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A FOREWORD

CONCERNS OF THIS STUDY

The Government of India has had no explicit policy
on culture til1l now. Rut it has been formulating
implicit official statements and proposals from time to
time on the bhasis of which a vast cultural
infrastructure has been erected (for example, the three
National Akademis of Art and Literature with their

networking institutions 1in the states, the Zonal

i

Cultural Centres, etc.)

However even though the Government does not have
any specifically stated policy prescriptives within an
explicitly stated National Culture Policy but since it
does have certain imp1icif ‘objectives’ for the
promotion of art practise and cultural activities 1in
the country, to meet these ‘objectives’ the Government
has made periodic efforts and undertaken certain
(officially formulated and legislated) ‘"Actions’, My
attempt in this study has heen to 1look at those
*Actions’ - observe and analyse their nature, their

potentialities, successes, deficiencies and failures.

As stated above, many of these Actions were mainfest

el



through these largely Government.-funded Art
Institutions and reflected in many of the Objectives of
the constitutions of these institutions (consequently
for which Government funds were allocated and resources
channelised). So this study has attempted to
concentrate on the workings of some of the prominent
Government-funded institutions established for the
promotion of art practise in the country. Chapters Six
and Seven, deal with the three National Akademis
namely, The National Academy of Letters - The Sahitya
Akademi, The Natijonal Academy of Dance, Drama and
Music - The Sangeet Natak Akademi; and the National
Academy of Plastic and Visual Arts - The Lalit Kala

Akademi.

This study however has not undertaken a c¢ritical
assessment of these ‘Objectives’ which would probably

need special treatment,'more research and time.

Furthermore, this work, in its due course has also
had the opportunity to study and analyse some primary
source material 1in the form of official documents,
reports and papers enlisted in the Ribliography. It
was ohserved, after a careful scrutiny of such

documents that some of the most prominent. of these
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institutions were established within the framework of a
very strong post-colonial legacy, reflected for example
in the policy perspective and prescriptives which led
to the creation of certain kind of institutions for the
bromotion of certain kind of art by the State (and not
another). This aspect has bheen detailed 1in chapter
three : ‘A Legacy of Institutionalism and state policy

in India and in ~hapter six ‘Institutions of Art and

Culture in India’.

As India grew, circumstances and needs of each
generation varied accordingly. What did not change
were the institutional objectives of many of these art
promotion bodies in order to accommodate the needs and
aspirations of present time. Due to lack of any
coherent and dynamic perspective of matters cultural,
Art practise 1in particular got further marginalised
from mainstream national 1ife, mainly due to 1its
inability of contribute or render any solutions to the
more pressing problems before a developing nation. And
the State in all its sincerity to devote its services
for the promotion of ‘Art and Culture’, 1in line with
its continuing commitment for this cause as an
‘integral part of nation-building’, sought to spend
increasingly on building more bureaucratic.

xi1i



organisations for the "Promotion, Support and
Dissemination” of various art forms. The Indira
Gandhi National Centre for Arts, New Delhi; The Bharat

Bhawan; Forty eight Zonal Cultural Centres; A whol

D

networking of State 1level Akademis of Art and
literature, an entire Administrative paraphenelia in
almost each state to look after art activities; state
sustainance to many organisations recognised by the
three National Akademis, New Delhi are a few examples,
Appendices - 2, 3, 5, 11, 17, 20, and 22 of this text
further {llustrate this argument. BResides, since the
Government. of India has not explicitly stated its
policy perspective in Art and Culture, the only way one
could Aattempt to study the Government’s presence in
this domain is through such institutions - the
Objectives for which they were established, reasons for
their successes or failures, any structural
deficiencies in their procedural workings or management
in the channelisation of state funds to them, proposed
alternative sources of funding to uphold 'Autonomy’ of
such 1institutions as an integrated aspiration (and 1in
view of progressively diminishing the already meagre
astate resources). Also to study the impact of such

ingtitutions on national 1ife after almost four decades
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of their existence and performance, the issue of ever
increasing bhureaucratic staff of institutions of art
etc. However, due to constraints of time and the
exhaustiveness of the topic, this study has focused
primarily on some of the functional dspects of the
three national Akademis of Art. To some extent a
critique of the very objectives for which the state 1is
present in the "Promotion of Art and Culture” was quite

implicit, but this was neither intentional in this

piece of writing nor possible in the present time-frame

for this study.
Resides the attempted analysis of some of the
aspects of the three National Akademis formed quite an

appropriate initiation into such a study, as these
National Akademis were one of the firét to he
established after 1947, reflecting the initial
perspective and intentions of the Government (for the
promotion of different art forms) apparent from a
review of the objectives of the constitutions of these
institutions. These were institutions of a national
character not just by virtue of their having a whole
network of affiliated Akademis at the State level but
even in terms of Government priorities for allocation
of funds to them.
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Studies of this kind could hold more relevance in
context of subsequent initiatives undertaken
deliberation of a National Culture Policy. The
Government of India has taken two marked actions in
this direction, The first was the sponsoring of a
"High Powered Review Committee” (in 1990) to study and
make the three National Akademis of Art along with
their networking with their state Jlevel affiliates.
The report presented by the committee (known as the
Haksar Committee Report) marked out some very
interesting questions and issues for public debate, on
the basis of which the second action was undertaken.
Thus, the second action was based on some views and
issues which were thrown up during an array of
seminars, symposia, workshops, etc., organised by the
Government and other concerned institutions especially
in the past two years (1991-93) to muster urban public
awareness, if nothing more, on the perceived need for a
National Culture Policy. the Central Department of
Culture, under the Ministry of Human Resource
Development circulated a draft in the form of “An
Approach Paper” thereby marking its intention for a

future policy framework very clearly,

Tt  becomes important to talk about the above two

XV



actions of the government, for today we are on the
threshold of formulating an explicitly stated National
Policy on Culture and the ARt, for the first time
perhaps. Hence there is a need to build and entertain
varied public opinion by concerned citizens as well as
specialists who have been in the field and who’s
~expertise by virtue of their experiences could be most
valuable regarding structural hurdles of a government
organised system in the art, - (if not much more) to make
sure that many of the past deficiencies can he
rectified and we can start with a renewed perspective

on matters cultural.
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CHAPTER ONE

‘Culture 1is what remains when all the rest
has been forgotten’.
Oscar Wilde

Complete Works 1987
Galley Press



CHAPTER ONE

AN INTRODUCTION

The course of this work has bheen very educative,
interest-consuming and revealing. It also sought to
tread on a path which could lead to, with the help of
much more research in the same field, attempted
solutions to rectify a strife-torn India today.
Solutions which would attempt to restore eroded self-
confidence and self-sufficiency of the Indian citizens,
apart from other things, The study of the kind of
Culture we live 1in, 1is so integral to these objectives
because it is Culture which sets limits to what we can
do or can think of doing. Culture, then has to be

dehistoricised and rendered a timeless verity,

The study or any attempt at a redefinition of
Culture is relevant because Culture today is to be seen
as the condition of human kind, our very mode of

exis

ot

ence, We make, indeed create the various
Cultures in which we Tive and thereby constantly carry
with us the capacity to transform society. This
Cultural capacity 1is a part of modern thought, not
withstanding 1its ambiguities and contested terrains,

hecause it addresses the most fascinating feature of



human kind the capacity to create an incredible variety
of human environments, and yet remain indisputably,

even triumphantly, your own self.

