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Inspiration from the Past- II

Ms Oindrila Raychaudhuri

In this part of the article I will examine the influence of the Indian Miniature on the later Indian artists in the 20th and 
even 21st century. I will show that some of these artists looked back to the miniatures with a purpose, while others 
were touched by the aesthetic experience, but the common thread has always been a concern for going back to 
their roots. 

In 1895, E.B. Havell, then Principal 
of the College of Art in Calcutta, 

started urging his students to embrace 
an Indian aesthetic by emulating the 
exquisite paintings made for Indian 
royal courts. He also persuaded 
members of the Bengal intelligentsia 
to collect, appreciate and copy Indian 
miniatures. Soon after, Ananda K. Coomaraswamy began 
his epic journey of discovery across North India, studying 
and acquiring the paintings that would form the core of 
his monumental Rajput Painting (1926). Like Havell, 
Coomaraswamy was searching for an authentically ‘Indian’ 
spirit in Indian art and he believed he had discovered it in 
the paintings made for Rajput courts. Unlike the Mughal 
paintings (which he dismissed as 
worldly and materialistic), these 
paintings seemed to him to be spiritual 
and other-worldly both in their form – 
that was abstract and stylized, and in 
their subject matter – which dwelt on 
myths and legends of Hindu gods and 
goddesses.

Abanindranath Tagore and Bengal School
The revivalist art movement that began in Bengal in the 
late 19th century runs parallel with the Indian nationalist 
movement, forming a series of bridges between pre- and 
post-independent Indian art.  The intrusion of European 
mores into Asia had its inevitable reaction in creating a 
pan-Asian sentiment, which, in the Indian Revivalists, took 
the form of a conscious effort to restore Asiatic aesthetic 
modes. The artistic themes that Revivalism championed 
were the ideals of the ‘spiritual’ and ‘transcendental’ as the 
essence of the Indian tradition.

The nationalist project in Art was 
led by Abanindranath Tagore (1871-
1951). Moving away from oil painting 
and subjects that were popular with 
the British and Indian intelligentsia, 
Abanindranath looked to murals from 

Ajanta and medieval 
Indian miniatures 
for inspiration, 
both for the subject 
matter as well as 
indigenous material 
such as tempera.  He 
sought to develop 
an indigenous, yet 
modern, style in art in 
response to the call for 
‘swadeshi’ to express 
Indian themes in a 
pictorial language that 
deliberately turned 
away from Western 
styles. From his 
painting of “Krishna 
–Lila” series in 1896, almost all his paintings were done in 
the miniature form.

“Narration”, R. 
Siva Kumar writes, 
“was central to 
A b a n i n d r a n a t h ’ s 
art. The narrative 
impulse, as we have 
seen, informed both 
his landscapes and 
portraits, and they 
became involved and 
more engaging when 
they were inflected 
with narrative 
innuendoes.” His 
playful insinuations 
begin to push the 
limits of these 
enterprises when in 
paintings like the Arabian Nights (1930) he strategically 
upsets the hierarchy of history, culture, representation 
and conventions. Not only did he play on the Mughal 
miniature format by including inscriptions in pseudo-

Krishna Lila Abanindranath 
Tagore

Arabian Nights
Abanindranath Tagore
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Persian calligraphy style (albeit Bengali), he also introduced 
characters and locations from his immediate colonial 
cosmopolitan neighbourhood to participate in these 
resplendent visual dramas sourced from a distant cultural 
and geographical locale. By projecting his observations 
of local life into his images of Arabian Nights the ‘artist-
flaneur’ in Abanindranath sought to empower a colonized 
people with their own voice and own stories.

Amrita Sher-Gil
Having received her initial training at 
the Ecolé de Beaux Arts in Paris, this 
Indian-Hungarian artist set out for India 
in 1934 – a journey which turned out to 
be a great voyage of discovery of Indian 
art.   Her works painted in the European 
academic tradition underwent radical 

changes once she turned her gaze to Indian subjects. 
These oils combine her European education, especially 
the post-Impressionist style of Gauguin and van Gogh, with 
the bright colours of Mughal and Pahari miniatures and 

the elegant figures of the Buddhist cave paintings at Ajanta.

In 1936, the artist met Karl Khandalavala in Bombay. 
Khandalavala, a connoisseur of India art and a collector 
of miniature paintings, catalysed her interest in the 
Rajput, Mughal, Basohli and Pahari schools of miniature 
painting. Amrita was deeply fascinated by the colours of 
these miniatures. She took to this facet of Indian pictorial 
tradition like a duck to water and her new orientation 
was signalled by a change of scale and choice of subjects.  
The two paintings of 1937, Siesta and Story Teller were 
both inspired by the Pahari miniatures.  Both the works 
suggested a condensed and, at the same time, colour-
suffused pictorial composition.

Throughout her life Amrita struggled for her recognition as 
an Indian artist.  She came in contact with the ‘swadeshi’ 
movement and accordingly adapted to Indian themes and 
changed her style of painting.  Acceptance as an ‘Indian’ 
artist was the primary motivation that drove her to adopt 
Indian themes and look to Ajanta frescos and Rajput 
miniatures for inspiration. “Europe belongs to Picasso, 
Matisse, Braque and many others. India belongs only to 
me.” declared Amrita in 1938. Posterity has been kinder to 
this ambition than her contemporaries, to whom her use of 
oils, wild life-style and bombastic statements smelled more 
of Montmartre than the rustic scenery of the Punjab which 
she so loved to portray.

V.S. Gaitonde
Vasudeo S. Gaitonde is regarded as one 
of India’s foremost abstract painters. He 
trained entirely in the new, resurgent 
Indian tradition. He graduated from 
the J.J. School of Art in Bombay in 
1948 and became a fellow there from 
1948 to 1950. His early study under 

Professor J.M. Ahivasi familiarized him with compositional 
techniques associated with Indian mural paintings and 
miniatures. In the immediate post-independence years, 
Gaitonde was affiliated with the Progressive Artists’ Group 
and with the Bombay Group, which included K.K. 
Hebbar, M.B. Samant and S.B. Palsikar. In fact, Palsikar 
was an influential teacher in J.J. School and he introduced 
his students to the traditions of Indian aesthetic theory, 
the formal techniques and symbolism of Indian miniature 
painting, as well as folk iconography and patterning.

Gaitonde’s initial understanding of figuration and space 
was also influenced by traditional Indian mural painting, 
illustrated manuscripts and cloth painting.  Some of his 
early works were influenced by Western Indian (specifically 
Jain) paintings of the eleventh to fifteenth century and the 
“Tantra Devi” series (c. 1660-70), attributed to the artist 

Siesta, 1937, Amrita Sher-Gil. From the collection of National 
Gallery of Modern Art, New Delhi

Story Teller, 1937, Amrita Sher-Gil 
From the collection of Khalid Tyebji, New Delhi
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Kripal of Nurpur, one of the Pahari schools of miniature 
painting. Some of these influences also pervade his mature 
work.

Laxman Pai
Born in Goa, Laxman Pai may be 
considered as a contemporary of 
Gaitonde. He received his education 
from J.J. School of Arts in Mumbai 
(1943-47) and like Gaitonde he 
taught in J.J. School for some time 
before becoming the Principal of Goa 

College of Art. He worked in Paris for 10 years (1951-61). 
Laxman Pai belongs to the same early period of modern 
Indian art.  He rediscovered the miniature style of painting 
that gave him a language on which to base and develop his 
own dialect

The vibrant hues, 
reminiscent of the Indian 
miniatures that are so 
characteristic of Pai’s art 
got bolder and brighter 
with each painting. In his 
own words “The bold and 
sensational colours set my 
narrative into a pitch of 
intensity. The other things 
are also given colour and 
significance by the degree 
to which they reflect and 
dramatise the theme in 
tone and texture. I have 
used figurative drawings 
in a convincing manner 
in their folk sensibility.... 
“

The overwhelming 
influence of Kangra and 
Rajasthani miniature 
paintings in some of his 
works is quite clear to 
even a casual viewer. Pai, 
like Coomarasway and 
Abanindranath, stresses 
the ‘swadeshi’ theme:  
“When I went to Paris, I 
was often asked whether 
luminaries like Picasso or 
Chagall influenced me. I 
would retort – they are the 
ones who have been influenced by me! They were the ones 
who broke the stranglehold of the Greek style of art and were 
influenced by two-dimensional art from Japan and Africa. 
This two-dimensional art was mine already in the eastern 
concept of aesthetics. Anything that grows has to have roots 

Two Women, 1953, V.S. Gaitonde
From the collection of TIFR

Woman with Kite, V.S. Gaitonde
From the collection of TIFR

Geeta Govindam, 1954,
Laxman Pai.  From the collection 
of the TIFR

Geeta Govindam, 1954, Laxman 
Pai. From the collection of the 
TIFR
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and when you have deep roots, you stand erect.” Laxman 
Pai, The Hindu, 2006.

Nilima Sheikh
Nilima Sheikh was born in New Delhi 
in 1945 and trained in painting at 
Baroda (1967-71). Her artistic lineage 
draws from her inspiring teacher at 
Baroda, K.G. Subramanyan, who 
was in turn influenced by Binode 
Behari Mukherjee at Santiniketan. 

“Through his (Subramanyam’s) reference back to his 
teachers … these became for me a way of discovering an 
identity connected with the Asian tradition.” says Nilima 
Sheikh. Under the mentorship of Subramanyan and 
Gulam Mohammed Sheikh, she learned the power of 

narrative structure. Narrative is at the heart of all of her 
work, from her miniature-style paintings to her murals and 
large-scale canvasses. “It could be that miniature painting 
attracted me to the narrative…” observes Nilima. In a 1998 
interview to Sunday Herald she commented “…during 

the Eighties I actually got an opportunity to travel and 
study the techniques of various kinds of tempera painting, 
particularly at Nathdwara and Jaipur in Rajasthan...” 
Inclined to work on cycles of paintings, as in the calendric 
eries of the narrative of Song-Space, she explains, “Maybe 
I’m uncomfortable with a single piece...”

In 1984 she mesmerized everyone with a cycle of twelve 
tempera paintings sized and structured like miniatures 
titled When Champa Grew Up. It narrated in moving 
images the story of a sprightly neighbourhood girl growing 
up and eventually ending as a victim of dowry death

These twelve small paintings, with the events depicted 
tersely in a style reminiscent of tempera works, are simple 
and poignant like the painted lives of medieval saints. 
In Nilima’s poetic narrative, the sequence grows beyond 
illustration, beyond the commonplace, to a universal plane.

When Champa Grew Up 1 (Set of 12), 
Nilima Sheikh 1984

When Champa Grew Up 3 (Set of 12), 
Nilima Sheikh 1984

When Champa Grew Up 7 (Set of 12) Nilima 
Sheikh 1984

When Champa Grew Up 11 (Set of 12) 
Nilima Sheikh 1984
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Diasporic Body Double: The Art of the Singh 
Twins

The London-born artists Amrit and Rabindra Kaur 
Singh are contemporary British artists acknowledged as 

constituting a unique genre in British art and for initiating 
a new movement in the revival of the Indian Miniature 
tradition.  Daughters of a doctor who emigrated from the 
Punjab, Amrit and Rabindra are identical twins born and 
raised in England.  During a trip to India (1980) they 
encountered the Indian Miniature paintings and were 
drawn toward the richness of technique and presentation.  
From that point, they were keen to practice and revive this 
art tradition. Their turning to the formal vocabulary of the 
Indo-Persian style was also a response to the rampant Euro-
centricism which they encountered in their art school 
education in England. In their own words:

“Our adhering to the miniature style was our way of asserting 
the right to choose a visual language which was true to our 
own interest in art and the natural affiliation and pride we 
felt for our Asian heritage….. We have been fascinated by 
the Indian miniature painting tradition - not least because 
of the exquisite detail, technical skill and breathtaking level 
of perfection displayed by this traditional art form. For us it 
was such a highly appealing style… that we felt transcended 
cultural and historical barriers.”

