultural heritage and diversity of the country. India
has several folk-art forms, each originating from a different region and
having its distinct style, techniques, and stories. Some of the popular
folk art forms in India include Mahbubani painting from Bihar,
Petechiae from Odisha, Warli painting from Maharashtra, and Patti
from Kerala. The diversity of folk art forms in India showcases the
rich cultural heritage and creativity of the communities.

KOLAM
Title Floor painting with ""Kalas™
style Kolam

Artist  |Unknown house wife

Medium |Rice pastes and pigments

Period 1992

Site A locality near Thanjavur in Tamil Nadu.

General Description
Floor decoration is one of the most popular forms of art in any culture
all over the world. This is also to be found in every part of India in
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different medium like Alpana,Rangoli, Kolam, Saujhi etc. Kolam is
the most immune part in the cultural and religious festivals of South
India. During Pongal and other festivals, this decorative art work is
done on the floor in front of the house and on the space before the alter
of the deity. Kolam, like other floor decorative arts of India, is a
symbol of fortune. Designs and motifs are tadeonal in nature am these
are both floral and geometrical forms. The floor should be wet or
moist by sprinkling water on it, dry coarse ground rice flour is held
between the thumb and forefingers. The hands keep on moving while
the rice powder is rubbed to release on the floor along the
predetermined design. It is very important to continue the drawing as
long as possible without any pause. This fluency of line is achieved
by the artist only from experience. Young girls learn this from their
mother and grandmother. Besides the symbolic value of these motifs,
it expresses a very interesting meaning of life also. Rice powder is
readily available. It seems to feed ants to show one must take care of
other forms of life too.

This Kolam is being painted by a house wife. It shows the freehand
drawing skill of the Mist. There are different symbolic forms like
pitchers, lamps and coconut trees. All tirse are integral parts of Indian
rural life. These designs {re basically in geomatical format and with
very bright colors like Red, Orange, Blue, Yellow and Pink. @

The oral traditions in Indian folk art form an essential part of the
training process of the artists. The traditional method of training
involves learning techniques and stories through observation,
repetition, and verbal instruction from the elders in the community.
The community plays a vital role in the preservation and transmission
of the art form, and the artists are expected to follow the teachings of
the elders diligently. The elders impart not just the technicalities of the
art form but also the cultural and spiritual significance behind the
movements, expressions, and gestures.

The traditional method of teaching folk art ensures that the richness
and authenticity of the art form are preserved. The oral traditions in
folk art also provide the opportunity for the community to personalize
the training and tailor it to the individual needs and abilities of the
artists. The elders can modify the training based on the artists' progress
and incorporate new techniques and stories that are relevant to the
times. This adaptability of the oral tradition method has helped folk
art evolve and keep pace with changing times and societal needs.

One of the critical elements of Indian folk art is the importance of the
community's role in the preservation and transmission of the art form.
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The community plays a vital role in the training of the artists and
imparts not just the technicalities of the art form but also the cultural
and spiritual significance behind the movements, expressions, and
gestures. This personal touch in the training process helps the artists
develop a deeper connection with the art form and understand its
significance in a broader cultural context.®

The traditional method of teaching folk art has its advantages and
disadvantages. One of the advantages of this method is that it ensures
the preservation and transmission of the cultural heritage of the art
form. The oral tradition method allows the elders in the community to
personalize the training and tailor it to the individual needs and
abilities of the artists, ensuring that the training is relevant and
effective. This method also helps the artists develop a deeper
connection with the art form and understand its significance in a
broader cultural context.

On the other hand, one of the disadvantages of the traditional method
of teaching folk art is that it can lead to a lack of uniformity and
standardization in the techniques and styles of the art form.
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Abstract

This paper examines the relationship between politics and tradition of
Orality through medium of the epic of Mahabharata. The nature of
current research article is exploratory and interpretative where
secondary sources have been referred on certain places by the
researcher. At the end of this article one can see the possible
interpretations of Politics of Orality through the particular reading of
the tradition of Mahabharata.