Today living 1in an era of a more refined
institutional 1life Culture could be understood as an
interpretation o% historical circumstance by a
particular people in their time and place (and not just
a legacy of habits and understandings accumulated from

the past).

To study Culture 1is to focus on a specific
instance of social 1ife., Tt is not Jjust a study of the
nast, but of the present and future as well, How to
learn from our past, shape our present and predict our

future.,

It is also often to recognise the creative
capacity of production and progress of human kind; the
propensity to differ from and to collaborate with each

other.,

And in this country, it is precisely here that the
Indian Government has played a larger-than-1ife role in
shaping these human circumstances, Circumstances which
provide the physical infrastructural environment which

would render possible the growth of potentialities of



either achievement and progress or in fact Jjust the

contrary,

It is here we fall into problems. For any
cultural discourse focusing on Indian realities cannot
afford to evade the sheer depth of contradiction, if
not.  confusion that underlines different "ways of
seeing” Indian Culture determined by not. only
differences 1in location, language, history but also
state disparity in economically developing different
regions according to the states own needs and

requirements. Culture then 1is a very explosive,

diverse, (not unifyving) but diversifying factor.

However, official Cultural discourse of th

D

Government. , while paving 1lip service to thes

D

differences assumes a Unitary position or an
“Integral’ view of Indian Culture (explained in chapter
two) that subsuming all contradiction within
predetermined high preaching humanist sentiments like
‘Unity 1in diversity’ ' a composite culture’ ‘national

brotherhood’ etc.
This view has led to mainly two distortions.

Firstly, it has marginalised the cultural

discourse from mainstream national 1ife by safely

W



packing it in departments under the Ministry of Human
Resource Development., Government of India, or, by the
occasional exhibition of it while parading it through

Urban centres under Government. sponsored Utsavs,

Festivals etc,

Secondly as a consequence of the above trend, when
middle class urbanised Indians are expressed-to-exposed
to different world Cultures today, they tend to Jlose
track of +their own Cultural identity. They wish to
reject their Culture (maybe because they are no longer
sure what this much neglected "living-system signifies
or identifies any more) and lap-up or attempt to ape
any in-coming cultural alphabet which can be associated
with Anglicised western traditions, The Indian
Government. too, to some extend, has bheen a party to
this. To begin with, the aspiration and attempt by the
Indian Government of continuing with transplanted
westernised institutions and their traditions in India
after independence (instead of either trying to
structurally reform these existing institutions to make
them more condusive to Indian requirements or of
attempting to build such structures which would be
capable of replacing these institutions) was seen as an

aspiration towards modernity towards re-enchantment.

Modernity or re-enchantment then meant wusing The



Furopean as a large norm system which was to superwise
work ethic, institutional working and even shape the
thinking of a new class of “modernised Indians” by
symbolishing itself as an aspiration in their minds
which needed to be achieved 1in order to become
affluent, One of the reasons for this trend could be
traced to an Aaccute backlash of the feeling of
inauthenticity and inferiority which was conciously and
progressively infused as a part of a deliberate policy
persued by the colonial rulers with a marked purpose to
erode all confidence of the Indians from their native
attributes 1like their own languages, ways of belief,
self-gustaining institutional mechanisms, dress codes

eating habits etc,.

This s turn lead to two repercussions which have
marked the Government’s attitude towards Art and
Culture, which could be read from its various policy
statements, official declarations, seminars, workshops
etc. organised from time to time, On one hand, the
Government very eloquently professed the inextricable
‘authenticity’, the uniqueness, the richness etc. of
Indian Culture (the culture of civilisation which dates
back as one of the earliest), a kind of Culture which

is diverse and richer from that of the west as it s



able to provide the "reflective poise and spiritual
energy so essential for the maturing of the good
society".1 On the other hand, such pretensions very
comfortably 1led to a conceptulisation of culture as a

>ategory from the past with museumatic value to be

treasured as a sense of inspiration, as our heritage.
Indian Culture was then the culture of a past age and

modern Indian 1ife had to develop and create a sort of

Culture which would be nearer to the kind prevailing in
western nations. Base for modern India was to be.
consistent with a replication of concepts, institutions
and processes like the establishment of the Academies
or art, Universal Adult Franchise, Universal formal
institutions etc. Modern Indian Culture had no bp1ace
for Art forms like handicraft production, weaving,
pottery, ‘nautanki’ performances, street or ‘'tamasha’
forms of theatre etc. which were now seen as
traditional and therefore categorised for charity under
the ‘welfarist functions’ of the sate, needfng special
promotion and support, and shifting from one Ministry
to the other from time to timé. (for exampie,
handicrafts were shifted from the Ministry of Textile
Lo the Ministry of Industry etc). So then what

1. The Haksar Committee Report, July, 1990; (pg. 6,
Paragraph 2.2).



symholised Art of modern India was the kind of Art
production that was indulged in at the state sponsored
National Akademis and their and networking institutions
throughout the country. The kind of Art promoted 1in
these Akademis was more in tune with the idea of art
imported from western anglicised traditions,. For
example, it replaced the Indian concept of ‘commune’
art which meant the involvement of the entire commune
in the production of a certain piece of art, like, for
example a mural, Akademis, instead, encouraged the
development and promotion of personalised, independent
and individualistic skills of the artists 1in their
creations, a trend which developed with the great
masters of the west, 1ike Michael Angelo who turned the
Sisteen Chapel into an invaluable mural, during

European Renaissance.