Wedding Jange II, 1991, The Singh Twins, Government Art Collection, UK
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We see then that modern artists have looked back to the 
mediaeval miniatures for more than a century. For almost 
all of them there was a conscious decision to look into the 
miniatures for inspiration and it has been mostly driven by 
patriotism, a determined effort to revive this facet of the 
glorious past of Indian art, which, as we have seen, goes 
right back before written history. In almost all the cases, 
though their themes are contemporary, these artists have 
been deeply influenced by the style of presentation. It is 
the alternative way of representation of the third dimension 
– formal and stylistic, without invoking the Western system 
of linear perspective – that each of these artists have 
adopted in their own technique. Similarly, the narrative – 
either as a set of paintings, or as a conglomeration of scenes 
within a single frame – has been the common solution 
to the problem of representing the fourth dimension, as 
contrasted with the photo-flash approach of Western art.

Before ending, however, it is only fair to say that the style 
that has been referred to time and again as purely ‘Indian’ 
is actually a synthesis of many different forms from different 
continents. We have noted the Persian influence through 
Mughal paintings, to which must be added European, 
Chinese, Japanese and even ancient Egyptian influences 
which stole into the works of modern Indian artists.  As a 
matter of fact, Art cannot be defined by the boundary of 
a continent or within a framework of time, for there is no 
such thing as a pure art form. A particular style is always 

a product of various influences and inspirations from the 
past and present across continents. It is the fusion of these 
which gives character to a particular genre, as I hope has 
been made clear in this article.
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the November 2016 issue.)
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shirei Hodu: celebrating the Jewish saga of 
India- exhibition and International conference
Ms Kritika Mudgal

The recent times 
in the world 

have seen a lot of 
unrest. There have 
been differences 
in worldviews, and 
discord among nations. 
In such times it is 
imperative that we 
look back to the bonds 
that have formed over 
time.  The IGNCA 
programme Shirei 
Hodu celebrated the 
Jewish connection 
that India has forged 

over centuries. The Minority community of the Jews has 
enjoyed religious freedom and contoured the cultural 
landscape of the country. All sects of the community, the 
Bene Israel Jews of Maharashtra, Baghdadi Jews of Mumbai 
and Kolkata, Cochin Jews of Kerala, have contributed to 
various aspects of socio-cultural life. India has produced 
distinguished businessmen, eminent artists, illustrious 
political leaders, world renowned poets and authors from 
the Jewish community. The exhibition Hodu and the Jews 
focused on all these aspects along with the history, ritual 
practices, art and architecture etc. The exhibition, curated 
by IGNCA and Jewish Scholar Dr Kenneth X. Robbins was 
inaugurated on 5 February and was on display throughout 
the month.

The exhibition was inaugurated by Hon’ble MoS, 
External Affairs, Shri M J Akbar and H.E. Daniel Carmon, 
Ambassador of Israel in India. During the month-long 
display period, it was visited by many including important 
officials and political staff of the Israel Embassy in India, 
Shri Amar Sinha, Secretary, Ministry of External Affairs, 
Ms Shefali Shah, Joint Secretary Ministry of Culture, Mr 
Ezekiel Malekar of the Judah Hyam Synagogue in Delhi, 
Ms Sharon Lowen, and many members of the Jewish 
community in Delhi and beyond. School students also 
visited the exhibition in large numbers. The exhibition 
other than showcasing a comprehensive history of the Jewish 
community and its contributions in India, also displayed 
community photographs by Ms Ellen Goldberg, and those 
by Ms Bindi Sheth of Ahmedabad curated by famous artist 
and author, Ms Esther David. Another popular attraction in 

the exhibition were the watercolour paintings from Prof Jay 
A. Waronker’s series Synagogues of India.

It was also able to generate interest about the community 
in those from different ethnic-religious backgrounds, 
and an appreciation, for the harmony that amalgamated 
communities have shared along with space through 
generations, and for the rich inter-cultural heritage of India.

The two-day international conference was held on 6 and 7 
February and was declared open in the presence of General 
V K Singh, Hon’ble MoS, External Affairs and H.E. Daniel 
Carmon. It saw participants from Israel, Austria, UK, USA 
and India. Wide ranging topics were addressed during 
the course of the conference- there were discussions and 
presentations on historical paradigms, community living, the 
Jewish communities of India, the Jewish diaspora, modern 
and contemporary art from the community etc.  Both days 
of the conference concluded with a public lecture- Prof 
Shalva Weil spoke on “Expanding Horizons, Contracting 
Paradigms: The State of Research into India’s Jews”, while 
Prof R.K. Jain’s lecture was on “Diaspora, the Jews and 
India: Name of the Game and Game of the Name.” The 
conference marked the start of a rich, inter-cultural, inter-
faith, dialogue among scholars of national and international 
repute, from within and without the community.

The programme also witnessed cultural performances, talks 
by Mr Ezekiel Malekar and Dr Sharon Lowen on “Interfaith 
Dialogue: A Jewish Perspective” and “Transcultural Jewish 
Identity” respectively, and guided walks through the 
exhibition.

28 February saw the closing ceremony for the Shirei Hodu 
Programme, coinciding with a commemoration of 25 years 
of Diplomatic Relations between Israel and India.

A Press Event was held at the Twin Art Gallery, the exhibition 
venue organised by the Ministry of External Affairs, India 
and the Embassy of Israel in India. The Embassy here 
unveiled a logo signifying the relations that both countries 
have shared for 25 years.

(Ms Kritika Mudgal works as Project Assistant in the 
Kaladarsana Division at IGNCA. She holds an MSc in 
Literature and Society from the University of Edinburgh, 
(Scotland, UK) and a Master of Arts (English) from the 
Faculty of Arts, DU. Other than being a student of Literature, 
she is an amateur photographer and a full-time learner.)

The sound of the shofar (ram’s horn) 
is considered auspicious among the 
Jews and marks the beginning of 
important events
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Report

national seminar: 
A Reverential Revelation of Eternal Relevance
to commemorate the 1000th Year of Acarya Abhinavagupta 
on 24 & 25 January 2017 in collaboration with Kalakshetra 
Foundation, Chennai & Bharata – Ilango Foundation for Asian 
Culture, Chennai (BIFAC)
Dr Advaitavadini Kaul

The Seminar at Chennai was the fourth and the 
final seminar in the series of seminars organized 

by IGNCA to mark the millennium year of Acarya 
Abhinavagupta, the towering figure in the cultural map 
of India. It is very significant to note that hailing from 
Kashmir Abhinavaguptacarya commented upon Alankara 
Sastra for literature; Tantra/Agama (Kashmir Saivism) for 
metaphysics and epistemology; Natya Sastra for performing 
arts. This included every aspect of art and culture and could 
be experienced  from various planes of life be it physical, 
intellectual, emotional or spiritual. Contemplating in 
the serene atmosphere of Kashmir the rays of his wisdom 
illuminated the whole  sub continent in due course of time. 
The basic objective of organizing this series of seminars 
by IGNCA was to revisit this multifaceted personality, 
his marvelous contributions to Indian art, thought and 
culture  and the significance of  the same  in contemporary 
perspective.

The inaugural session at the Chennai seminar started at 9:30 
am on 24 January  by lighting the lamp with  the chanting  of 
Vedic mantras in the traditional ambiance of the Kalashetra 
Foundation (KF). Dr. Padma Subrahmanyam, Member, 
IGNCA Trust and Convener of the Chennai Seminar, 
gave a lucid introduction to the seminar conceived by her 
on Acarya Abhinavagupta. She expressed that the doer ship 
of the intellectual spirit of this Kashmiri colossus made 
her to realize that this seminar was going to be of eternal 
relevance of this intellectual exercise leading to spiritualism. 
She warmly welcomed all dignitaries, participants and the 
audience. Dr. N. Gopalaswamy, Chairman, KF delivered 
the Inaugural Address. He expressed his concern on why 
the intellectual tradition of our country has taken a back 
seat. He further said that the people like we must ensure 
that this tradition continues. Dr. Bharat Gupta, Trustee 
and EC Member, IGNCA Trust delivered his address 
on ‘’Vyakhya ‘’ while discussing Acarya Abhinavagupta 

Kamadeva Pilaster of Southern parapet Avantisvamin Temple, 
9th C.A.D. Avantipur, Photo: S.K.Bhat, 2005
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as an example par excellence of a great interpreter who 
reconciled the conflicting strands of thought prevalent  
during his time, to create a unified vision based on 
metaphysical, epistemological and aesthetic principles. 
He emphasized by saying that Abhinava’s methodology 
and reasoning can be a beacon light for us today as we 
are in need of a modern Indian theory which offers both 
aesthetic as well as moral values and these are very much 
present in Abhinava’s works. The Keynote Address was 
delivered by Prof. K.D. Tripathi, Professor Emeritus, BHU, 
Varanasi. The address concentrated on Abhinavagupta as 
the leader of Indian Agamic/Tantric revelatory tradition, 
particularly the tradition of Trika system of Śivādvayavāda 
(monistic Shaivite philosophy) of Kashmir, to its finale 
by establishing it on sound epistemological as well as 
metaphysical grounds.

Thereafter seven academic sessions were conducted which 
were organised in four sections of Alankara, Kashmiri 
Saivism, Tantra, and Natya. A total of fourteen papers were 
presented by eminent scholars viz. Prof R Nagaswamy, Prof 

Pappu Venugopala Rao, Prof N. Ramanathan, Dr Padma 
Subrahmanyam, Prof Sriniruddha Dash, Dr Godabarisha 
Mishra, Prof C. S. Radhakrishnan, Dr S. Venugopalan, 
Satavadhani Dr R. Ganesh, Dr Jayashree Rajagopalan,  
Dr Rajashree Vasudevan, Dr Padma Sugavanam, Dr 
Advaitavadini Kaul and Dr G. Sankaranarayanan. Most 
of the presentations were supported by power point 
presentations and some presentations were also supported 
by the live demonstration of natya mudras by practicing 
dancers. A summary of each paper was presented in Tamil 
by Isaikakavi Ramanan for the benefit of young students of 
Kalakshetra Foundation. A special address was delivered by 
Hon’ble Justice Shri Sanjay Kishan Kaul on 25th January 
during the valedictory session.  His address was a compact 
presentation on Acarya

Abhinavagupta giving a complete picture of his life and 
works. The vote of thanks was presented by Smt. Priyadarsini 
Govind, Director, Kalashetra Foundation.

Cultural proformence were organized on both the evenings.  
On 24th January the artistes of Kalakshetra presented some 
episodes of Ramayana in the Kalakshetra Bharata Natyam 
style. This style is being performed continuously since last 
more than fifty years as these episodes were choreographed 
during 1960s by Smt. Rukmini Devi Arundale(1904-1986), 
Founder of the Kalakshetra.

On 25th evening the Veena recital was led by Shri B. 
Kannan. Shri N. Ananthanaryanan and Smt. Srividya 
Viswanath from Kalakshetra were other two Veena artistes. 
Acarya Abhinavagupta has been depicted as a great Veena 
Vadaka. The two-day seminar aptly concluded with this 
soulful  Veena Vadana.