Keywords: Exploratory, Mahabharata, Orality, Politics

Introduction

In the oral tradition one can find distinct forms and ways to understand
the nature of knowledge. It may includes the different forms of story
telling, music, dance that belongs to various regions. Though the
knowledge system of a particular region would be analysed on the
potential and efficiency of certain examples of oral traditions exist in
their region.

Since the focus of this paper is primarily lies in three different areas
(tradition of Orality, the Mahabharata and Politics) and their possible
relationship, one can get a new insight that may shape discussion in
against to status quo mode of understanding of Politics of Orality. The
initial part of this chapter attempts to highlight the oral nature of the
tradition of Mahabharata. Further in this paper, its specific relationship
would be analysed with other variables mentioned above.

Indian Classical Epic: The Mahabharata

The text of Mahabharata is most voluminous from the other classical
Indian texts that comprises around lakhs of verse. However it is
considered to be the text of Smriti tradition, where several narratives
and parts have been interpolated with course of time by different
writers/narrators.

Though later on its various literary forms/manuscripts also become a
matter of politics but the degree of politics in oral tradition of
Mahabharata has a unique place. A.L. Basham in The Wonder that was
India (1954) highlights the intellectual tradition of Ganga Yamuna
doab, the core region of Mahabharata. In ancient India, an oral tradition
was maintained, especially in Ganga Yamuna Saraswati region, for
comprehending, examining and preserving crucial knowledge

255



THEF GG (M1 R) ISBN: 978-81-956774-5-0

traditions. It seems, certainly attempt were made to understand the
knowledge system through the mode of Orality. Prof. Kapil Kapoor
argues that the oral texts were constituted to facilitate memorization as
they had to be stored in the mind and transmitted orally, from the Rg
Veda dialogues to Upanishadic narratives of Naciketa and Satyakama,
to Mahabharata. He contends that the inherited learning not only
developes in the traditional centres, but vibrates in the mechanisms of
transmitting the tradition, such as katha pravachan and other popular
cultural and social practices.

The original story of the Bharata war was probably composed by
charioteer-bards known as sutas, who generally accompanied the king’s
entourage to the field of battle, and composed poems praising their
feats in war. These poems were transmitted through oral mediums.
Some of the lines in the epic such as, “Eight hundred bejewelled sutas...
praised him”, and “Singers, gayanas, those skilled in tales... dancers
and reciters... stood praising him, as did the sutas”, assert the fact that
the story of the Bharata war was once an orally circulated composition
of the sutas.

In this context one shall focus on the possible relationship between the
text of Mahabharata and the notion of orality along with the politics of
orality.

Politics, Oral History and Politics through Orality

Politics is the field of conflict and consensus, where a group of people
interact and deliberately wants to make decisions for a good life. The
relevance of politics through the medium of oral tradition would be
interesting to discuss.

Oral cultures place their attention on external events shared with the
group: speaking, singing, shouting, conforming. The result is a feeling
of immediate, embodied experience. It is a communal present moment
that holds you in the hypnotic embrace of surrounding sound waves.
Spoken words unite groups, but emotions rather than facts can easily
carry the day. Orality works very well for controlling people. However
the process of Orality in a way creates a set of spaces where politics of
conflict and consensus can be viewed thoroughly. In Indian knowledge
systems, consensus and accomodation is considered more appropriate
that shapes the field of politics.

It is in this context politics of Orality become crucial to be discussed.
The tradition of Mahabharata itself is based on the oral narratives and
stories infused in its text with the development of time. How the politics
of Orality is important and it shaped the interpretations of the
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Mahabharata in several unique ways. In Shruti and Smriti tradition of
Indian knowledge system, we find examples that focuses on the spoken
words and the essence of memorizing them. The text of Mahabharata
itself is considered as a prominent example of oral tradition because it
has been narrated by one person to another. Mahabharata is a brilliant
example of this oral tradition down the ages. Sage Vaisampayana,
disciple of Vyasa, recites Mahabharata for the first time to King
Janamejaya at his sarpasatra in Takshasila, modern Pakistan. Later at
Naimisaranya, on the banks of the Gomti river near Lucknow, it is
narrated by Ugrasravas, showing how the epic was stored, memorized
and transmitted orally during different periods in history. During a
conclave of sages headed by Saunaka, at Naimisaranya, Ugrasrava
Sauti, son of Lomaharsana, again narrates the entire Mahabharata.