Today one should reinterate the need to rebuild
many of our cultural assets which were created overtime
by the community by virtue of its being a community.
To bring the concept of community back into cultural
discourse of the country. Originating from the latin
word ‘Communis’ (‘com’-together, “munis" - under

obligation). The word was earliest associated in the



2
English language with common or ‘common people’.,

Later it, referred to the people of a district’ and
also a sense of common identity. It is due to these
meanings that ‘community’ continues to be a much more
familiar and intimate term then ‘society’ in cultural
discourse. in metropolitan centres where the
increasing anonymity and mechanisation of every day
1ife has resulted in he disintegration of
neighbourhoods, the idea of the community has been
serverely challenged, if not negated. Fven cultural
circles have seen the emergence of this trend, mavbe
due to new commercial pressures, the invasion of the
television, not to forget more immediate matters 1like
transportation problems, increasing distances from
places of work to leisure if there is any time left for
leisure at all, A1l these factors have contrihuted to
the difficulty of getting people together on a regular
basis to participate in creative work, which was taken
for granted a decade or so ago. In contrast
communities continue to exist in mofussil towns,

villages and triba

—
N
3
]
D
n

despite their inner
dissensions and tensions emerging from urban
interventions, Nevertheless, even in cities whenever

2. See ‘Community’ in Raymond Williams, “"Keywords",
Fontana Paper backs, 1985, (pg.75).
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people gather to watch an exhibition or listen to a
concert., they form an "audience"”. What should be great
concern to us in cities is to question how this
audience can evolve into a community of sorts through
greater interaction, discussion and a sense of sharing
some common ideas,; values and bheliefs, We need to
uphold different kinds of structures of community 1in
India 1in accordance with different social context and
changed circumstances of modern 1iving. Only then
would we be able to pragmatically strengthen the idea
of the community rather than dismiss it as a
obscurantist sentiment, This idea 1is even more
relevant 1in metropolitan centres where the entire
practise of presonalised Art Akademis is in vogue, and

where it is (therefore) hardest fto sustain.

It 1is also for two very significant reasons that
this sense of community in 'Art and Culture’ needs to
be sustained. Firstly, it 1is only through the
development of a sense of community production in India
Individualistic Art practise today that we would bhe
able to bring marginalised Indian Art Practise (1like
that of the tribals, the villagers, etc.) back into
mainstream national 1ife, thereby enriching both sides

with this encounter., Secondly,; it is through such a



process (and as a consequence of~1t) that one could
attempt to rectify some of the distortions which have
. shaped official (Governmental) Cultural Conceptua-
lTisation on Indian Art and Culture, This attempt at
correction 1is vital because the Government with a
massive reservoir of resources at its disposal still is
in a position to influence, if not shape or dictate
much of what conspires and happens in the art world.
For example, the Government empowers and decides who
has authority to make decisions regarding the career of
majority of deserving artists, which Art promotion
institution are to be heralded as the ones responsible
for the same etc. Consequently it was the Government
which decided that the concept of Akademis of Art was
to be an imported one. But now at 1least its
functioning and oriéntation needs to be Indianised and
adopted to this countryf% sensiti?ities . and
requirements, For the uni& of Indian Artistic
production may not be confin%d to individual genius
alone but has tangibility in % comprehensive range of
. |

mutually complementary creative activities of the
|
entire community which havé also stimulated and
facilitated artistic endeavou?

'
f
t

“establishment of the Akademi-infrastructure (which

. Otherwise Jjust the

focuses mainly a4an studio arts) would not in any way



Quarantee the accessibility and reach of these

institutions to th

D

masses on one hand, and on the
other hand make available to them the prevalent
facilities, resources and funds which are sought to be
channelised by the state to them through such Akademis
or through other promotional schemes and programmes of

the Government for the purpose of Art creation,

To take another example in the context of state
support. for traditional performing Art forms: even
though Tliving 1in an era of modern Art Akademis is
inevitable (since they have been functioning for more
than five decades now) yet mavbe state support to
institutions somewhat like the ‘Gurukuls’ of the past
(where ‘shishyas’ are to 'live-in’ a certain ‘way of
Tife’ informed by their guru) would help the cause of
promotion of these kind of Art forms more effectively.
This would on one side safeguard the authenticity and
autonomy of such institutions and on the other proyide
state sustainance for the survival of these
institutions rather than for part time diploma-handing
schools. An. existing example of this today 1is the
autonomous institution called Kalakshetra for the
promotion and sustainances of classical Indian dance,
Bharatnatyém. Other are Kerala Kalamandalam for the

promotion of classical Kathakali form of dancing or the

11



Gandharva Mahavidalaya for classical vocal music. A

1ist of such instituions is given in Appendix-2 of this

text.

Broadly then the argument of this work would build
up around the reasons, the nature and the consequences
of the Indian Government.’s endeavodr to
institutionalise performing and studio Arts, The

method would be to study the proce

n
n

of establishment
of a whole network of state sponsored cultural
infrastructure 1in the form of the three National
Akademis of Art, namely, the Lalit Kala Akademi, the
Sangeet Natak and the Sahitya Akademi at the Central

level and a little about the kind of institutions they

are,

The Tlatest government sponsored review on the
performance and networking of these 1institutions was
submitted in July, 1990 to the Ministry of Human
Resource Development and consequently placed in
Parliament, was called the Haksar Committee Report.
Apart from an indepth study of this report and some
issues thrown up by it, which were common to the three
National Art Akademis, the attempt was to concentrate
on the prevailing role, functions and deficiencies in

the working of the Sahitva Akademi. There is also an

12



attempted analysis of the nature of varijous
recommendations submitted by the Haksar Committee

Report..

More specifically, chapter two would start with a
generai commentry on the state of the prevailing
cultural scene. It would talk of some of the issues

which need tn be seen and may be seen with a renewed

perspective.

Chapter Three would go into the functions for
which the Indian state was born; the impact of this on
the 1Indian people and the frame -of mind in which they

accepted the state;

D
D
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the

impressions about the state and the functions of the

state that stayed; how this effected Art practise in

term of establishment oﬁ Akademis, bureaucratic

n

institutions and policy prescriptives; and the need for

democracy and decentralisation in Art production,

Chapter Four has been divided into two parts; Part
one .i¢ a general comment on the policy perspective and
orientation of the Government on "Art and Culture" and
talks of a perceived need for a ‘National Culture
Policy. Part two 1is an analysis of the "Approach

.

Paper”™, a draft.proposa1 circulated by the Department



of Culture, Ministry of Human Resource Development, to
muster urban public awareness, if nothing more, on such
a perceived need for a National Culture Policy.
Consequently some of the views and issues which were
thrown up were voiced 1in an array of seminars,
workshops, .symposia etc. organised by the Government

and other concerned institutions especially in the past

two vears or so.

Chapter Five deals with the Haksar Committee
Report in detail, This chapter has heen divided into
three parts. Part one is a critical evaluation of
some aspects of the report; Part two talks of some
common concerns of the three National Akademis and Part
three is a comment on the way certain pertinent 1issues
have been handied by the Haksar Committee Report -
issues 1like Autonomy, Government and Market, the

concept of culture in the report, etc.

Chapter Six, "Institutioqs of Art and Culture 1in
India”, talks about the Cultural infrastructure present
at the time of independence, the establishment of the
National Akademis, the Sangeet Natak Akademi and the

Lalit Kala Akademi.

Chapter Seven, deals with the procedural workings,

achievements and flaws of the Sahitya Akademis.

D
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And chapter Eight is a summary of the readings of
all the chapters. It is also and attempt to mark out
some shades of a hidden persnective of the Government

on matters culturat,

16



CHAPTER TWO

A PERSPECTIVE

“"There 1is a great deal to be said for the arts.
For one thing they offer the only career 1in which
commercial failure 1is not necessarily discreditable
and in the event of success gives rewards quite out of
proportion to industry.”