Advaitavadini Kaul is HoD of Kalakosa Division and 
Associate Professor of Inter Disciplinary Study of the Arts 
within Indian tradition at the Indira Gandhi National 
Centre for the Arts (IGNCA), New Delhi. Here, she has 
been initiating research projects in association with scholars 
of international recognition. Many of these projects have 
already culminated in well-received and well-known 
published volumes, each presenting an analytical study of 
a particular aspect of Indian art and aesthetics within an 
overall Indian world view. Her own research and publications 
are mainly focused on Kashmir and various aspects of its 
cultural heritage, intellectual traditions and historiography. 
Besides her contribution of about forty research papers and 
articles, she is the author of a book on Buddhist Savants of 
Kashmir – Their Contributions Abroad and has also edited 
a few volumes  which include a volume on the History of 
Kashmiri Pandit and the volume IV of the Kalatattvakosa  
on Manifestation of Nature: Srsti-Vistara (co. ed.)

Hon’ble Justice Shri Sanjay Krishan Kaul delivering a special 
address during the valedictory session

Veena recital at the conclusion of the seminar
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Members of the IGNCA family with performers from the evening’s cultural programme.

International Women’s Day at IGncA Report

IGNCA joined the global community with the 
International Women’s Day celebrations on 8 March, 

2017. The efforts of IGNCA’s Narivada Prakalpa under the 
guidance of Dr. Sushma Jatoo culminated in a day-long 
conclave followed by cultural performances by women 
artistes representing some of the traditional art-forms 
usually dominated by male artistes.

International Women’s Day commemorates the movement 
for women’s rights each year since 1909. The day is also 
recognised by the United Nations as the Day for Women’s 
Rights and International Peace marks a celebration of 
women’s achievements throughout history and across 
nations. 

At Indira Gandhi National Centre for the Arts, the day 
began with a Mangalacharan where Dr. Rekha Kumari, a 
teacher and artiste sang Vedic hymns and bhajans to mark 
the auspicious beginning of the day. This was followed 
by the opening of the  conclave titled ‘Women’s World: 
Choices, Challenges and future Possibilities’.  The conclave 
constituted of women from different walks of life, sharing 
their personal experiences and perspectives along with the 
challenges they have been facing in their professional and 
personal lives. on various women’s issues. The opening 
session brought together Ms Malini Awasthi, eminent folk 
artiste, Ms Rathi Vinay Jha, Senior bureaucrat, Trustee, 
IGNCA and Founder of NIFT, Prof. Madhu Khanna, 

noted art-historian and Tagore National Fellow at National 
Museum, Delhi, Ms. Neera Misra of the Draupadi Dream 
Trust, Prof. Shashi Tiwari of the Sanskrit Department, DU, 
Dr. Gayane Mousisyan, a young Armenian cardiologist 
who works at the Rashtrapati Bhavan and Ms. Nehha 
Bhatnagar, Bharatanatyam artiste and founder of the 
organisation Sarvam and Ms. Vinita Srivastava, Joint-
Secretary, IGNCA. In this session, Dr. Sushma Jatoo 
welcomed the gathering and introduced the theme and 
laid emphasis on traditional Indian viewpoint of treating 
women with utmost respect, i. e. “yatra naryastu pujyante 
ramante tatra devata”, or where women are adored, there 
gods dwell. She also acknowledged the contribution and 
guidance of Dr. Sachchidanand Joshi, Member-Secretary, 
IGNCA for conceptualising the format of the programme. 
After this, Dr. Mangalam Swaminathan of IGNCA briefly 
introduced the activities of IGNCA to the audiences. 
Then, many pertinent aspects relating to women and 
patriarchy were raised and discussed. Ms. Malini Awasthi 
spiritedly shared anecdotes about the privilege as well as 
the challenges that she was born into, her life as a married 
woman and the years of experience she has gathered 
traveling all over the country and abroad as a female artiste 
with a troupe made up mostly of men. She advised us 
against constantly measuring women against men or against 
male centric notions, questioning words like “tom-boy”. 
She pointed out how they take away from an individual 

persona through use 
of homogenising 
g e n d e r - b a s e d 
categories. She 
also reminisced the 
women who taught 
her strength and 
resilience and helped 
her lay the rock-
solid foundation 
she now stands on.  
Ms Rathi Vinay Jha 
too bared her heart 
out and shared a 
personal story of 
struggle in a man’s 
world, and the need 
to stand up for 
one’s rights and for 
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what one believes in. She said she was glad to note the 
prominent presence of  the male officials  of the IGNCA 
family to attend the conclave, and wisely voiced the need 
to include more men in such  discussions and the need to 
acknowledge that neither men nor women would be able 
to bring about the required changes working as separate 
groups and in isolation. 

The presentations and discussions that followed brought 
myriad female voices to the fore, all from different 
professional circles and from varied economic strata. 
Prof. Madhu Khanna delineated the activities of Narivada 
Prakalpa of IGNCA and spoke of the need to step beyond 
the western feminism and to develop an indigenous 
feminist ideology that the Indian women can relate to 
within her cultural context. Both Prof. Khanna as well as 
Ms. Neera Misra of Draupadi Dream Trust looked back to 
female voices from our mythological heritage. Ms Misra 
got everyone thinking of the questions that are thrown our 
way in the Mahabharata in general and in the Draupadi 
legend particularly. She hinted that it is time we re-
examine our categories of good and bad and acknowledge 
the patriarchal shortcomings of the society we inhabit. 
Prof. Shashi Tiwari referred to Indian scriptures and 
Sanskrit literature and made a Power Point presentation 
regarding the journey of the Indian woman from Vedic 
times to the modern day. She also presented a comparison 
of women’s role in society then and now, urging one to re-
examine the changing position of women vis-à-vis various 
aspects of society and the reasons behind such changes. 
She stressed on the need to striking a balance between 
traditional values and modernity. The young Armenian 
cardiologist prompted the audience to look beyond the 
man-made barriers of religion and geography and recognise 
the commonalities that run through our lives binding us 
together in human experience. Ms. Nehha Bhatnagar, 
talented dance artiste and entrepreneur, prodded us to 
think of the privileges we take for granted while also 
explaining her philosophy that one must keep working 
towards one’s goals and they are sure to become a reality 
through collective efforts of oneself and the forces that be. 
The discussion following lunch brought to one platform 
identities that are making India proud, and selflessly 
endeavouring to make our city, our country a better, safer 
place for women.The discussants included Dr. Rama, 
the Principal of Hansraj College, Delhi University, Ms. 
Namita Wahi, alumni of Harvard University and presently 
from the Centre for Policy Research, Ms. Hema Biswa and 
Ms. Ankita Ray, both filmmakers, Ms. Meenakshi Kaushal, 
female metro train operator from DMRC, , Inspector Ms. 
Chandrakanta and Sub-inspector Ms. Sunita, from Delhi 
Traffic Police , Ms. Poonam, Cab driver, Ms. Preeti, Ms. 
Usha, Ms. Pushpa and Ms. Bhageshwari- who work at IGL 

Gas stations.  All of them shared their stories  from their 
professional and personal lives and also shared the kind 
of situations and hardships that they have encountered, 
and their approaches on how to get on in today’s world. 
This session was moderated by Ms. Vinita Srivastava, JS, 
IGNCA.

The evening too resounded with bold female voices. Ms. 
Krantigeeta Mahabal, famous Kirtankar from Mumbai 
engaged the audience with her interactive Kirtans. She 
sang of the young Manu, better known as Jhansi ki Rani, 
a mischievous, bright girl, who went on to become an 
epitome of female grit and valour. Following this Kirtan 
performance was a Hari-katha narration by Ms. Uma 
Maheshwari. She is an exponent of the Telugu and Sanskrit 
Hari-katha, the much-acclaimed woman Hari Katha artiste; 
she narrated Kalaidasa’s Kumarasambhavam and kept the 
audience enchanted. The final performance for the day 
was by Ms. Rina Das Baul and her two accompanying 
artistes from Shantiniketan. The Baul, a folk tradition of 
West Bengal considers women as unique beings, worthy 
of celebration and reverence. Ms. Rina’s songs in Bangla, 
were centred around women’s issues to mark the occasion. 
She sang lovingly of Ganga, Jamuna, Saraswati and the 
audience found itself euphoric. 

The Joint Secretary, IGNCA, Ms. Vinita Srivastava 
participated actively throughout the day’s proceedings and 
stated that this was perhaps the most wonderful day for her 
since she joined IGNCA in February, 2017. She thanked all 
the panellists and performers along side, women and men 
officials of the IGNCA family for participating and working 
towards the successful organization of the Women’s Day 
Conclave and performances.

8 March at IGNCA was all about destroying divisive 
categories and labels that are enforced upon women 
and embracing all women with their shared and unique 
experiences, learning from each other and finding strength 
through common human experiences. 

THE  IGNCA  NEWSLETTER

Prof Madhu Khanna at the Conclave
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exhibition of Art Works 
from Vietnam
Dr Bachchan Kumar - south east Asian studies, IGncA

On the eve of the 45th year of diplomatic relations 
between Vietnam and India (1972-2017), the Embassy 

of the Socialist Republic of Vietnam, New Delhi and Indira 
Gandhi National Centre for the Arts, New Delhi organized 
an exhibition “Contemporary Artists from Vietnam: An 
Exhibition of Art Works” at the IGNCA’s Exhibition Hall, 
IGNCA during 5th to 10th January, 2017. The Exhibition 
was inaugurated by Dr. Lokesh Chandra, President, Indian 
Council for Cultural Relations, New Delhi and Chairman, 
Nehru Memorial Museum and Library, New Delhi on 5th 
January. Dr. Sachchidanand Joshi, Member Secretary, 
IGNCA and H. E. Mr. Ton Sinh Thanh, Ambassador 
of the S.R. of Vietnam were the Guests of Honour. The 
inauguration was marked by the chanting of Buddhist 
sutras by Buddhist monks from India and Vietnam. Prof. 
Lokesh Chandra, in his inaugural speech, highlighted the 
common cultural heritage of the two countries especially 
in terms of Hinduism and Buddhism. He admired the 
exceptional works of the contemporary artists from Vietnam. 
Prof. Chandra also underlined the features of classical art 
and architecture of Vietnam which are intimately linked 
with the classical art traditions of India. Twenty well known 
contemporary artists consisting of painters, sculptors and   
photographers from Hanoi, Hue, and Ho Chi Minh City 
were present on the occasion.

The exhibits were displayed in two parts. The first part 
displayed 45 outstanding artworks by Vietnamese painters, 
designers, sculptors, lacquer artists, do? paper designers etc.

The second part of the exhibition had 45 photographs of 
the panoramic view and natural beauty, life-style, religious 
beliefs, customs as well as culture as a whole of the people 
of Vietnam.

H.E. Mr. Thanh, spoke about the collective cultural values 
of India and Vietnam, and the shared art heritage of the 
countries. On the eve of 45th year of India – Vietnam 
diplomatic relations, he thanked IGNCA for hosting 
this exhibition. He said that the 45 art exhibits and 45 
photographs signify the close relations between the people 
of Vietnam and India in the modern times.

Dr. Sachchidanand Joshi, expressed his thanks to all the 

artists from Vietnam for displaying their exhibits. India 
and Vietnam have common art and literary traditions. 
The  Ramayana and the Mahabharata too have played 
a significant role. The people of Vietnam practise both 
Hinduism and Buddhism. In the modern era, India-
Vietnam relations have been exceptionally friendly since 
their foundations were laid by Prime Minister Pandit 
Jawahar Lal Nehru and President Mr. Ho Chi Minh 
more than 50 years ago. Honourable Prime Minister Mr. 
Narendra Modi’s recent visit to Vietnam has marked a 
“new benchmark for India-Vietnam ties which will take 
the relationship to a whole new level.”

Panoramic view of social life of Vietnam

The Beauty of Vietnam being enjoyed by the two friends

New
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Hon’ble MoS, MEA, Gen. V.K. Singh at 
the inaugural session of the Shirei Hodu 
International Conference

A concert by Ustad Bahauddin Dagar 
legendary Rudra Veena Maestro as part 
of the Bhinna Shadj series.