Orality strengthen the identity of individuals and recognise their ability
to think about themselves in their own way. It leaves no space for
domination of powerful over vulnerable or marginal section. Here one
can see the role of folk culture that shaped the foundation of
understanding politics. This process of individualising the
narratives/history (Sircon,1991) become the basis of Politics of Orality,
which further outlines the conflicts and consensus among different
individuals/communities. Moe Meyer talks about, for example how
dance as oral poetry represents some political dimensions of a particular
region, people or identity (Meyer 1995). Craig Cooper’s book on
“Politics of Orality” presents tensions and controversies of the societies
that transforms from oral to literate culture. It is in this background one
can certainly see the evolution from oral to literate society make
influences to the politics and at the same time get affected by politics
of the time (Cooper, 2007).

However the process of Orality in a way creates a set of spaces where
politics of conflict and consensus can be viewed thoroughly. In Indian
knowledge systems, consensus and accommodation is considered more
appropriate that shapes the field of politics. Orality strengthen the
identity of individuals and recognise their ability to think about
themselves in their own way.

In all over the world there are numerous versions of the Mahabharata,
despite of common themes, they do comprises several interpolations.
For example As one reads the Bheel Bharatha (Compiled by
Bhagwandas Patel), one is amazed by the directness with which the
tribal mind perceives the truth. The most enlightening essay, which
must be read with Satya Chaitanya’s, is by C.N.Ramachandran on the
Bheel Bharata and two oral versions, the Janapada Bharathaa Kathegalu
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and the 36000-line Janapada Mahabharatha, current among the tribals
of North Karnataka and the agricultural communities of South
Karnataka respectively.

Conclusion

The phenomenon of ‘Politics of Orality’ Provides an interesting
framework to analyse the oral tradition of the Mahabharata. From these
discussions it becomes quite clear how the vernacular, folk and oral
versions get influenced by local socio-religious, anthropological and
economic customs and myths. All the vernacular Mahabharatas
discussed depict the female protagonists as independent, dominant and
empowered. The so-called anti-heroes and comparatively minor
characters of the epic become heroes in these versions. Also, social
relationships which are considered taboo in epic society become very
acceptable.

It would be justified to argue that Politics of Orality in a way facilitates
options to the scholars who might be interested to carry forward the
interpretation of Politics as a consensus/cooperation based field of
actions. Therefore current paper focused on the Mahabharatic relevance
of oral tradition and relevance of the oral tradition to the
Mahabharata simultaneously. It certainly provided an insight to the
debates of politics of orality, where the multiple streamlines could have
been accommodated to understand the true notion of politics.
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Sri Lanka this small island was known in early Tambapanni, Taprobane,
Sinhaladib, Ceylon and finally Sri Lanka.

It is an island nation in the Indian ocean located between the locative
sea in west and the Bay of Bengal in east. The island situated about 30
km south east of the southern coast in india. Colombo is the capital city
and official and national language is Sinhala. Population about 21
million with about 74% Sinhalese and 26% of others. There are several
religions in country but most of the people are Buddhist. The earliest
civilization of Sri Lanka dates back to 30000BC to pre historic stone
age. The succeeding early Iron age village culture ¢.1000 BC,
introduced the use of metal domesticated plants and animals and house
hold crafts. The early historic period witnessed the arrival of Buddhism
and long distance trade and the establishment of inland and Port cities,
monasteries, intensive agriculture, water management aesthetically
beautiful gardens and monuments. Spectacular works of sculptured art,
architecture, and learned texts were produced from the middle historic
period.