- Evelyn Waugh on Creativity



A PERSPECTIVE

Let me attempt to start, not at the bheginning (as
that 1is very difficult to find) but with a very
pressing querry which initiated me in the first place
on - this topic, that is, are we, both individually and
collectively standing on the threshold of absolute
cultural resourcelessness? A resourcelessness which
has depleted all ou; skills built overtime from our
collective institutions, codes,; processes, activities

and even modes of existence objectified in Art, law and

the State,

The state of ‘Cultural Resourcelessness’ may refer

t.0 a situation in which a country’s reservoir
consisting of (for example) - social conventions,
customs, mores, all assets of commune 1iving,

traditions of mutually complementary cooperative effort
(1ike village cooperatives or cottage industries, etc,)
processes which build qualities which enrich the
individual, structural arrangements which have evolved

(and functioned) on native soil (like the Panchayati

Raj System, etc.) - have all been eroded one hy one

from this great social reservoir built over time and.
Lreasured by every society.

There could be many reasons for this - when new.

16



values and ways of 1living are superimposed and
transplanted on unfamiliar grounds, which are not in
tune with general mass-tastes, preferences and psyche,
then one can arrive at such a situation of
’Resourcelessness or when the social values already
existing (which have come down generations to form
certain conventions which make a society behave in a
certain way manifest in its forms of congregation or
festivities or rituals 1like the practice of Sati,
dowry-marriage, female infanticide, ’purdha’ for women,
etc.) are not updated with changed needs of present

circumstances, when the flux created by the rapid pace
of modern, solitary and competitive living or by the
fleeting transient circumstances (so characteristic
of modern 1ife) leave the individual at an end to deal

with a very fast changing world around him - then there

may come a time when the individual 1indulges in a

search for his identity while being in need of a "Stil]
2

0

entre” which would give him the capacity to
continualily adapt to and renovate outer forms, to
communicate with the past and keep pace with the

future, The attempt to renovate these outer forms

D

could be made both cognitively (through greater
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3. Kapila Malik Vatsyayan, "Some Aspects of Cultural
Policies in India", 1972, UNESCO, Paris, (p.9)
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knowledge and new concepts) and practicaily. Quter
forms 1like - the social structure 1in which the
individual 1lives; the social category 1in which the
individual is classified according to his class status.
For example, the class status of the individual is now
determined not by his distance from the centre of
concentration of all societal power and knowledge
manifest in the clergy, but by the possession of skills
in work, training in working complexities of modern
institutions {(with specialisation of each profession,
delegation of power and accompanying responsihilities),
experience and expertise in his/her profession,

profeciency 1in English language which is seen as

it

h

D

international Tlanguage of modernity, and many other
such attributes; the social symbols to which he owed
his cultural or religious 1dentity; for example, ways
of dressing, eating habhits, type of food, places of
worship, rituals, festivals, congragational ethics,
etc.; the ‘ways’ of the institutions of family, work
place, marriage, eté. which ailso characterise his

being.

It 1is this 'Stijll1 Centre’ that is the cultural

reservoir of our society and which could have depleted

N

all its resources which could give its parts (that 1is

1,



individuals) the kind of capacity and strength which

could herald him on the way to progress.

It 1is in this sense that India faces a crisis of
cultural resourcelessness and our culture needs to once
again reformulate our ijdentity, both individually and

as a hation.

It may be time that one looks at this ‘still
centre’ for inspiration and strength in the context of
a strife-torn nation with each community decidedly
raising 1its head against the other in a kind of a
frenzy which has probably not repeated itself 1in the
past forty five vears of independent Indian existence,
For in the context of India, at least from the earliest
time there appeared to bhe a self-conscious awareness of
this attribute of culture in the individual and the
need to cherish and nurture jits assiduously at all
times, both'in moments of peace and in crisis. Almost
anticipating the modern definition of culture (which
encompasses practfca11y all human activity) the Indian
seer conceived of éu?ture as the sum total of the
equibment of the human individual which enabled him to
be attuned to h%s immediaﬁe environmeht on one hand and

to the historical past on the other. The 1id

D
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continuity as als
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the recognition of the need for a
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constant rediness for adaption and assimilation was

4
inherent: the concept of a "Still Centre of being”

manifested through a multiplicity of intellectual
disciplines, artistic expressions and modes of

behaviour, conduct and actions was fundamental to such
a view in India. It was the touchstone by which the
very quality of individual’s 1ife was Judged and
yardstick by which it’s rhythem and nace were measured.
It was a matter of high value by which the individual
answered himself and the society around, The
cultivation of ‘self’ then through cultural production
meant. not Jjust the enrichment of the individual
personally but of the entire community 1in which he
lived - both for individual harmony, equanimity and

tranquillity and for the ends of social and moral

right. Only the disciplined cultivated person in full

[

control of her/his body and mind could hope to striv
for spritual salvation (which was the highest attribute

in the hierarchy of values in society) and he capable

of facing the challenge of l1ife of action (karma). The

according to one’s calling and potential. The words
used in  the context of the arts are significant for



DISS
306.0954

K1238 St

AR ERR I i AT

TH4988

they speak of the importance and value given to this
sphere of human activity and the approach towards them.
Words 1ike "Yoga", a "Yagna" (a ritualistic sacrifice),
"sadhna” (a concentrated activity of selfless nature)
requiring an objective negative capacity on the part of
the doer, i.e. the artist or craftperson - are frequent
.1n tLreatises dating back to the second century B.C. and
legendary stories whose origin can be traced even

A
earlier to vedic and pre-vedic myths and symbols

have filtered down to the present generation *to a
varing degree and continue to have relevance. While

Indian democracy is voung, the conceptual thinking of
people has had links with a vigorous body of tradition
with a long and complex history, while maintaining

identifiable autonomy, inter-dependence and inter—
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have been the central repetitive
hoting of this paptern of 1iving and organisation. in
cultural matters, there was a self conscious
this principle which made it  such an
important stage of evolution of the inner 1individual

and an indispensable vehicle for creating an atmosphere




view embodied in such concepts permeated the being of
the artist and the audience alike, generating a need
for continual communication, which in turn resulted in
two distinct streams of Indian cultural pattern; the
first made it a strictly personal activity for the
individual, and the second an essentially participatory

ractivity. These gstreams flowed separately but they

often intermingled and even enriched each other,

_______________

of cultural production, which has in return fostered

such a state of cultural resourcelessness,

For this reason one needs to consider perhaps, a
more rational way of looking, thinking and being 1in

culture today. A way which is able to keep pace with

o+

oday
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as well as be able to draw

D.

onfidence from what we ave build 1in our past,.