Workshop on Batik painting by artists 
from Indonesia.

Hon’ble Minister, Ministry of Law and Justice 
and Ministry of Information Technology, Shri 
Ravi Shakar Prasad, at the National Conference 
on Global Perceptions of Indian Heritage

Book reading: Acid Wali Ladki by Ms 
Pratibha Jyoti.

Ms Sharon Lowen delivering a lecture on 
“Transcultural Jewish Identity: America to 
India”

Dance performance by Indonesian artistes as part 
of the Indonesian Folks Exhibition Programme

Mr Prasoon Joshi and Mr Gautam Chatterjee, 
Media Centre at the exhibition “A Story called 
Cinema: The B. D. Garga Archives”

THE  IGNCA  NEWSLETTER

EVENTS       AT  IGNCA

Hon’ble MoS MEA, Mr M J Akbar, 
Dr Sachchidanand Joshi, Dr Ken Robbins and H.E. 
Daniel Carmon, Ambassador of Israel in India 
inaugurating Hodu and the Jews an exhibition on 
the Jewish Heritage of India.
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Ms Rathi Vinay Jha, Trustee, IGNCA and Founder 
of NIFT at the International Women’s Day 
Conclave

EVENTS       AT  IGNCA

MP Shri Subramaniam Swamy at the 
conference on “Global Perceptions of Indian 
Heritage”

Ms Rina Das Baul performing 
Ganga Jamuna Saraswati 

Eminent folk singer Ms Malini Awasthi speaks on 
the occasion of International Women’s Day

Ms Uma Maheshwari exponent of Sanskrit Hari-
katha performing Kalidasa’s Kumarasambhavam 

Dr Arshiya Sethi on “Dancing the 
Nation: The First Inter University Youth 
Festival,1954 and the Changing Profile of 
the Indian Artiste”

Tyagaraja Aradhanai, singing of 
Pancha Ratna Kritis of Saint Tyagaraja

Ustad Shahid Pervez performing as part of 
IGNCA’s Bhinna Shadj series

Ms Krantigeeta Mahabala, renowned 
Kirtankar from Pune sings of Jhansi ki Rani 
on International Women’s Day

MARCH-APRIL 2017
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Indigenous Architectural 
Heritage of Kashmir

Ancient settlement in Kashmir

In India the earliest civilization came to light when Sir 
John Marshall undertook excavations at Harrapah in the 

year 1919-20.  Excavations unveiled a civilization, which 
flourished between 2500-1500 B.C. A civilisation was also 

flourishing in Kashmir in the same period.

This Ancient settlement in Kashmir came to light when 
the Archaeological Survey of India undertook an exca-
vation project at Burzahama in 1960-611.  The Indus 
Civilization was urban while that of Burzahama was rural 
in character.  Ancient civilization in Kashmir was not 
confined to the Burzahama tableland but the remnants of 
this civilization are found at various places in Kashmir e.g. 
Pampore, Ladhu, Gupkral, Dadsar, Hariparigom, Mar-
tand, Budgam, Manasbal. 

The excavations at Burzahama brought to light four differ-
ent periods The periods I and II belonged to the Neolith-
ic, period III to the megalithic and period IV to the early 
historical period.

The lower most layer (Period I) revealed pits, which were 
narrow at the top and wider at the bottom. These were used 
for residential purposes.  The largest of the pits measured 
2.74 meter at the top and 4.57 meter at the bottom. Small 
pits were found on the sides of the walls, probably used 
for the storage purposes. The inner walls of the dwelling 
pits were plastered with mud and the superstructure was 
probably of wood with birch roofing, which till a decade 
ago was commonly used as roofing material in the valley.

1  Indian Archaeology: A Review, 1962-63 and onwards.

In Period II there is a revolutionary change in the dwellings 
of the earlier period.  These people made their houses with 
the sun baked bricks and stone and the inner walls were 
plastered with a mud layer and lined with thin coat of red 
ochre

In Period III, there is remarkable change presenting a 
multidimensional evolution e.g. dwellings were made of 
stone and mud and were painted from inside with coloured 
earth. In Period IV, the upper layer, historical remains were 
found. The period is ascribed to 3rd-4th century A.D.

Development of architecture in Kashmir
Apart from its stunning scenic beauty and salubrious 
climate, Kashmir can be rightly proud of its rich and 
glorious cultural heritage. The numerous remains of 
the ancient monuments scattered all over the Valley are 
noteworthy for unique architectural elements and fine 
stone carvings. 

Standing against the backdrop of mesmerisingly beautiful 
mountainous scenery, the ancient monuments of Kashmir 
have a grandeur that is really unique. They represent a 
tradition of architecture which after absorbing influences 
from the best of Gandhara and Gupta art evolved its own 
powerful idiom and style. Literary evidences suggest that 
some of the earliest Kashmiri temples were built of wood, a 
material abundantly available in the Valley, but hardly any 
example of these has survived the vagaries of nature. Later, 
stone came to be widely used by Hindus and Buddhists 
to build their places of worship. The indigenous school 
of architecture that evolved over the centuries reflects the 
creative energy of the Kashmiri art, which reached the 
zenith of its grandeur and glory during the time of Karkota, 
and Utpala kings.

Mr Virendra Bangroo

Ancient monuments of Kashmir provide a valuable link between the Valley’s past and present telling a poignant tale 
of thousands of years of its history. the magnificence of these monuments explains why Kashmiris were once called 
‘shastra shilpin’ or ‘master craftsmen’. these marvels of architecture most of them reduced to crumbling edifices now 
due to vandalism as well as ravages of time have fascinated the author from a very young age. Delving deep into the 
mysteries of their artistic peculiarities has been a passion, which has led him to extensive tours of the ancient sites. 
this article sheds significant light on some of the distinctive features of Kashmir’s architecture and the high place it 
occupies in the history of Indian art.
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Buddhism was introduced in Kashmir 
soon after the Buddha’s demise and 
King Ashoka is said to have built stupas 
in the 3rd C.B.C. The Buddhist remains 
at Harwan, Hoinar and Hutamar have 
revealed unique tiles depicting the fine 
workmanship highlighting Sassanid and 
Central Asian characters.

The earliest site at Harwan was a thriving 
Buddhist settlement. The ruins of 
Chaityas found here represent the early 
masonary style in the valley. The three 
different phases of masonary are the 
pebble, followed by diaper-pebble and 
diaper rubble. The earliest phase is of 
pebble style. In this style the pebbles were 
embedded in the mud wall. In the next 
style, there was insertion of large stone 
along with the pebbles and in the third 
phase the small and large rubble stone 
were arranged in diaper masonry.

R.C. Kak2 excavated a large apsidal temple, rectangular 
in front and circular at the back at the site. The courtyard 
of this temple, which served as circumbulatory passage 
was furnished with moulded brick, tiles in circles. The 
terracotta tiles have a variety of motifs representing, human 
and mythical beings, animals, flora, fauna and geometrical 
designs.

With the background of the Buddhist artistic tradition, 
Kashmiri artisan evolved a distinct style of Hindu temple 
architecture. Thus Kashmir temples exhibit a unique 
blend of foreign style and indigenous creativity, which was 
more, suited to their geographic and climatic conditions. 
Anand Coomaraswamy3 summarises this amalgamation 
very eloquently: -

“The typical Brahminical temples of Kashmir, from 
about 750-1250 A.D. have a special character of their 
own and in some uses a curiously European aspect, due 
in part to a Gandharan inheritance of certain elements, 
though all the details are Indian. The special forms 
include a double pyramidal roof; a triangular pediment 
enclosing a trefoil niche; fluted columns with Doric 
or ionic capitals; a wood or stone “lantern” ceiling of 
superimposed intersecting squares; and cloistered courts 
or colonnaded peristyles surrounding the main shrine”. 

2 Kak, Ramachandra, Ancient Monuments of Kashmir, Sagar Pub-
lications: Delhi (1971) pp. 105-111

3 Coomarasamy, Anand K. History of Indian and Indonesian Art, 
Dower Publications :New York (1965) , p.143

The temple of Lodhu situated 16 miles from Srinagar is in 
the midst of a tank and is said to be the earliest remaining 
stone structure. Vigne gave the description of the temple 
in 1866. This temple does not find mention by Kalhana 
or any other text. The temple is a plain and simple square, 
walled structure, circular on the inside. A large number 
of dressed stones are lying around in the tank, notable 
among them are the memorial stones depicting war heroes. 
The corbelled corners of the structure suggest that it had 
a pyramidal roof as found at Pandrathen. Because of its 
simpler type of trefoil niche, consisting of a rounded arch 
inside a trefoil pediment and its unique circular plan, it 
is representative of the earliest engineering developments 
which later on culminated at Martand.

The next stage in the development of temple architecture 
may be studied at the Sankracharya temple. The temple 
is on a high octagonal platform and approached by an 
imposing flight of steps. The entrance doorway to the 
sanctum contains a tri-cusped trefoil arch, set inside a 
high pitched pediment. The roof of the cella is a plain 
unornamented pyramid. The temple has a low parapet 
wall,  the inner side of which has the recesses. There is a 
circular shrine inside.

In the temple at Narsathan, situated 40 kms, SE of Srinagar 
in district Pulwama, the pediment and arch motif is in a 
process of development. Triangular canopies sunken trefoil 
niches and the enclosure wall with a prominent gateway is 
close to the final form of temple architecture of Kashmir. 
Internally the temple cell is square; facing south the temple 
does not posses a ceiling. In front of the temple is a square 

17

Kamadeva Pilaster of Southern parapet Avantisvamin Temple, 9th C.A.D. Avantipur, 
Photo: S.K.Bhat, 2005



THE  IGNCA  NEWSLETTER

18

THE  IGNCA  NEWSLETTER

tank.

Following are some of the salient features that 
distinguish Kashmir’s temple architecture.

1. SITE: The site is the most important factor to 
be considered in temple building. The temples at 
Avantipur, Buniyar, Bandi, Kakapora are situated on 
the bank of River Jehlum. The temples at Loduv, 
Pandrethan, Mammal, Kothier and Narasthan are 
situated near springs as springs are considered to be 
sacred sites. Martand, Mammal, Bumzu are situated 
on the slope of a mountain. The Shankaracharya 
temple is on the top of a hill.

2. PLAN: The Kashmir temple has an open rectangular 
courtyard with cells facing it as a unique architectural 
feature. The main temple is built at the point of 
intersection of the diagonals of the courtyard, usually 
consisting of a single chamber, which stands on a 
single or double base. The temple has pedimented 
entries on four sides, three if which are often closed off 
for bearing niches. Externally, a facet is added on each 
side, which is hollowed out into a trefoil niche.

 The entrance is double-chambered structure and is 
almost equal in dimensions to the main temple. It has 
a double flight of steps – one external and the other 
facing the temple.

 The cells of the enclosing wall stand on a plinth, which 
is similar to the base of the temple. The central cell on 
each of the three sides is slightly larger than the rest.

 Some of the temples have subsidiary shrines, for 
instance, Martand, Avantipur and Tapar, which have 
four shrines at the Four Corners, called Panchyatana. 
The Lodhu and Shankaracharya temples are circular 
in plan internally. Payar, Pandrathan, Tapar and 
Narasthan temples do not possess any cellular peristyle. 
The Shankaracharya temple has an octagonal range 
of miniature cells on its surrounding octagon-shaped 
walls.

3. WALLS: The walls are built of finely dressed and 
massive blocks of limestone. In Wangath and Buniyar 
temples, granite, lime-mortar as well as iron clamps 
have been used. The surface is often carved with the 
sculptured reliefs, geometrical and floral patterns, but 
the inner surface of the walls of the cella is kept plain.