It has a great culture with an ancestral civilization. Tradition of Sri
Lanka has been developed since prehistoric times. prehistoric drawings
in tantrimale, Billawa caves show heeling rituals pertaining to daily
routine. Dance and music are an integral part of the culture and the
dance history goes back to the period of king Ravana.

In the search for the facts of how the dance art existed in the society that
lived from that time until now, although there are evidences of the art
of dance after the arrival of King Vijaya in the country, there are no
written or other archeological evidences, but only the evidences that are
read through oral generations can be pointed out.

Although it has been pointed out on archaeological grounds that the
people of Sri Lanka have existed since the past about 35 years ago, no
evidence is presented as to how the art of dance existed together, but
cave inscriptions such as Kuthulgala and Batadobha provide
information that developed groups of people lived in this country.
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Sources that are helpful in building factors on the evolution of dance art

in Sri Lanka can be stated as follows:

*  Oral traditions

* Legends Archaeological evidence - Paintings ,Sculptures ,Copper
plates Inscriptions Tamplipis Tablets

*  Contemporary literature - Kavisillumina Camps Customs Sandesh
Poems Syabas Names

*  Chronicles - Mahavamsaya Deepavamsaya Chulavamsaya

Based on the above sources, although the development of dance art in
Sri Lanka can be identified, considering the events that happened in the
past where there are no such factors, it can be assumed that there may
have been different ways of behavior in the population groups of Sri
Lanka.

The documents containing the longest description of the Anuradhapura
era are believed to be Mahavansa written by a Mahanama Thera of the
so we do not find any written documents before that because this book
is written after the arrival of King Vijaya.

Some of the information mentioned in the Mahavamsa is said to be
known by the Mahanama Thero through word of mouth. In the period
before King Vijaya, it can be stated as a factor that in the Ramayana
written by an Indian sage Valmiki, the skillful King Ravana in Lanka
had skills and abilities that written about.

Belief in the dead is a characteristic of the tribal societies. One of the
tribes in Sri Lanka also had rituals of worshiping the dead, where
various movements were performed according to various sound
offerings and instruments, and they had Tandava characteristics.
Different forms and beliefs can be seen in this country and can be cited
as the factors that led to the creation of dances based on the Naga tribes.

While constructing the Sri Lankan art and tradition Indian influences
were the main inspiration source. Sri Lanka being situated at the
southern tip of the Indian sub-continent, because of that it was more
possibilities that cultural and social elements could flourish. History
shows that island and its people start with the Aryan migration from
India. King Vijaya and his seven hundred followers from North India
landed to Lanka in the 6 th century BC.

In the grea chronicle of Mahavamsa it is said that when Vijaya landed
on the Lanka he heard music and drum beats . A wedding was in
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progress in yaksha society and there was much merriment.it can be
assumed that a music tradition would have been even before the arrival
of Vijaya. Mahavamsa mentioned that during the period of king Pandu
Abhaya, people used to worship Chitharaja and Kalawela demons and
there were temples built for them.

According to traditional Sri Lankan chronicles, Bhuddhism was
introduced in to Sri Lanka in the 4" century BCE by Venerable
Mahinda, the son of Indian emperor Ashoka during the reign of Sri
Lanka’s King Devanam piyatissa. That was greatest social event in the
Sri Lankan history.

During this time bodhi tree was brought to Sri Lanka by Sangamitta
there, the daughter of Emperor Ashoka and founder of and order of
Buddhist nuns in Sri Lanka And he created the strongest link for Aryan
influence on the people. More Aryan way of life entered with the arrival
of 16 artisan groups of painters, craftsmen and musicians the
deputation.

Tradition developed through the early administrative era. The oldest
kingdom of the early administrative era was the Anuradhapura
kingdom. During this period south Indian pressures as Lamba Karna
Moriya, Pandya’s pal lavas cholesterol affected the country During
Polonnaruwa era more south Indian pressures of the Pandyas and cholas
entered the society. Dambadeniya ,Yapahuwa , Kurunagala eras also
showed more significant south Indian influences.