0

h
Circumstances which see India today as standing and
competing amoﬁgst the other industrialised nations of
the worid and yet characterise itself as
redominantly agrarian (which it will remain for some
time at least). Circumstances which, on one hand, have

rendered 1in building great urban metropolitan it

lﬂ‘

and on the other hand insulated the majority of rural

India from reaping benefits of an all round well
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6
balanced industrial economy . Circumstances that are

so paradoxical for the west which show that it has been
the great relevance and sacredness of the place of
tradition and culture in the common Indian’s
conciousness, which has led to the sustainance and
acquisition of resilience to the concept, forms and
processes of democracy in this country. For only a few
(and definitely contrary to the western trajectory of
democratic history) could comprehend that it dis the
Indian traditional pluralities of 1living, congregation
and thought which composed this great. cultural
reservoir, Rasically, 1India has an inextricable
identity in the "tradition” of democracy. Tt is for us
now to develop the potentialities and principles of
that form nf democray which 1lies within each
individual, which has been inculcated and bred through
religion and custom overtime. It is time that Indﬁans.
develop their inner cultural strength to grapple with
the world around them and come out of this national
crisis of cultural resourcelessness, It is here that
the State can assit and help but with a renewed

orientation.

6. See P.C. Josh%, “Communication and Nation Building
Perspective and Policy", (1986), Publication
Division, New Delhi.



This study is also an attempt to mark out the kind
of Policy orientation (if any) that the State has had
towards the development of aspects cultural, This
situation of cultural resourcelessness may also be a
consequence of the growing backlash of such deficient
which were set in motior by the colonial plunderers and
were not structurally rectified by our nationalist
elite after independence., Processes Tike the
Timitation of development strategies formulated by the
State and imposed from an imperial, authoritarian
centre, towering above the Indian citizens, talking of
their welfare but from an externality which did not
break the habit of social apalty and lack of political
will of the common person to enable him/her to rise
above his/her concerns of self-gratification and help

in the imitation of such programmes which 1in return

were for his/her own benefit.

Further still, 1India’s encounter with such a
situation of Cultural Resourcelessness may also have
heen bhecause of the fact that most of the threats ftfo
national democratic living come from the modern sector
as created and defined by the State from the pursuit of

State power by this sector for streamrolling
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pluralities whiéh lie either outside or on the
perriphery of national mainstream life (as envisaged by
our Policy makers and politicians) through any and
every means available at their disposal, and without
any respect for the existence of this difference

7
amongst peonle of this vast subcontinent . To give an

example, life of some existing tribes in India is very
different from that of the urban areas. It has its own

grammar and pace. The state in its

Q.

1 to modernise

jo2

and develop these "bhackward"” areas (as the tribal areas
came to be called) has done more harm than good
probably. For the States intervention has only been
half hearted and hapazard. The old style of l1ife has
been uprooted alongwith the ftribal’s self-sustaining
ecology and environment and the newer systems,
processes and institution of development and
modernisation have not been estab]iéhed. As a resuit

of which the tribals find themselves in the middle of a

crisis of underdevelopment.

It 1is time that we Considered where we have gohe
wrong or have we. gone wrong at all, or is it merely

critical retrospectiveness that we indulge in.

7. See Rajni Kothari, "State Against Democracy"”,
(1988), Ajanta Publications, Delhi, (p.155)



Usually one draws upon retrospectiveness as a tool

in the creation (writing, rewriting and rereading) of
history - In the recent past this may have heen done in
a manner in which there was a total obliteration of the
possibilistic structure in history from our
retrospective capacities and conciousness. In other
words, historically at very crossroad one has had a
discretion of choosing alternative paths to tread upon.
And  when in the process of making a choice of any one
particular path (here by using path, to mean the choice
of a "whole way" of individual 1ife and nationalist
development.) one has had to leave out other alternative
paths 1in Historv-writing, this possihility and the
freedom to choose any one path must not be forgottten
8
and go unmentioned, Instead what happended in India
after indepedence was that many nationalist Jleaders
(and indeed many historians) who wrote about the most

turbulent and significant phase of the country’s fight

against colonialism, did not. ment.ion these
alternatives, To give an exampie, this is evident 1in
Jawaharlal Nehru'’s "Discovery of India”. These

historians adhered to what came to be known as the

"Composite-Culture” view, in which India was se

D
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8, "Rewriting Modern Indian History", Times of India,
January 15, 1975, (p.8)
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melting-pot. fér all invaders who came to conquer and
plunder and for different sects and religions that were
brought. along or horn here as a consequence (etc), Tt
was a land which had richness of tradition and culture
hecause it welcomed all with open arms and this “hird
of gold"” (which it was called) saw the setting down of
varied cultural influences of a1l visitors, invaders
and natives alike, India, it was said, grew culturally
g
hbecause of this amalgamation B This rosy picture
served the need of a time when nationalist leadership
was trying to unite and mohilise the great teeming mass
of Indian humanity on any and every possible basis for
unity and homogeniety. This helped them at bhoth times
- to fight out colonial power on the basis of the
strength of numhers and to gather up a broken nations’s

wits after the India-Pakistan partition,

However, now it is time that this picture need:s a

new coat, a more realistic, attuned, pragmatic and
rational one. Besides the gaps 1in this kind of
conceptualisation of our "Unity 1in Diversity"” have
already started to tear the nation’s future. A

hulldozing of any state ideology (even though

9. See S. Abid Hussain, "The National Culture of
India", (1978), National Book Trust, New Delhi
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distinguished under socialist pretensions or welfarest
concerns) on the common people has always Tled to
centripetal disharmony. The recent communal riots
(December 1992 onwards) all over India are a burning
10

example.

In order to attempt a rectification of this
situation, plan our development and predict our future,

one could indulge in a retrospectiveness in a way that

has probably not been recorded previously.

To start with, there is a need to admit that the
kind of Aacceptance that existed 1in India towards

incoming foreign invading influences was more 1in the

form of back-to-back neighbourlyness, a kind of
acceptance which Jjust ahbout tolerated difference in the
rituals of life of these outsiders but continued to see
them as existing outside the "Autheutic core” of its

original dinhahitants. The concept of this “autheutic
core” was maintained and developed in the highly rigid

h
hierarchial structure of the Hindu society which came
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10. See Journal of Arts and Ideas,; Volume 19, February
1991. "Dialogues on Cultural Practise in India"™.
It includes contributions from : Kumar  Sahaani,
Arun Khopkar Kumkum Sangari, Ashish Rajadhyakasha,
Sanjaya Baru, Sudipta Kaviraj, Vivan Sundaram, A G
Krishna Menon, Anuradha Kapur, Susie Tharu, etc.
on the rising tide of communalism in India