4. CEILINGS: 

 There are three types of ceilings of Kashmiri temples:

a. The ceiling with superimposed diminishing 

squares. The temple being square in dimension, 
four beams are arranged on four angles so as to 
give it the shape. On this square another square is 
built on the four angles. The process is repeated 
until a single square stone covers the whole gap 
at the top. The triangular spaces resulting from 
this construction were sculptured; bearing figures 
of flying Yakshas with a full-blown lotus usually 
carved at the apes. The temple at Pandrathan 
provides the best example of this kind of ceiling. 
The ceiling of Garur temple and Kothier temple 
is also made at the superimposed diminishing 
squares.

b. The domical ceiling: In this type of construction 
a series of concentric circles of small blocks of 
stones are held together by mortar. The two largest 
temples at Wangath have ceiling of this type. The 
miniature shrines at Payar and Manasbal have also 
the domical ceiling but the dome consists of a 
single block of stone. This could be possible only 
in case of small structure.

c. In the third type of ceiling, the walls of the cella 
are carried up vertically until they reach the level 
of the eaves. The pyramid itself forms the ceiling. 
The temples at Narasthan and Naranthal have this 
type of ceiling.

5. ROOF: The roof of ancient Kashmir temples is 
pyramidal, surviving examples of which are found 
in the temples at Pandrethan. Payar and Manasbal. 
Due to the climatic conditions, the pyramidal 
roofs of the temples are sloping.

 The horizontal band, which divides the pyramidal 
roof in two, is decorated with a series of dentils and 
metopes, as found on the temples at Pandrethan, 
Payar and Manasbal. The upper pyramid is 
sometimes decorated with a miniature trefoil niche 
in the middle of each side of the pyramid. This 
appears to be a feature reminiscent of Kashmir’s 
early wooden architecture through which light 
would penetrate to lit the image and the interior.

6. COLUMNS: The most interesting and striking 
feature of the Kashmir temple is the majestic 
colonnade, which surrounds it on all sides. The 
columns are either smooth or fluted and are 
composed of three separate parts viz. the base, 
the shaft and the capital. The base is either plain, 
a square block or elaborately moulded. The 
shafts are plain, circular or with 12 to 24 shallow 
flutings, as found in the Avantisvamin and Buniyar 
temples. The capitals are square or bracketed and 
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the height is usually equal to the upper diameter 
of the column. The bracket capital is sometimes 
adorned with the figures of Yakshas. The main 
architectural features of the temples of Kashmir 
could be summed up in a nutshell as:

a. The temples face either east or west. 

b. The temples have a straight-edged pyramidal roof 
in two tiers instead of curvilinear superstructure of 
the southern temples.

c. The triangular pediments enclosing trefoil riches 
are on all the four sides of the main shrine.

d. They have a cellular layout with a row of pillars – a 
feature, which is not reported elsewhere in India.

e. The double-chambered gateway matches the 
central shrine in scale and design. The temple 
walls in Kashmir are profusely carved. 

Wooden Architecture of Kashmir
One can make out the excellence of wooden architecture 
of Kashmir from the 8th century painted wooden frame4 
of a shrine enshrining Buddha made of ivory. This 
remarkable ivory piece with its wooden frame is presently 
in the collection of the Gopikrishna Kanoria, Patna. The 
wooden frame is the miniature composition of a temple 
having architectural elements of the double pyramidal 
roof in combination with trefoil niches and pillars. A 
similar architectural frame made of deodar wood and 
enshrining Siddartha with attending Chauri bearers is 
in the Cleveland Museum of Art and still another shrine 
showing of Siddartha without attendants in the British 
Museum, London. 

The factors responsible for elimination of ancient wooden 
shrines in Kashmir have already been described. The 
architectural elements evolved in Kashmir made an impact 
in its neighborhood5. The surviving examples of such temples 
with trefoil arches surmounted by triangular pediments 
supported on pillars can be seen the monasteries at Alchi and 
other monasteries in Ladakh.

The representation of ancient Kashmir wooden temple can 
be noticed on the drapery of Avalokitsvara in the interior of 
sum tsek at Alchi. The image is datable to mid 11th century. 
Out of number of wooden shrines painted on the drapery one 
shrine appears to be similar to the stone temple at Pandrathen. 

4 Czuma, Stanislaw, “Ivory Sculptures” in Art and Architecture of 
Kashmir, ed. By Pratapaditya Pal, Marg publication: Bombay 
(1989) p.59

5 Huntington, S., The Art of Ancient India, Buddhist, Hindu and 
Jain, weather hill: New York, Tokyo (1955) p.380

The unique style of Kashmiri wooden architecture survived 
in the inaccessible Himalayan valleys like Doda and 
Kisthwar, the ancient two vassals of Kashmir, but these 
places have not been surveyed and studied properly. The 
temple architecture of this region shows certain elements 
peculiar to Kashmir. The temples with the multitired roof 
of the Satluj and Beas River valleys can also be seen in the 
group of Pagoda style of Nepal but perhaps, the influences 
was the other way round. Kashmir was a centre stage and 
seat of learning and the fountainhead of ideas. In Kashmir 
the single pyramid roof becomes double in the 8th –9th 
century by artistic innovations and there after the tired 
roof along with all the Kashmir architectural elements 
are reported from Kisthwar and Doda. The multi tired 
roof in the process become a typical representation of the 
high altitude shrines. The shrines with two or more super-
imposed roofs in diminishing size attained a characteristic 
refinement and nomenclature in Nepal.

The Kashmir architecture during the first millennium 
is represented by the stone monuments of the Buddhist 
Hindu period followed by a period of building in wood 
under the Mohammedan rule in Kashmir which reveal 
certain distinctive ancient architectural development. 
The typical architectural elements of mosque or tomb in 
Kashmir consist of body of a building containing the hall 
or chamber, a pyramidal roof in tiers and a spire. Mosque 
of Shah-Hamden, Jamie Masjid, tomb and mosque of 
Madani are some of the impressive architectural buildings. 
The Mughals in the 16th and 17th century reintroduced 
stone building with a improvised style of northern Indian 
plans which is distinctive e.g. the Pather masjid, Fort of 
Hari Parbat, Mosque of Akhun Mulla shah. The Mughals 
also laid beautiful terraced gardens with masonry building 
at Shalimar, Nishat, Chasmashahi and Pari Mahal, which 
are the major tourist attractions on the shore of Dal Lake.

The architecture of Buddhist and Hindu periods is retained 
in the Muslim architecture of Kashmir. The distinctive 
form of the wooden architecture can be noticed in the 
mosque of Madin Sahib at Zadibal. The mosque consists 
of a superstructure consisting of four walls and adorned 
externally with tre-foiled brick niches. The mosque has a 
pyramidal roof and a spire covered with birch bark. During 
spring and summer one can see white and blue irises 
blossoming at its roof. The entrance to the mosque is on 
the eastern side and is flanked by two fluted stone columns.

The ceiling is made up of thin pieces of wood worked 
into geometrical patterns and supported on four wooden 
columns. To the north of the mosque is the tomb of Madin 
Sahib. The entire wall surface of the tomb was lined with 
glazed titles but most of them have been removed and 
some preserved in the SPS Museum, Srinagar.
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The mosque of Mir Sayyed Ali Hamadani, popularly 
known as Shah Hamadan is a typical example of wooden 
architecture in Kashmir. The mosque is square in plan 
and two storied. A low pyramidal roof in three tiers covers 
the mosque. The roof was earlier covered with birch 
bark and now has been replaced by GI sheets. The roof 
is surmounted by the open pavilion, over which rises the 
steeple, having a sloping gable which projects from the 
sides. The final of the steeple is in the shape of umbrella. 
The lower portion of the mosque is formed of deodar logs 
(Cedrus Deodara) laid horizontally in alternate courses of 
headers and structures6. On the northeast corner of the 
mosque is the tomb of Shah Hamdan.

Another hallmark in the wooden architecture of Kashmir 
is the Jama Masjid in down town Srinagar. Its foundation 
was laid in 1398 AD by Sultan Sikander. It consists of a 
square courtyard surrounded on all four sides with lofty 
collonades. There are 347 deodar pillars varying from 25 
feet & 50 feet in height. In the middle of each side of the 
quadrangle are minars, which are covered by pyramidal 
roofs terminating in an open turret and crowned by a 
pinnacle 7. A considerable portion of the mosque is in brick 
except the pillars, aisles and clusters, which are in wood.

With the advent of Mughals towards the end of 15th century 
the stone masonary was revived in the valley. According to 
the inscription on the Kathi Darwaza Mughal King Akbar 
sent 200 Indian master builders to Kashmir to carry out the 
foundation of the fort of Nagar Nagar8. This fort crowns the 
Hari Parbat.

The Kathi Darwaza, Sangin Darwaza, Pathar Masjid 
and Akhun Mulla Shah’s mosque were built during the 
Mughal period in Kashmir and executed in the grey lime 
stone, readily available in the valley. The Mughals also 
laid terraced garden at Shalimar, Nishat, Chashma Shahi, 
Achhabal and Verinag. The structures built at these places 
are partly in brick and partly in stone.

The Mughals executed the architectural plans on a lavish 
scale but the traditional architecture remained more or less 
unaffected till recent times. The traditional architecture 
is cost effective in terms of material skill and labour, 
which is available locally. More ever, the techniques 
used are time tested and also suit the climatic conditions. 

6 Percy Brown, Indian Architecture (Islamic period), Tarapor-
evala Sons :Bombay ( 1942) p.80

7 Kak, Ramachandra, Ancient Monuments of Kashmir, pp. 105-
111, Sagar Publications: Delhi (1971) p. 86

8 Kak, Ramachandra, Ancient Monuments of Kashmir, pp. 105-
111, Sagar Publications: Delhi (1971) p. 89

The Folk Architecture of the residential 
houses in Kashmir
The climate of Kashmiri has played a tremendous role in 
the architecture of their residential houses of the villagers 
since ancient times. It snowed heavily here. The people 
were poor and there were no modern means then, but 
they had their own local constructional material available 
in abundance. Forests were dense and spread everywhere. 
Paddy was their main crop. Thus timber and grass (used as 
thatch) were the main items.

The houses were usually ‘Kacca’ made with Sun dried 
bricks. The foundation was not dug so deep. Round 
boulders were used for the construction of the foundations. 
Usually there was one storey or two-storey houses only; very 
few could afford to build three-storied houses; but all the 
houses were thatched. Only the very rich could afford to 
cover the roofs with layers of birch with the upper cover of 
earth on it.

To enter the house doorsteps used to be of stones and the 
upper most steps was very broad and was called “Branda 
Kani”, the flat and wide stone-step just below the sill of the 
main entrance of the house.

Ahead of the sill of door was a main passage called “Vuz”. 
The “Vuz” had rooms on either side and these were called 
“Vot”. One of these rooms was used for guests and “Vot” 
was used for the inmates. Then the 3rd storey was called 
“Kani”. It was generally used in summer mouth, whereas 
“Vot” was used in winter months. The walls were mud 
plastered and thus very conducive in summer and winter.

The covering roof was called “pash” and it had a small 
window towards the sky called skylight in English and 
“Vogah” in Kashmiri. It was used for climbing on the 
thatched roof or birch roof to clear of snow during winter 
months.

The uppermost storey was usually constructed by long tree 
trunk, especially, popular trees. It was installed in the middle 
of the roof on brick walled on the two sides lengthwise and 
was called “Ikal”. There were two supporting “Ikal” below 
the main one on either side of the roof which was sloping 
so that rain water may not trickle inside but go down.