As per mythology Ravana, the villain of great Hindu epic Ramayana
was the ruler of Lanka during he lord Rama's time. In many depictions
of ravan he can be seen carrying a veena.it is believed that he had a keen
interest in music and was a highly accomplished veena player. An
ancient string instrument known as a ravanahatha is found even today
in Rajasthan. Mythology credits this instrument as a creation of Ravana.
Also he was a devotee of lord Shiva . Some says he learnt Tandava
which is the complicated dance by God Shiva. He composed one divine
poem named “shiva Tandava stotram ““ to honour of God Shiva and also
performed on this poem.Cultural relations between India and Sri Lanka,
India has many varieties of folk dances and 8 classical dances which is
very rich. Previously it was one of the biggest countries of Asia because
of that all South Asian countries heavily influenced by India.
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There are three main classical dances in Sri Lanka. The Kandyan dance
of the hill country, The low country dances of the southern plains and
Sabaragamuwa dance. All the three classical dances influenced by the
cult of God vishnu in several fields and also folk cult of the Sinhalese
has close links with South India.

Goddess pattini has been worshiped in Sri Lanka since many centuries.
she is a symbol of fertility, prosperity and success. The people who live
in coastal and Central areas of the country called her goddess “ pattini"
and people who belong to North or North Eastern areas called her
goddess “ kannaki Amman". Goddess pattini came from south India as
a Hindu goddess but in Sri Lanka mainly Buddhists believe that the
goddess pattini as their Buddhist deity. In Sri Lanka goddess patting is
and important exception.

There are many stories about goddess pattini' s birth. She burned from
the variety of sources called water ( jala pattini) ,the flower (mal
pattini),the rock( shrimp pattini) ,the fire ( Gini pattini)the shawl (
orumala pattini) and the elephant’s tusk (Teda pattini) . These seven
forms are called “sat pattini" (the seven pattini)

Sri Lankan King Gajabahu 1 also worshipped this goddess and arranged
daily festivals for goddes pattini.more than India in Sri Lanka goddess
pattini cult has been developed. Today her involvement can see to be
visible in Sri Lanka. She is worshiped by the people who believe in her
power and who expects prosperity. Most of the Sinhalese worship her
as pattini amma or pattini maniyo. There are around 593 temples of
goddess pattini can be found in Sri Lanka.

Cilappadikaram is one of the earliest and great epic in Tamil literature
in Sangam period, written by illango adigal mentioned about the story
of origin of goddess pattini as a kannagi the women who fights for her
husband’s justice. Kannagi avenged her husband’s death by destroying
the city Madurai. This is the only book in Tamil literature that speaks
elaborately about dance.

According to folklore Sri Lankan King Gajabahu 1 was the first king
who introduced the religious festival every year of Goddess pattini in
island. Later other Sinhala kings also continued his custom and
tradition. The purpose of this festival is to attain good wealth prosperity
and shower the charming for the country.
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Goddess pattini takes prominent place in all classical dances (kandyan,
Low Country and Sabaragamuwa dance forms and the dance forms are
highly associated with the cult of goddess pattini. Every traditional
ritual with is dedicating to goddess pattini is almost same but it different
with each other by their way of presentation. IN Sabaragamuwa dance
tradition “ pahan maduwa" ( lamp ritual) is the main ritual which
attributes on goddes pattini by lighting many lamps. She also offered
by other popular rituals like Geemadu, Dance madu, Hellum madu
Marmaduke Devol madu and kirimadu. In all these traditional rituals
are held to obtain protection from disease good wealth for their
agricultural work prosperity and to get divine blessings from her.

There is another special ritual called “ Kolmura yagaya" which is
offered to goddes pattini. It presents thirty five poems names “ panthis
kolmura kavi" describing only goddess pattini through various
characters. Some Kolmura poems are presented as dance performances
while some of them of them are presented orally.