11
to prevail . Yes, over a period of time it became

difficu}t to say who was an 'original inhabitant’ and
who an outsider, but the structure of Indian society
which developed was so complex and hierarch1a1'that it
could always accommodate any newcomer, even though at a
Tevel lower than the clergy. The higher elichons were
reserved for the "Pundits” of authority. Recause of

this hierarchy probably, a common consciousnhess or
12

"Common sense’ was not able to develop which would
prevade to all alike and have the capahility of bhinding
the polity 1in a cognitive unity rather than that

eminating from circumstance, necessity, hierarchy or

nrofessional skill or expertise,

What. we have written in a certain way needs to bhe
revised everytime a new historical movement within our
national Cultural situétion arises., The new histor%ca1
movement within our national Cultural situation today
is the tearing apart of the nation by the rise of

communal hatred, violence and murder, apart from the

strife of onhe region against the other one language

11. See Nirmal Bose, "Structure of Hindu Society”,
(1986), Vikas Publications, Delhi.

12. See Sudipta Kaviraj, "Dimensions of Social
Change", The Hindustan Times ° Magazine, 25
February, 1979



against the other, all cutting the ground of a united
Nation. Today once again, one should consider why
there has been regression into forms of Cultural
illiteracy; why the spirit of violence in the land of

Gandhi and Cultural vulgarity in the land of Tagore,

It makes one wonder whether the chaos of the

Tndian situation is ‘the’ consequences of a peacemeal
13
"Soft State” approach towards development of a
. 14
subcontinent which emerged in light after 1947,

These questions show us the darker side of the
Indian socin-Cultural situation, its weak and soft
spots, which we must be bold enough to recoghise and

face, For T feel we have within us resources, bhoth

moral and material, to overcome them,
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t3. Term exemplified by Gunnar Myrdal in ‘Asian Drama’
to characterise a particular Nature or type model
of the State in Asian societies which indulges in
dissemination of populist propaganda and
abstains of undertaking any basic structural
reform to transform its top heavy bureaucratic
state., The state then opts for soft decisions
entailing minimum or no inconvenience to the
ruling coalition.

14, As heard by all, 1India was seen as an
unenlightened mass which had to be civilised. And
this endeavour to civilise, as a part of the white
man’s burden, continued by the superior race till
1947 : ‘



beginning a lag in the conceptualisation of our total
potential strength -~ an exausted nation should have
focussed most on its cognitive and cultural assets -
their definition, their strengthening and their
development -~ before embarking upon actual schemes.
Cognitively, for instance, a neglect of the need of

renovating the concept of tradition itself so that new

meanings and practices can be invented and

constructions huilt, the need for “inventing

traditions” (despite historical qualifications
15

interpreting this to mean a constructive task),

Tradition may possess values which can render
solutions to this form of resourcelessness - Values
1ike those of cooperation, tolerance, etc, Tradition
then 1is not seen in a conservative, revivalist sense.
It denotes a way of 1ife 1in which celebration of
community festivals and of production, of Cultural
values and Artistic Practise have all been perfected
and refined overtime to be epistemologically connected
to the great reservoir of wisdom and knowledge which

constitutes the cognitive base of each nation.

15. Talk of the "Need of renovating the concept of
tradition” has been developed on the idea taken
from the concept of "Inventing traditions” in
Geeta Kapur, "Contemporary Cultural Practice in
India”, No. 12, Summer 1990, ‘Third Text’.
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Culture has often been seen as synonimous with
tradition. Indeed the spirit in which one talks about
inventing tradition was nurtured, as we know, by the
nationalist ethos such as to make it an ideological but
still affirmative task. (However, it should he kept 1in
mind that in the appropriation of tradition for a
particular historical moment., for a particular purpose,
there is often no marked inventiveness). For tradition
to he recreated innovatively, to he renovated, it
nrobably needs to be invented from some kind of
communitAarian basis in regional or national culture.
The traditionalisation of the Modern itself is ilicited
from the historical process of modernisation and
carries with it the logic of national aspiration if not
always regional resource, (That kind of national
aspiration which attempts or strives to build on

regional resource in terms of the emmence

eservoir and

-~

st.rength of manpower resources and other national
resources of our regions. Contemporary sociological
and other critiques have tried to discover ways in
which regional resources have fashioned themselves 1in
their own immunent fulfiiment). Tradition, today needs
to bhe redefined as never bhefore, For today many
believe that relating to tradition is impossible; that

Tradition is something from which they are permanently
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distanced, disjuncted. Such people exaggerate their
westernism and under-estimate their Indianness and
entirely miscqnceive the ways in which a culture acts.
A culture does not act overtly 1like a . theoretical
doctrinal system, Yous cannot be a marxist without
knowing that you are a marxist; similarly, vou cannot
~he a Vaishnava without being conscious you are one
You can be an Indian however without knowing you are;
and however dedicated we are sometimes 1in imitation of
western behaviour, any intelligent western observer

would immediately mark out an Indian. Culture is Aan

alphabet which we wuse, indeed we can use, without

knowing 1it, Acquaintace and acqusition of a Culture
should not be classified as knowledge, strictly
speaking, because it is largely non-deliberate, An

Indian man shows his Culture, just as the Indian women
s, 1in all kinds of fundamental, non-deliberate

things, mostly in things taken for granted, in things

selfconscious thoughts or acts, our attention and
negligence,; our confidences and our hesitations

sense of propriety, our sense of shame,qour wavs of
carrying -our body, our gestures which we do not watch

but which reveal ourselves to others and tell them

even if we wish to conceal it, what we are. It is that

w
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which defined us, it is that which gives us away.

Even when we wish to reject our culture and accept
the recently popular vulgar occidentalism (popular with
liberals, conservatives and marxists alike) we reject

it in a way that is stamped by our culture. Even in our

rejection it determines us, because it is that which we
eJe ct. Tt is the silent accent in Aall our cultural
acts. Thus an Indian occidental s unmistakably

Indian, and his occidentalism is stil11l stamped by the
Indianism he has deliberately rejected, But. this s
not a pessimistic argument as it seems at first sight.

In all of us we carry an unexplicated, or unclarified

deposit, however occidental, removed from our tradition

we Aare, precisely because it is so different from
knowledge, 1t does not have to be formally acquired;
it is  contracted silently through unavoidable,
irreplaceahle practices, A corollary of this of

course is  that within all of us we have a cultural

alphabet which may not be able to utter articulately,

[y

but which is impossible to forget; it is impossible to
escape from half-knowing all this. It is this which

indelibely demarcates the Indian expatriate in the US
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as ah Asian American; It is also this which desp

borderg of contempt, patronising



exploitation, still silently connects the urban,
English~dependent, occidentalist 1Indian to his more
clumsy, varnacular fellow citizens, (for the occident
they wish to realise in themselves, and finally to
migrate to, does not exist 1in reality, it 1is a

comhination of facts, fiction, propaganda, imagination,

crudity, envy, desire; it is a myth).