In the traditional architecture emphasis was not only on 
simplicity in its execution but due emphasis was laid on the 
beautification elements like carvings on door, doorjambs, 
lintel, brackets, arches of the extended balconies and the 
geometrical designs on latticed windows.
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Epilogue
The traditions are continuos and always fresh, yet they retain 
ancient elements. The elements of ancient architecture of 
Kashmir, which were buried a millennium ago, resurfaced 
in the form of shrines and residential houses in succeeding 
periods.  The traditions together with the geographical 
conditions play a vital role in shaping the Kashmiri 
character. On the Indigenous Architectural Heritage of 
Kashmir Randolph Langenbach 9writes: -

“Buildings such as those found in Kashmir, if encountered 
in the United States, would probably be condemned 
immediately as unsafe. The progress of modernization 
and industrialization threatens to result in the eventual 
demolition of these buildings in Kashmir- a process, which 
has already begun.

The least recognized but most important issue is the 
tremendous cultural loss, which inevitably would 
accompany the rebuilding of Srinagar and other cities with 
similar pre-modern vernacular buildings. Kashmiri houses, 
for example, are ancient regardless of whether the physical 
fabric has been replaced in time, because they represent 
the embodiment of a tradition. The replacement of these 
structures with buildings of a new reinforced concrete 
technology is destroying that continuity. The work has been 
taken out of the hands of the people who have traditionally 
done it and put into the hands of specialists trained in a 
new way. An alien form is making its appearance on the 
landscape.”

“Old is gold” – a universally accepted proverb, is 
aptly suited in the frame of architectural heritage, 
standing the ravages of time tell a poignant tale of 
its journey from past to the present.  But, we being 
over enthused with the intoxication of blind flavour 
of so-called moderisation may destroy our precious 
heritage.

Architectural heritage is an important component for 
shaping the character of a city or a town.  Probably, in utter 
ignorance we are razing it to carve out way for structures, 
which, we believe is going to be everlasting.

9 Langenbach, Randolph, “Bricks, Mortar, and Earthquakes-Histor-
ic Preservation vs. Earthquake Safety” THE JOURNAL OF PRES-
ERVATION TECHNOLOGY, Volume XXXI, NO.3&4, Atlanta, 
1989.
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Sunil Janah a photographer in the early 
20th century, photographing events of 

pre and post-independence India. He was 
born in Dibrugarh, Assam on April 17, 1918 
and studied at St. Xavier’s and Presidency 
College in University of Calcutta.

He did not receive any formal degree on 
photography but was a student of English 
literature; and because of glucoma in 
his childhood he lost vision of his one 
of his eyes. He became a member of the 
Communist Party of India in which he 
served as an editor from 1943-1946. It was 
after he met Puran Chand Joshi that he 
joined the party. Puran Chand Joshi was 
the General Secretary of Communist Party 
of India who asked him to join to him and 
Chittoprasad Bhattacharya, an artist to 
cover Bengal Famine of 1942-1943. His 
photographs of the famine were published 
in the party newspaper-The People’s War 
and caught people’s eye as it showed the 
plight of people starving and dying of 
hunger.

Janah accompanied P.C. Joshi to Mumbai 
where the party headquarters were located 
and got associated with Indian People’s 
Theatre Association (IPTA) and the 
Progressive Writers’ Association. While 
working for the party, Janah photographed 
of the party meetings, demonstrations, 
peasant uprising, Muslim League and 
National Conference in Kashmir.

During this time, he got in touch with Margaret Bourke-White through P.C. Joshi who was working for LIFE magazine. 
She came to India to cover the Bengal famine which had by that time already spread to Andhra and other parts of Southern 
India. While they both travelled together, their photographs of the famine, the partition, of Gandhi, Nehru and the political 
upheaval going in the country, are fairly different. Sunil Janah’s photographs of partition of 1947 were published in book 

Construction of Bokaro Thermal Power Plant

Ms Gunjan Verma
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Halfway to Freedom written by Bourke.

Sunil Janah opened a studio in Calcutta around 1947-48 
after he was expelled from the Communist Party. He took 
photographs of monuments and the dance forms carved on 
them. During this time, he also took photographs of famous 
dancers including Shanta Rao, Indrani Rehman, Rita Devi 
and Ragini Devi. He was one of the founder members of 
the Calcutta Film Society along with Satyajit Ray, Hari Das 
Gupta and Chidanand Das Gupta. He also photographed and 
documented lives of common men, women working in the 
fields, peasants and workers, coal mines, of the construction 
of Bokaro Thermal power plant, Jute mills, construction of 
dams and railway engine factories.

He published three books- The Second Creature, The Tribals of 
India:  Through the Lens of Sunil Janah which contains black 
and white photographs of Tribals in India and Photographing 
India showing photographs of freedom movement, famine 
and of eminent personalities. His photographs were published 
in the book Dances of the Golden Hall.

He was awarded the Padma Shri in 1972 and the Padma 
Bhushan in 2012.

The Cultural Archives of Indira Gandhi National Centre 
for the Arts acquired 51 vintage photographs of Sunil Janah 
pertaining to various themes. On the foundation day of 
Kalanidhi Division digital reprints of around 33 photographs 
were mounted on the walls of the staircase leading to the first 
and second floor of the Building No.5. This was done with 
an aim to acquaint the visitor with the collections of IGNCA. 
The exhibition was mounted under the guidance of Ms. 
Himai Pande (Archivist) with the help of her staff Mr.Vishnu 
(Lab Assistant), Ms. Gunjan Verma (Project Assistant), Mr. 
Khushal Mani (Staff driver), Mr. Harish Kandapal (MTS) 
and Mr. V.Aditya Chakravarthy (Intern).

Some of the important photographs displayed include- 
Famine in Bengal, Orissa and Andhra Pradesh, photographs 
of dancers- Rita Devi, Bala Saraswati and Indrani Rehman, 
photographs of tribes- Bhil, Toda and Santhal, photographs 
of peasants, workers in coal mines, boatmen on the Ganges 
and M.K. Gandhi travelling to Shimla for the Viceroy’s 
Conference with the Indian leaders.

(Ms. Gunjan Verma is a Project Assistant in Cultural 
Archives, Indira Gandhi National Centre for the Arts. She 
holds a Post Graduate Diploma in Archaeology from Institute 
of Archaeology, Archeological Survey of India, New Delhi. 
She completed her Masters in Archaeology and Heritage 
Management from Delhi Institute of Heritage, Research and 
has worked with Central Board of Secondary Education as 
Content Researcher, and as Research Assistant in Central 
Antiquity Collection Section, Archaeological Survey of India)
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laxhr&lezkKh
MkW0 Jherh ,e0 ,l0 lqCcy{eh

laxhr lezkKh MkWñ eñ lñ lqCcy{ehth u dsoy rfeyukMq 
,oa nf{k.k Hkkjr ds] oju~ leLr Hkkjr ds 'kh"kZLFk 

laxhrKksa esa ekuh tkrh gSaA mudh lqe/kqj daB /ofu] HkfDrjl 
esa lus muds xhr ,oa Hkko Hkhus Loj&y; esa muds xhr xkus 
dh jhfr vkfn dh iz'kalk u dsoy laxhr 'kkL= ds eeZK 
fo}ku] oju~ lkekU; tu ,oa jfldo`Un Hkh djrs ugha FkdrsA 
HkfDrHkko esa foHkksj gksdj xhrksa dh izLrqfr esa os viuk lkuh 
ugha j[krhaA lqCcy{eh ds fy, laxhr vkRek dh mnkRrrk dh 
lqUnj vfHkO;fDr ,oa bZ'oj ds fudV igaqpus dk tcjnLr 
ek/;e jgk gSA rfey] rsyqxq&dUuM+ vkfn nf{k.k Hkkjr dh 
Hkk"kkvksa ds vfrfjDr fgUnh] ejkBh] caxyk] xqtjkrh vkfn 
vusd Hkkjrh; Hkk"kkvksa dh HkfDriw.kZ jpukvksa dks lqUnj <ax 
ls] rFkk lgh ,oa 'kq) mPpkj.k lfgr xkus esa os fl)gLr FkhaA 
Hkk"kk dh 'kq)rk] 'kCnksa dk lgh ,oa 'kq) mPpkj.k Hkkoksa dh 
l'kDr vfHkO;fDr] bu lcls c<+dj Hkko esa rUe; gksdj xkrs 
gq, Jksrkvksa ,oa jfldtuksa dks HkfDr&jl esa ljkcksj dj nsus 
dh mudh dyk dk dksbZ tokc ughaA

O;fDrRo %
rfeyukMq dh lkaLd`frd uxjh ,oa eafnjksa ds fy, iz[;kr 
enqjS "k.eq[kofMoq lqCcy{eh ¼,eñ ,lñ dk foLrkj½ tUe enqjS 
egkuxjh esa lu~~ 1916] 16 flrEcj dks gqvk FkkA mudh fonq"kh 
ekrk "k.eq[kofM+okEcky Lo;a Hkh oh.kk&oknu esa dq'ky dykfon 
FkhaA lqCcy{eh NqViu esa vkfFkZd foiUurk ,oa ladVxzLr FkhaA 
os viuh ekrk dh nwljh larku FkhaA laxhr ds ikfjokfjd 
ifjos'k esa iyus ds dkj.k lqCcy{eh ds laLdkjksa esa laxhr ds 
izfr tUetkr vfHk#fp fo|eku Fkh ftls fodflr djus esa 
mudh fonq"kh ekrk "k.eq[kofMoq dk lcls cM+k gkFk FkkA bl 
izdkj lqCcy{eh dks laxhr dk Kku fojklr esa feykA

lqCcy{eh us laxhr ds vH;kl ,oa lk/kuk dh lQy 'kq#vkr 
viuh ukS o"kZ dh mez esa gh dj nh FkhA cfgu ofM+okEcky us 
oh.kk&oknu dh f'k{kk viuh ekrkth ls izkIr dh vkSj muds 
cM+s HkkbZ 'kfDrosy e`nax ctkus esa dq'ky FksA bl izdkj lkjk 
ifjokj laxhr ,oa dyk ds fy, lefiZr ifjokj jgkA vius 
firkJh ls laxhr dh izkFkfed f'k{kk izkIr djus ds mijkUr 

lqCcy{eh enqjS Jhfuokl v;~~;axkj ls fofHkUu jkx&jkfxfu;ksa 
dks xkus dh dyk dk fodkl djus esa rhoz :i ls rRij 
FkhaA bl izdkj mUgksaus viuh ukSoha&nloha mez esa gh dykRed 
dkS'ky dk izn'kZu djuk 'kq: dj fn;k FkkA fdlh Hkh dyk 
esa fu".kkr cuus ds fy, ml dyk dh lrr~ lk/kuk dh cM+h 
vko';drk gS] bl rF; dks os NqViu ls gh le> x;h Fkha 
vkSj vius thou&i;ZUr os bl dyk dh lrr~ lk/kuk esa rYyhu 
jgrh FkhaA dfBu lk/kuk gh lQyrk dk jgL; gSA lqCcy{ehth 
dh lQyrk dk ;gh jgL; gSA

fd'kksjkoLFkk esa mudk ifjp; i=dkj czkã.k ;qok Vhñ 
lnkf'koe~ ls gqvk vkSj rcls os nksuksa iszeik'k esa ca/k x;sA 
lqCcy{ehth ds thou esa rc ls ,d eksM+ vk;kA ifjokjokyksa 
dh lEefr izkIr dj os nksuksa fookg lw= esa ca/k x,A enqjS ls 
psUubZ vkdj vius ifr lnkf'koe~ th dh iszj.kk ,oa izksRlkgu 
ikdj os vius thou esa vkxs c<+haA

mUgksaus ,dk/k rfey fQYe esa vfHku; Hkh fd;k FkkA ifr 
lnkf'koe~ fo/kqj Fks vkSj nks NksVh cfPp;ksa ds firk HkhA 
lqCcy{ehth fookgksijkUr mu nksuksa NksVh NksVh yM+fd;ksa dks 
viuh csVh ds leku ekudj muds ikyu&iks"k.k esa rRij jghaA 
os ,d vPNh x`fg.kh rFkk ifrijk;.k fgUnw x`fg.kh FkhaA

lqCcy{eh dk fQYeh lalkj esa izos'k %
lqCcy{ehth ds ifr Vh- lnkf'koe~~ dh xk<+h fe=rk ml ;qx 
ds izfl) rfey i=dkj] miU;kldkj ,oa dgkuh ys[kd 
rFkk ^dfYd* uked rfey lkIrkfgd if=dk ds laiknd  
jk- d`"ÆewfrZ uked ̂ dfYd* ls FkhA mu nksuksa us feydj ̂ dfYd* 
uked rfey lkIrkfgd if=dk pykus dh ;kstuk cuk;h FkhA 
mlds fy, vkfFkZd lk/ku tqVkus ds fufeRr os nksuksa fQYeh 
lalkj esa izfo"V gq,A mu fnuksa rfey flusek vius izkjafHkd 
pj.k esa izos'kkoLFkk esa FkkA ds- lqczã.;e uked odhy rfey 
flusek firkeg dgs tkrs gSaA fgUnh ds lqizfl) miU;kldkj 
iszepUn dk miU;kl ^lsoklnu^ ij rfey fQYe cukus ds 
iz;Ru esa jgsA ,d ns'kHkDr efgyk ,oa Lora=rk lsukuh dh 
lqiq=h vEcqtEeky us ml ;qx esa fgUnh lh[kdj ^lsoklnu^ 