In Conclusion, it is evident that origin of goddess pattini is south India
but she is venerated by Buddhist and Hindu people in all over Sri Lanka.
While studying the Sri Lankan folklore it shows clearly that pattini cult
which had been originated in South India and now spread and
established in Sri Lanka. She is worshiped by the people who believe
in her power and who expects prosperity. There are around 593 temples
of goddess pattini can be found in Sri Lanka and can see people are still
worshiping.
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Oral tradition means preservation and exchange of information orally,
propagation of art, culture and religion. Far more than “just talking,”
oral tradition refers to a dynamic and highly diverse oral-aural medium
for evolving, storing, and transmitting knowledge, art, and ideas.

The oral traditions of the Great Lakes tribes have many characteristics
in common, including the role of the trickster. Because of their close
involvement with nature and the things around them in the forests, Great
Lakes people have oral traditions which involve many different
animals, many of whom had magical characteristics because of their
relation to the supernatural or to the culture hero. Great Lakes Indian
myths recounted not only the origin of the people, their clans, and the
world, but also were a means of emphasizing religious values, ethical
attitudes, and educational patterns. Like similar stories from other
cultures, some of these stories are considered sacred and can only be
told within specific contexts or to specific individuals who already have
the requisite knowledge to understand them and pass them on. For many
Native cultures, oral traditions which fall into the categories of
folktales, memorates, and legends can be told by anyone and can, where
appropriate, be told to and related by children and younger tribal
members. However, some myths can only be related by and to adults
who have reached a certain age and level of experience. In some cases,
particular myths can only be told by someone who is considered an elder
in that society. Because of these limitations, Native people carefully
guard some oral traditions, and thus they are not suited for presentation
to younger or public audiences. For instance, relating the creation myth
was an intrinsic part of the Midewiwin or Medicine Lodge rite by which
individuals were initiated into a healing religious circle and learned the
ways of that medicine society. By the very power believed to be
released through its telling, the creation story helped to heal, cure,
prolong life, and ward off evil. Because of its use in this special
situation, telling the creation story and other equally significant myths
in different settings may devalue their importance.
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In my opinion, looking at the example of oral tradition, the idiom we
use is the best example of oral tradition. Like , “vakhnayeli khichdi
daate vadagi”, “jagya tyar thi savar”, “ek na be thavu”, “sher ne mathe
Savasher”,”Badta ma ghee homvu”, “aag lage tyare kunvo Khodvu”
etc. So, it can be said that the customs that we have, is also an example
of an oral tradition. The stories of the Panchatantra are also an excellent
example of oral tradition.

Oral tradition served as the only available medium of communication
for building and maintaining communities and their institutions for
millennia prior to the development of writing, which is a very new
phenomena in the history of civilization. Furthermore, despite rising
rates of literacy, several studies from have shown that oral tradition is
still the most common form of communication in the twenty-first
century. Our oral tradition is very helpful even today. For example, even
if you have religious books, it becomes difficult to understand the
meaning of the book until you hear the story from the Saint or narrator.

| see oral tradition as a part of communication skills, Which shows our
personality. The human experience would not be complete without
communication. It aids in the development and maintenance of
interpersonal bonds. To comprehend each other's relationships with one
another better, we can express our thoughts, ideas, and feelings. It's
crucial because it gives those who might be unable to hear or speak an
opportunity to feel included in society. We can learn new talents
through conversing with people and paying attention to what they have
to say in return. We can develop as people, make decisions more
quickly, and fully express our creativity when we are able to
communicate effectively.

Today, if the written documentation is not combined with the oral
tradition, new students are not fully guided in art and they also lose
interest in art. Studies on oral tradition are now indispensable. The
complex of cultural practises from which texts openly or indirectly
derive and with which they interact are transformed in the co-textual
dimension. Even while the transmission of an oral literary work by
voice is crucial right now, without the aid of any other media or vehicle,
we still need to pay special attention to how the text's individual signs
are transmitted and recreated. Objects and embodiments, specifically
the physical form of graphic, visual, audiovisual, auditory, typographic,
electronic, digital, and analogous representations. The process of
moderation adds density; it democratises and sustains the oral literary
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form, forging deeper connections with a larger audience than a popular
one rather than being confined to that group.