4 )

If this is true then what we really require is to
edge back into the task which is so important today as
an anamnet.ic exercise; we must hbring into
consciousness, remember, learn to spell and articulate
this already latent alphabet in ourselves, We must
simply know and recognise what we in a sense Aalready
are, For reasons such as these, one must concentrate
on the arts whch help to inculcate potentialities of
the inner self which may or may not help to reformulate
our> identity what we are as individuals and as a
nation. Here traditions may heln one to grapnle with
these Jarger questions, but they would only help as
long as they do not become a deterministic binding
force which defines and dictates our identity, our
being (saying that identity cannot be other than what
our age-old traditions and customs tell wus it is).

Conceeding the fact that Cultural identity may have

more of original affinities (1ike those in terms of

w0
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ethnicity, tribes, etc.) yet because we live 1in a
globally compact world run on exchange values, the
focal idinvariably attracts International attention.
For example, the local is more spectacular and exotic
in the performing arts - tribal or folk dances have a
certain mystique and colour which modern dance in India
‘have not bheen able to develop. Since 1985, this has
heen reflected‘in an immence po]iéy orientation towards
tribal and folk Arts, the establishment of Zonal
Cultural Centres and the rest of the State appratusg’
paraphenelia on Arts and Culture, Tn todays age the
National has always tended to induge in a valourization
of difference as an end in itself, so that we are
constantly working with a paradoxical relation of the
Tocal and the International and hence the

galmourisation, stress on Indian Council of Cultural

Relation’s export of hand picked and home made glimpses:

)]

of Indian Culture 1in Festivals of India abroad staged
16
from time to time so what in fact may hav been

1} : .

neglected or overlooked, What one may be witnessing

is the process of involution, introversion, implosion,
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16. The last Festival of India was innaugrated by the
Indian Prime Minister Mr.P.V. Narasimha Rao 1in
Germany, September 1391 with an initial budget of.
Rs.11 crores, which was later cut dowh to Rs.4.7
crores due to financial constraints, The Times of
India, October 12, 1991.
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or inward collapse of the "National” {envisaged,
developed, propagated by the nationalist elite at the
time of independence) coupled with the erosion of its
importance and power in politics and state structures.
The elite as it was constituted at the time of
independence on the basis of its access to cry
positions 1in the State and institutionsof society and

its  cosmopolitan pan-Indian Culture 1is probably no

longer able to impose its will and prevail over

o+
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processes of regionalism. In some ways this process

has been hoth inevitahle and actively healthy - part of

opening up of the structures of power to new social
17

groups, But it has unfortunately, most of the part

been negative. Tt  has sought to undermine Indian

national iJdentity and encourage disruptive forms of

decentralisation and devolution of powr which are

parochial, casteist, chauvinist and narrowminded
18

Hence, since 1985, in Cultural discourse at least,

this trend has been evident in which the significance

QL

of the “National”™ is being overlooked and marginalised.
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17. See, C. P, Bhambhr1, "Theoritical Perspectives on‘ﬁ
Political cChange”, Indian Journal of Politica¥ =
"Science, V01.37, October-December, 1976

18. See, Praful Bidwai, "Is the national middle class
cracking up?, The Economic Times, December 9, 1991
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For hefore this, the National Art Akademis were
founded on a wave of thinking and at a time when our
national leaders Jjust after independence, sought to
project as institutions with a national character and
role, attempting to bhe accessible to each State of the
country. But with the establishment of additional
structures and institutions of Art, 1like the Zonal
cultural centres etc., which may have been with the
idea of complementing the tasks of these Akademis, two
consequences were apparent., Firstly, they did not
complement., but at times duplicated many Akademi
functions leading to (more or less) a marginalisation
of most of their state branches, RBesides priority
allocations 1in terms of additional funds too were
spread for these new institutions at the cost of again
the State Akademis. And the second consequence was A
more indirect one. It took place within a trend which
saw the rise of parochialism, regionalism at the cost
of the ’National’, To relate this trend by giving an
example of the kind of at practise which came into
focus at the Zonal Cultural Centres, 7onal  Cultural
Centres were centres which were built for 2zones
comprising of two-three regions, but in fact what

tended to happen was t hat amongst these regions only

those Art forms were taken more cognisance of, which
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were already predominant in those zones. For example,
a very glaring example exists in the State of Bihar
where the "Madhubani” form of folk painting has got a
l1ittle state support and has even been accepted in the

State Akademis, but styles like the "Godna"” have not

D
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heen heard of by many of such art promotion bodies

espite the fact that they have bheen protected by a

RoX

majority of the village population there. Besides most
of the styles of paintings which are somewhat assisted
by the state are from Northern Bihar Tike the Madubani.
The Chola Nagpur Platue region of Bihar is so rich 1in
tribal art farms of the Munda, Santhal, Aoraom, Birhor,
Kurmi etc., which are totally marginalised hy the state
decoration paintings of the Kurmi, or the ’'Karma’ dance
form of the Aoraon (which is a celeberation of the man-
nature relatijonship) or the "Sa%buT" or the "Desom
Sendra” (a celeberation of human relationships) by the
Kharaias tribe of the chota Négpur region - are a few
19

examples.

So not only was there a hierarchia1‘prioritis_tion
of fundé and importance amongst different art forms

within the centre and the states , but the politics of

19. See, "Eye” Number IV, Volume-I, September-October,
1992, A Spic Macay Publication, "Tribals of Chhota
Nagpur™” :
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differentiation was also prevelant in the states or

zones and further permiated the decentralised levels of

the regions (tribal) districts etc,

However parochialism and regionalism too were
envaloped within a greater evil - that of communalism,
For identity has begun to bhe spelt 1in terms of
seperation, suspicion, hatred and now recurring murder,
This has become an index of sesmic cultural shock, onhe
that has opened fissures and fault lines, exposed
weaknesses, revealed connections with such
fundamentlist forces which have the power to erode any,
progressive or secular belijef, institution or norms

thereby nullyving whatever little was built in the name

of modernity. The situation today is of nte
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outrage and potentially dnvaluable embarrassment
Just like our leaders have played on communal 1nva1f ies
in the name of democracy, in the cultural field, they‘
relied short-term technicalities of an all purpose‘

bureaucracy while surrendering in effect to  the

culture-industry-on which indeed they modd]1ed

’J)

Staterun media system. (Hence, it is even more so

this reason that our discussion of ‘renovating’ the}

concept  of tradition bhecomes more focused to

this regressive logic, which 1is now rearing ur.
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exploiting the posture of surrender to mount 1its own
image of militancy. In these circumstances all
cultural actions would have to start from basics,
commencing as it were, from the dug-in positions of an
oppositional force. It will then have to bring into
use, both the obscurities of imagined *truth and an
explicit political message, by inventing, first forms
and then traditions of critical discourse. In this
context., one could then start by talking about
invention of Traditions as a possible function of alj}
Art practice and cultural discourse; a critique against
institutions of the State and market for their

catipulation from the minimum agenda of liberal

Culture,

Today with the rise of socio-religious bigotry at
home , dialogues on culture are painfully vexed,