¼tUe'krh ds volj ij mudh J)katfy ,oa iq.;&Lej.k½
Jh ,eñ 'ks"ku~
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dk rfey vuqokn izdkf'kr fd;k FkkA ml fQYe esa lqCcy{eh 
us lqeu dk ikVZ vnk fd;k FkkA lqCcy{eh th dk ogh fQYeh 
lalkj esa igyk izos'k FkkA ifr dh iszj.kk ,oa izksRlkgu ikdj 
,eñ ,lñ us rfey fQYe ^lkfo=h^ esa ukjnth ds iq#"k ik= 
dh Hkwfedk fuHkkrs gq, vPNk vfHku; djus ds lkFk gh vius 
lqe/kqj daB /ofu ls vusd xhr xkdj Jksrkvksa ds eu dks eqX/k 
dj fn;kA ml fQYe ds ckn mudh yksdfiz;rk c<+rh x;hA 
bl izdkj lqCcy{ehth us rfey fQYeh nqfu;k esa] vkjafHkd 
voLFkk esa gh viuh iSB cuk yhA lu~ 1941 dh ^lkfo=h^ 
fQYe dh lQyrk ls izksRlkfgr gksdj lnkf'koe~ us [kqn viuk 
izksMD'ku ;wfuV [kksykA lu~ 1945 esa mUgksaus ^ehjk^ dk rfey 
fQYekadu fd;k ftls rfey turk us cgqr ilan fd;kA ml 
fQYe esa lqCcy{ehth us ehjk dk ikVZ vnk fd;k FkkA ,fDVax 
,oa xhr nksuksa ds dkj.k bl fQYe us rfey fQYeh lalkj 
esa cM+k rgydk epk fn;k FkkA bl pyfp= dh vk'kkrhr 
lQyrk ds ckn rks ekuks lqCcy{eh th dh lQyrkvksa dk  
laiw.kZ }kj [kqy x;k vkSj os ,d ds ckn ,d lQyrk dh 
Å¡pkb;ksa dks Nwrh pyh x;haA

rfey ^ehjk^ fQYe esa izkIr vk'kkrhr lQyrk us lnkf'koe~ 
dks mlds fgUnh fQYekadu ds fy, iszfjr fd;kA bl fgUnh 
^ehjk^ ds dqNsd ekfeZd n`";ksa dh 'kwfVax jktLFkku ds t;iqj 
jk.kk ds jktegy esa gqbZ ftlds fy, jk.kk lkgc us eqDr 
:i ls Lohd`fr nh vkSj mu yksxksa dks lkjh lqfo/kk;sa miyC/k 
djk nhaA fgUnh ^ehjk^ ds fy, laokn fy[kus ds laokn 
fy[kus ds fufeRr fgUnh ds lqfo[;kr dFkkdkj ve`ryky 
ukxjth y[kuÅ ls psUubZ i/kkjsA dgus dh vko';drk 
ugha fd ^ehjk^ dk ikVZ lqCcy{ehth us bruh LokHkkfod] 
c[kwch ,oa izHkkoksRiknd <ax ls vnk fd;k fd lkjs fgUnh 
txr esa rFkk leLr Hkkjr esa mlus rgydk epk fn;kA bl 
fQYe ds vafre n`"; dh 'kwfVax xqtjkr ds }kfjdk esa gqbZA 
}kfjdk ds Jhd`".k eafnj esa ehjk ds Jhd`".k dh ewfrZ ds lkFk 
,dkdkj gksdj foyhu gksus ds ml ekfeZd n`"; ds 'kwfVax ds 
le; lqCcy{ehth vius vklikl ds ifjos'k ,oa Lo;a vius 
vfLrRo dks Hkwy dj HkkofoHkksj gksdj HkfDrxhr xkrs gq,] ogha] 
eafnj ds ifjlj esa gh ewfNZr gksdj fxj iM+haA cM+k gh ekfeZd 
,oa HkO; og n`'; FkkA n'kZd yksx HkkofoHkksj gksdj rkfy;ka 
ctkus yxsA bl ,sfrgkfld egRo dh 'kwfVax dk blfy, eSa 
mYys[k dj jgk gwa fd lqCcy{ehth u dsoy xhr xkrs le; 
cfYd ,fDVax esa Hkh rUe; gksdj jgrh Fkha] ;g ,d vn~Hkqr 
,oa ekfeZd rFkk cgqpfpZr ?kVuk ekuh tkrh FkhA bl fgUnh 
ehjk ds ckn rks lqCcy{ehth ds flrkjs cqyan gks x;sA lkjs 
Hkkjr esa mudh yksdfiz;rk c<+us yxh vkSj lqCcy{ehth dks 
lkjs Hkkjroklh tkuus yxsA ^ehjk^ fQYe esa mUgksaus ehjkckbZ ds 

Hktu xhrksa dks brus vkReh; Hkko ls xk;k fd Lo;a ns'kfirk 
egkRek xka/khth Hkh bl fp= ls ea=eqX/k gq,A ckn esa xka/khth 
us vusd HkfDr xhrksa dks xkus dk vuqjks/k fd;kA lqCcy{eh 
dh ns'kHkfDr ,oa bZ'ojHkfDr bruh izHkkoksRiknd Fkh fd 
mUgksaus xka/khth ds vuqjks/k ij ^gfj! rqe gjks tu dh Hkhj* ,oa 
^oS".ko turks rs.ks dfg;s^ vkfn vusd Hktu xhr xkdj 
xka/khth ds iszeik= cuhaA bl dkj.k ls Hkh mudh [;kfr ns'kHkj 
esa QSy x;hA

,eñ ,lñ lqCcy{ehth ds xhrksa ls Jherh ljksftuh uk;Mq 
iafMr tokgjyky usg: ,oa vU; 'kh"kZLFk xk;d dykdkj 
vR;f/kd izHkkfor gq,A fgUnqLrkuh 'kkL=h; laxhr ds fo[;kr 
dykdkj cMs+ xqyke vyh[kka lkgc us ¼ckn esa Hkkjr foHkktu ds 
i'pkr os ikfdLrku esa tkdj cl x;s½ ;gka rd lqCcy{ehth 
ds xk;u ls izHkkfor gksdj mudh iz'kalk esa dgk] ^^lqCcy{eh 
th! Vki rks Lojy{eh th gSaA 'kkL=h; laxhr dh nqfu;k esa 
vkidks ekr djus okyk Hkkjr esa nwljk dksbZ ughaA vki rks 
laxhr lezkKh gSaA** iafMr tokgjyky usg: th us lqCcy{ehth 
dh rkjhQ dk iqy cka/krs gq, dgk] ^^lqCcy{ehth! eSa rks dsoy 
izkbefefuLVj ek= gwa] exj vki rks Hkkjr dh vrqyuh; laxhr 
lezkKh gSa] vki ds laxhr ds lkeus eSa dqN Hkh ugha gwaA**

lqCcy{ehth x`fg.kh ds :i esa %
lqCcy{ehth ds O;fDrRo dh ;g fof'k"Vrk gS fd mUgsa bruh 
[;kfr vkSj ;'k izkIr gksus ds ckotwn Hkh vga mUgsa Nw rd 
ugha x;kA os ,d lkekU; x`fg.kh] e`nqHkkf"k.kh rFkk ferHkkf"k.kh 
efgyk FkhaA vusd yksxksa dks bl ckr dk irk ugha fd okLro esa 
os ,d vPNh ,oa lQy x`fg.kh Hkh gSaA ,d ln~x`fg.kh ds fy, 
okaNuh; lkjs vPNs xq.k ,oa laLdkj muesa fo|eku FksA igys gh 
dgk tk pqdk gS fd muds viuh dksbZ larku ughaA fQj Hkh] 
ifr dh igyh iRuh dh nksuksa csfV;ksa dks viuh gh csVh ekudj 
mUgsa iky iksldj cM+k fd;kA ,d yM+dh rks mUgha ls laxhr 
dh f'k{kk ikdj mUgha ds lkFk vusd eapksa ij xkus esa lkFk nsrh 
FkhA os bruh ifrijk;.k Fkha fd ifr dh gj ckr dks ekudj 
pyrh Fkha] blfy, mudk ikfjokfjd thou lq[ke; jgkA mUgsa 
Hkxoku ds ojnku ls brus vPNs ifr feys fd muds dyk&isze 
dks le>dj] ij[kdj mls vkxs fodflr djus esa mudk iwjk 
iwjk lg;ksx iznku fd;kA lnkf'koe~ rks Lo;a Hkh laxhr ds 
vPNs eeZK FksA

nku dh izo`fRr %
lnkf'koe~ vkSj lqCcy{eh nEifr us ;g fu'p; fd;k laxhr 
ds ek/;e ls vftZr /kujkf'k dks os nksuksa lkekftd] /kkfeZd 
dk;ksZa ds fufeRr vfiZr djsaxsA viuk loZLo viZ.k djus dh 
;g fojkx Hkkouk fcjys gh Hkkjr ds vU; dykdkjksa esa ns[kh tk 
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ldrh gSA dLrwjck xka/khth ds fu/ku ds ckn dLrwjck VªLV ds 
fy, /ku laxzg djus ds fufeRr Hkkjr Hkj esa Hkze.k dj vius 
xhrksa ds ek/;e ls izkIr djksM+ksa dh /kujkf'k dks] vkenuh dks] 
VªLV ds fy, nku esa ns fn;kA os ,slh nkuh xq.kh dykdkj FkhaA

lnkf'koe~ vkSj lqCcy{eh nEifr dks dkaphiqje ds dkedksfV 
ihB ds iwoZ eBk/kh'k 'kadjkpk;Z Jh pUnz'ks[kjsUnz Lokehth dh 
d`ik dk ik= cuus dk lkSHkkX; izkIr gqvkA os nksuksa ifr iRuh 
thou i;ZUr Lokeh th ds fiz; HkDr cus jgsA cM+s Lokehth ds 
izfr mu nksuksa dh vikjHkfDr ,oa vxk/k J)k cuh jghA vesfjdk 
ds ;wñ ,uñ vksñ ds lHkkxkj esa xkrs le; cM+s 'kadjkpk;Zth 
JhpUnz'ks[kjsUnz Lokeh th }kjk iz.khr ^eS=ha Hktrka^ uked 
laLd`r yksd dks xkus esa mUgksaus fo'ks"k vfHk#fp iznf'kZr dhA