I am here demonstrating a some of dance types that is passed down
orally one family head to next through generations.

1. Lathi Dance : Lathi dance is an extinct tribal dance of Gujarat.
In which tribals balance by standing on two sticks and dance together.
The balance of the body has to be specially maintained. And at the same
time it is necessary to have a strong body. This dance is performed by
both men and women. The stick used in this dance is made of bamboo.
Can stand on the knot in it. Today this dance has evolved into the game
of Madari.

2. Rajashthani Kathputali Dance : In this puppet dance, the actors
dance dressed as puppets. In which the traditional clothes of the Rajsha
are used, in addition to this, he wears the guise of a make up puppet.
Apart from this, hands and feet are tied with ropes. So that when the
artist moves his hands and feet, he looks like a real puppet. The people
of the migrant community of Rajasthan used to make their living by
performing this dance. But with the passage of time these people also
started their settled life so that the trend of this dance decreased.

3. Manjira Dance : Manjira dance is a distinctive form of folk
dance of the Padhar community of Bhalnalakant region. He enthralls us
with a heart-rending performance of rasas played solo with Manjira's
jingling music with precision and skill. In which manjira is tied on
different parts of the body and two manjira are kept in hand and
rhythmically played.

4, Many times traditional native dances are never written down.
They are just passed down through the ages. Explore some famous
dances with origins in oral tradition. Hawaiian hula is a native Hawaiian
dance with distinctive movements, instrumentals and chants. Polka is a
Czech peasant dance form. Square dancing finds its origins in 17th
century England. The Waltz was first practiced in Germany. Two-step
is a ballroom dance that mixes other styles with unknown origins.
Western line dancing is a mix of folk and square dancing. Round dances
of Native Americans work to bring communities together. Flamenco
dancing is centuries old with mysterious roots.
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Indian classical dance, also known as Shastriya Nritya, is an ancient and
rich art form that has beenpassed down from generations to generations
through oral traditions. The intricate movements, gestures, and
expressions in classical dance are not just physical but also tell a story,
convey emotions, and evoke a spiritual essence. The roots of classical
dance in India can be traced back to ancient Hindu texts like the Natya
Shastra, which is considered to be the foundational treatise of Indian
classical dance. This treatise outlines the principles and techniques of
classical dance andprovides a comprehensive guide to its performance
and training.

In India, classical dance is not just an entertainment form, but it is also
a medium of expression, atool for religious and cultural preservation,
and a source of national pride. Classical dance has its roots deeply
ingrained in the Indian culture, mythology, and tradition. The stories,
myths, and legends of ancient India are still brought to life through
classical dance performances, making it an integral part of India’s rich
cultural heritage.

The oral traditions in Indian classical dance refer to the passing down
of techniques, movements, expressions, and stories from one
generation of dancers to the next through verbal instruction,
observation, and repetition. The traditional method of teaching classical
dance does not involve written documentation, and the techniques and
stories are passed down orally from guru (teacher)to shishya (student).
This ensures that the rich cultural heritage of classical dance is not lost
and ispreserved for future generations.

One of the significant features of classical dance in India is the diversity
of styles and techniques.India has several classical dance forms, each
originating from a different region and having its distinct style,
techniques, and stories. Some of the popular classical dance forms in
India include Bharatanatyam from Tamil Nadu, Kuchipudi from
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Andhra Pradesh, Kathak from Uttar Pradesh, Manipuri from Manipur,
and Odissi from Odisha. The diversity of classical dance forms in India
reflects the rich cultural heritage and diversity of the country.

The oral traditions in classical dance form an essential part of the
training process of a dancer. Thetraditional method of training involves
learning techniques and stories through observation, repetition, and
verbal instruction from the guru. The guru-shishya relationship is
considered to besacred in Indian classical dance, and the student is
expected to have complete faith in the teacher and follow the teachings
diligently. The teacher imparts not just the technicalities of the dance
form but also the cultural and spiritual significance behind the
movements, expressions, and gestures.