19 uoacj] 1997 dks lnkf'koe~ dk nsgkUr gks x;kA ifr ds 
nsgkUr ds ckn lqCcy{ehth fleVdj jg x;ha] ?kj ls dgha 
Hkh ckgj ugha fudyhaA lHkk&lekjksgksa vkSj vU; laxhr ds 
vk;kstuksa esa Hkkx ysuk fcydqy gh NksM+ fn;kA

iafMr jfo'kadjth] tkfdjgqlSu] fcfLeYyk[kka tSls 
izfl) xk;d dykdkjksa vkSj dykfonksa dh Hkkafr os Hkh 
fo'ofo[;kr dykfon gks x;h FkhaA iafMr usg:th us ,d ckj 
Hkfo";ok.kh dh Fkh fd lqCcy{ehth dk laxhr fo'oHkj esa 
fo[;kr gksxkA mudh Hkfo";ok.kh lp fudyhA ^fn VkbEl^] 
^fn U;w;kdZ VkbEl^ tSls fons'kh lekpkj i=ksa us mudh laxhr 
dyk dh Hkwfj Hkwfj iz'kalk djrs gq, fy[kk FkkA ‘Her vocal 
communication transcends words…Subbulakshmi 
and her ensemble are a revelation to western ears.’ 
(1966)

muds }kjk xk;k x;k fjdkfMZax ^fo".kq lglzuke~^ ladhrZu 
vkt Hkh Hkkjr ds ?kj ?kj esa] nsoky;ksa] eafnjksa] eBksa esa izfr 
fnu ctk;k tkrk gSA muds Hktuxhr vkSj dhrZu us nf{k.k 
Hkkjr dh lhek ikj dj leLr Hkkjr esa mUgsa fo[;kr cuk 
fn;kA dsnkjukFk] cnjhukFk /kke ls ysdj nf{k.k esa jkes'oje~] 
fr#ifr ckykth eafnj] dU;kdqekjh] enqjS vkfn ifo= 
/kkeksa] rhFkZ LFkyksa vkSj eafnjksa esa ,eñ ,lñ ds HkfDrxhr] 
Hktu ,oa dhrZuksa dks lqudj ns'kHkj ds ;k=hx.k] i;ZVd rFkk 
HkDrx.k ijo'k gksdj izlUufpRr gksrs gSaA

iqjLdkj] lEeku ,oa mikf/k;ka %
ns'k&fons'k ls vusdkusd iqjLdkj] mikf/k;k¡] ,okMZ] lEeku 
vkfn ,lñ ,lñ dks <wa<rs gq, vk igaqpsA laHkor% Hkkjr ds 
fdlh Hkh vU; laxhrK ,oa xk;d dykdkj dks bruk lEeku] 
mikf/k;k¡ ,oa xkSjo 'kk;n gh feyk gksA Hkkjr ljdkj dh 
loksZPp mikf/k ^Hkkjr jRu^ in~~efoHkw"k.k vkfn ds vfrfjDr 
dkfynkl lEeku] dks.kkdZ lEeku] jkeu~ esxlsls ,okMZ] 

laxhr&ukVd vdkneh ,okMZ] QSyksf'ki] fo'oHkkjrh dk 
^nsf'kdksRre mikf/k^] Hkkjr ds vusdkusd fo'ofo|ky;ksa 
dh MkDVjsV dh ekun mikf/k;k¡] gkfQt vyh[kka ,okMZ] 
Hkkjrh; HkkokRed ,drk ds fufeRr iznRr bafnjk xka/kh 
,okMZ] varjkZ"Vªh; laxhr dkSafly dk us'kuy izksQsljf'ki] 
izksM~;wlj ,efjVl] vkdk'kok.kh ,oa nwjn'kZu ,okMZ] bafnjk 
xka/kh jk"Vªh; dyk dsUnz dh VªLVhf'ki vkfn vusdkusd 
mikf/k;k¡] ,okMZ] lEeku] xkSjo mUgsa izkIr gq,A mUgsa izkIr brus 
lEeku] xkSjo dks ns[kdj lqizfl) HkjrukV~~;e ds f'kjksef.k 
,oa vM~~;kj dyk{ks=e~ dh v/;{kk Jherh #fDe.kh v#.Msy us 
muls dgk] ^^daqtEek! ¼?kjsyw uke½ rqe vkSjksa ds fy, Hkh dqN 
,okMZ NksM+ nksxh ;k lc dqN rqEgha ys yksxh \**

lqCcy{ehth dks 'kk;n /keZ&fujis{krk dk vFkZ ekywe 
gks ;k u gks] ijUrq vius ns'k dh izkphure lkaLd`frd 
mRd"kZ vkSj xkSjoxfjek ls os [kwc ifjfpr FkhaA thoui;ZUr 
/kekZU/krk vkSj dV~Vjrk ls os vifjfpr Hkh FkhaA NqViu esa 
xjhch] vlqj{kk] thou dh vfLFkjrk rFkk vdsykiu vkfn 
ds e/; jgh lqCcy{eh dks vHkkoxzLr thou vkSj xjhch dh 
vPNh igpku FkhA ijaijkxr Hkkjrh; mnkRr thou ewY;ksa dk 
os lpeqp izfrfuf/kRo djrh Fkha ,slk dgsa rks dksbZ vfr'k;ksfDr 
ugha gksxhA mudh jk"VªHkfDr dk rks dguk gh D;k! jk"VªeqfDr 
laxzke ds ;qx esa jgus ds dkj.k xka/kh;qx dk xgjk izHkko muds 
eu ij iM+k FkkA os xka/kh rFkk fouksckth ls vR;Ur izHkkfor 
FkhaA lkSHkkX;o'k muds ifr lnkf'koe~ Hkh ;qokoLFkk ls ns'k ds 
Lora=rk&laxzke esa Hkkx ys pqds FksA os Lora=rk lsukuh Hkh Fks] 
dkjkokl Hkksx pqds FksA

lqCcy{ehth dks ns'k&fons'k ls bruk lEeku] bruk xkSjo 
izkIr gksus ij Hkh mUgsa ^vga^ Nw ugha x;kA os fujfHkeku exj 
vkRelEekuh euq"kh FkhaA ekuork dh os izfrewfrZ ekuh tk ldrh 
gSaA mUgksaus ekuork dh lsok djus dk n`<+ ladYi bUgha foHkwfr;ksa 
ls iszj.kk ikdj fd;k FkkA vewY; ,oa dkyt;h laxhr dh 
vikj fuf/k lqCcy{ehth dks Hkxoku ds ojnku ds :i esa 
izkIr gSA Hkkjrh; laxhr ds bfrgkl esa lqCcy{ehth dh egrh 
laxhr&lsok ,oa ekuo lsok Lo.kkZ{kjksa esa vafdr djus ;ksX; 
gSA 'kkL=h; laxhr ds fy, rks ,e-,l- lqCcy{ehth dk ;qx 
Lo.kZ&;qx gh ekuk tk,xkA lpeqp os dyk&fuf/k FkhaA Hkkjr ds 
lkaLd`frd bfrgkl esa mudh lsok;sa Lo.kkZ{kjksa esa fy[kus ;ksX; 
gSaA

mudh tUe&'krkCnh t;Urh ds bl egRRoiw.kZ volj ij 
izLrqr ys[kd mUgsa J)katfy;k¡ vfiZr djus esa vius dks 
/kU; ekurk gSA
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Interview: 
Kamakshi Khanna
Kamakshi Khanna is a young Delhi-based musician. she started singing/performing as a school girl and is now a 
popular name in the Delhi music circles. Kamakshi Khanna and her band Kamakshi Khanna collective are currently 
touring India to promote her new album cakewalk.  Kritika Mudgal (Kaladarsana Division, IGncA) recently interviewed 
her, read on to find out more about her. 

When did your musical journey begin?

I probably would not have started singing if it wasn’t 
for my school music teacher, Sir K.K Choudhary. He made 
me realize that I could actually sing and motivated and 
encouraged me to take it up seriously. The first opportunity 
that I, till date, feel truly blessed to have had was a chance 
to sing with the Mozart choir of India when I was 13 years 
of age. This was a collaborative project between Pandit Ravi 
Shankar and Austrian Grammy winning composer, Gerald 
Wirth. We toured all over India and Austria performing 
Indian and Western classical music. After that, I decided 
there was no looking back and this is truly what I wanted 
to do.

How essential do you think formal training in music is? 
How has your formal training shaped you?

I feel like there are certain prodigies that truly have this 
innate capacity to become expert performers without any 
training whatsoever. I however do not fall in that category. 
All I had before was my voice, it’s the various teachers 
be it in school, Global Music Institute (Where I studied 
music theory, ear training, jazz and took private lessons), 
my current Indian Classical teacher, etc. that have made 
me capable enough to do what I do today. I think if you 
feel any gaps in your art or skill, the world wide web can 
sometimes be misleading. I personally always prefer first 
hand experiences and knowledge.

What makes you different from other musicians around 
you in the present day?

My biggest source of strength and power, my voice.

You not only sing, but also compose your own music and 
write the lyrics to your songs. What are the sources of 
your inspiration?

Inspiration can come from anywhere. An incident, a 
feeling, a person or a song.  I get my inspirations from daily 
life experiences that subconsciously keep telling my mind 
and body to write and compose. Once you hear that inner 
voice, everything else just flows.

What are two of your lesser known talents?

I have no talents apart from music. It’s the truth.

What are the issues that you find yourself struggling to 
deal with as an artist in India?

The struggle 
is real. What I 
do caters to an 
extremely niche 
audience as of 
now, but what 
I hope to do is 
reach out and 
make people 
realise that a 

song is a song. No matter what language or genre it may be 
in. Each person has the inner capacity to relate to a piece 
of art without being familiar with it. However, I feel like 
things are now changing drastically for the better. There is 
a strong wave of independent music that I’m very proud to 
be a part of.

As a young artist what message would you like to give to 
young aspiring musicians?

Figure out what makes you you. Listen to your inner voice 
more than the million voices around you.

Where do you see yourself and the Indian music scene 5 
years from now?

This may be far-
fetched, but I do hope 
to see myself giving 
sold out performances 
in auditoriums and 
stadiums all over the 
world with my music. 

I see my music making a difference in people’s lives. Only 
time will tell, I guess.

Young Artist
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IGncA PUBLIcAtIons
1. NATYASASTRA OF MUNI BHARATA - 

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

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

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

4. THEORY AND PRACTICE OF TEMPLE 
ARCHITECTURE IN MEDIEVAL INDIA

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

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

Delhi-2

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

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

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

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

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

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

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

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

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

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

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

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

(out of Stock).

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

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

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

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

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

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

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

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

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

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

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

13. Raja Deen Dayal, 2010, Rs.480/-

INTERACTIVE CDs
1. Ajanta - Rs. 300/-

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

3. Tanjavur Brhadisvara Temple - Rs. 700/-

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

5. Rock Art - Rs. 750/-

Available at the Sales Counter, IGNCA.
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From the exhibition B.D. Garga: A Story called Cinema

Posters from the B. D. Garga Collection

Spectators examining artefacts from the 
collection

Dr Gautam Chatterjee, Controller, Media 
Centre, interacts with students visiting the 
exhibition

Mass Communication students at the exhibition

The audience enjoying video clips as part of the 
exhibition

Armenian delegates visit the B.D. Garga exhibition

Back Cover
At the Lok Gatha Utsav, Chitrakoot
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