The traditional method of teaching classical dance ensures that the
richness and authenticity of theart form are preserved. The oral
traditions in classical dance also provide the opportunity for the teacher
to personalize the training and tailor it to the individual needs and
abilities of the student.The guru can modify the training based on the
student's progress and incorporate new techniquesand stories that are
relevant to the times. This adaptability of the oral tradition method has
helpedclassical dance evolve and keep pace with changing times and
societal needs.

One of the critical elements of classical dance in India is the importance
of the guru-shishya tradition. The guru plays a vital role in the
preservation and transmission of the art form, and the shishya is
expected to have complete faith in the teacher and follow the teachings
diligently. The guru not only teaches the techniques of the dance form
but also imparts the cultural and spiritual significance behind the
movements, expressions, and gestures. This personal touch in the
trainingprocess helps the student develop a deeper connection with the
art form and understand its significance in a broader cultural context.

The traditional method of teaching classical dance has its advantages
and disadvantages.

Traditional art forms are subject to cycles of growth, decay, and
renewal. After centuries of beingnurtured in the temple and the court,
Indian dances suffered a reversal during colonial rule. They revived
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during the Nationalist movement to start a dance renaissance in post-
Independence India.

The classical arts have always been challenged by the dialectics of
tradition versus modernity. Now the argument is prefaced by the
mistaken notion that what cannot shake off the shackles of the past,
cannot adapt itself to the changed present.

At no point do our ancient texts, specifically the Natya Sastra, the
Indian Bible of dance, give cultural memory a place which ignores the
compulsions of the present. The very fact of continuity recognises
traditions as flowing streams from the past to the present to the future.
Our ancient integrated worldview, to quote Dr Kapila Vatsyayan's
book, The Natya Sastra, embodies a vision'concurrently at the level of
the physical and the metaphysical, the terrestrial and the celestial, the
purely biological and the psychical, the sensuous and the spiritual'.

Pluralism is the bedrock on which our cultural ethos is built. We live in
many ages and at differentlevels simultaneously. Just one visit to
Chidambaram during the Arudra Festival or to Ajmer to participate in
the Urs Festival at Salim Chisti's dargah puts the visitor in touch with the
intangiblesof this culture.

Like the icon of the Dhyana Dakshinamurti (the mediating Siva), these
remain an uncrushable partof the people's psyche.

The journey of the dance from temple and court to the proscenium has
meant change. Dances nurtured for years in interior areas are now seen
on the international stage. Change is inevitable and nobody would think
of traditions as frozen in time. But what direction change takes is the
main concern.

Exploring the dance for creating visual geometry, trying abstract works,
fusing different styles, fashioning classical movement and rhythms to
varied sound tracks are all part of the contemporary classical dance
scenario.

Today, dancers are pushing the classical forms to their farthest limits.
Many artistes still feel that space for originality and creativity can be
found within the conventional format, necessitating no compromise on
the preserved integrity of classical structures.
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One argument states that the fiercely individualistic dancer of the day
cannot find her/his ideal expression in the conventional repertoire of
lyrics fashioned for a patriarchal and feudal society. The counter
argument holds this to be narrow-minded approach, unable to
appreciate the poetic richness of our musical heritage.

Neither view is wrong. An aesthetic approach can make space for both
the structured (baddha) and the unstructured (anibaddha). The danger
to classicism comes not from differing views but from mediocrity and
superficiality. Change for the sake of being different cannot carry
conviction.

This book traces classical forms as they have journeyed from the past
to the present. In the process, the challenges a globalised society poses
to art are looked at. Curiously in the present context, classical dancers
are seen to be increasing while audiences are shrinking. The classical
dancer soldiers on nevertheless, waging an unequal battle against the
monolithic mega entertainment machine - television.

Many famous dancers do not find mention in this book, which mainly
looks at trends rather than individuals. Traditions are always in
transition and the classical dances in this book are viewed more in their
prescribed structures. The radical spin-offs have been kept outside the
purview of the book, for these would require the kind of space this book
does not accommodate.
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