Within terms of a new globalism it would end up a

¥

Raymond Williams would may, in vagranacy, But on the
other hand there is another way out where all hope is
not. lost. Culture, precisely bhecause it 1is a dimension

of fre

xdom, is always involved 1in a teleological
projection, and that telos 1is never fully or
exaustively articulated by sociéty (and least of all hy
its  policy makers). Then may be with thig

realisation, it is time to indulge in such a needful
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task and may be with development of a totally neglected
dimension-namely, building of cultural resources and
assets in citizens 1in terms of skills, atticate,
sensitivity to the environment and fellow social being
could be the avenue through which other societial
solutions can be sought.,

A METHODOLQOGICAL POINT

Human actions and relations are structured by our
social environment and the way we behave, This inturn
depends upon the way our values, attitudes, bheliefs,
conceptualisations and activities are structured hy the
organisation of society in which we Tlive, In Tndia,
for instance, state policy to regulate and define 411
spheres of organised lives of citizens, has plaved a

larger-than-1ife role, For the organisation (hence

administration) of society, determined action is taken
in persuit of conscious purposes, systematic ordering
of affairs to calculated use and coordination with

common objectives and cooperative efforts,

The attempt would thus be to study these aspects
of such a structured environment, the political system,
which Jegitimises the authoritative allocation of

values through Policy legislation and execution.
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It became 'important for the State to indicate,
guide and then gauge the pattern of performance in the
system whereby the unruly component. was disciplined in

regulatory mechanisms.

The attempted perspective of this study broadly

would probably be best explained by a diagram:-



As a General Level:-

Society
Constituted
and Structured

The Policy

The Political System

The Conversion Progress
The Policy Making Process
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 Expectation and
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20. David Easton, "The Political System”, 1953.
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Specifically, however, I would try to concentrate on

astabhlishment

and working of the three National Akademis of Art,

the

namely, the

Sahitva Kala Parishad, the Sangeat Natak Akademi_anq the Lalit Kala Akademi.
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natives)

Political communica-
tion (structural

Paraphenelia)
Governmental Level
Rule making

capacity develaped

Hierarchy in struc-

ture of institutions

Rule App11catidn

Rule

streamlining, democra- Abjudation

tic (?) centralisation)

OUTPUT

Workdone, Defeci-
encies Review
Reparts on their
organisation,
effact.iveness etc.

Extroctive

Authaorotative

‘Regulative

Distributive

Symbalic

Symbolic outputs
are important
indicators of
palitical legiti-
macy of a system
Eq. National
Honour Awards etc.

Political Socia]isatibn and Recruitment



In such an analysis, one is able to talk about
capacities of a political system, their functional

differentiation, their prevailing political culture and

development levels, enabling one to appraise policies
as they effect political change or vice-versa, These
are capacities Tike extractive, regulative,

distributive, symbolic, responsive or international.
To see which of these is most developed in context of

development of Art and Culture,

If we work on the asumption that society 1is
compohéd of structures then the 1inappropriatness  to
have encouraged uncritical self deséription of the
formal organisation that the state offers, as the only

description which 1is the epistome of modernity and

rationality is quite evident,

On the other hand, one is also aware that the

state does not build institutions in an empty space; it

1

has to rework the logic of existing structures of
society which have their own, sometimes suprisingly
resilient justificatory structures; (what are these?

their nature of composition and responsibility, their

resiliant mechanisms and outlived utilities?). How
involved is our State in our cultural society? Is

this externility inscribed.on every move, every object
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every proposal; every legislative act, each 1line of
causality? Has it come to be marked on the epoch of

policy legislation on ‘Art and Culture’ on the whole?

The next Chapter attempts to answer some of these

questiohs. How much space has the state given for
dissent or participation and to what effect. For
.example, have opinions or oroposals of concerned

parties allocated any influencing capacity to policy
formulation and implimentation? Recently there was a

lot. of resentment on the procedure followed for the

allocation of Sahitya Akademi Awards hy host  of
Titerary, articulate and concerned citizens and
artists. - FEven the Haksar Committee Report tonched

upon altering the system of selection for such awards

and honours, However , the Approach Paper brought
about. by the Department of Culture, Government of India
was totally oblivious of such opinion. My attempt

would be to point out such instances of oblivion on the

part of our Government and the reasons for it,
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CHAPTER THREE

"What varied opinions we constantly hear of our
rich oriental posessions; wWhat jumb]e of notions
distorted and Queer from an Indian man’s Englist
impressions; ..... and let each one enjoy his opinions;

whilst I show in what style Anglo-Indian exist,

In her majesty’s Eastern dominions”

- George Francklin,
Atkinson (1784-1852)



CHAPTER THREE

THE LEGACY OF INSTITUTIONALISM AND
' STATE POLICY IN INDIA

Refore starting a study on any policy perspective
specially in the domain of Arts and Culture, one needs
to set and space out the processes and dynamics of
modern Indian Policies 1in a Tlong term historical
understanding, dealing therefore with gsome of the
methodological and philosophical issues without which
the difficulties faced by empirical exp1anatibns_ (when
given a historical form) would be imposSible.to tackle.
Also it fs.imoortant to see the functions for which the
Indian State was born which were not on{y different.
from those of other countries but impact of these
functions on the Indian peob]e and the frame of mind
with ‘which they accepted the State was also uniquely

Indian,

Hence, the very first task at hand 1is to see
exactiy where the State 1is placed (has heen
historically) and exactly what it can and cannot do.
For after independence there were certain functions of
the colonial State which were retained, like 1increase

in taxes still due to factors like military needs,

internal security, black-marketing, etc. Tt  becomes
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even more impregnate to talk about this beéause
Independent. Tndia had a strong tendency to Tleave its
planned civil society in the hands of bureaucrats. For
this one needs to dwell a 1little deeper into the

process of creation of this civil organism, the Indian

State, hy the Society. For one, in the past, the caste

)

vstem was significant in society not only in its great
internal complexity, but the principles on which it was
constructed. Tts internal principle of organisation of

inequality was an asymmetric one, that 1is, social

hierarchy was disaggregated into several different

criteria of ranking individuals and groups, for
example, economic assets, political power, ritual
statug, etc. Hence the Jati system which actually

functioned on.the ground was quite different from the

ideal self-presentation of the ’varna’ system. May bhe
this accounted for the relative lack of frequency of
Tower order defiance in Indian . history (as it
-«coghitively made 1t more difficult to identify the

structure of dominance because of some dispersal of

power among the subordinate groups.

The sovereignity of the state was two lavered.

There were more or less self-regulating communities
(which does not necessarily mean democratic, however



they were hierarchial)., The State would sit in the

D

Q2

middle of a peculiar segmentary social arrangement.
Often there existed a distant., formally encompassing

empire and at the

D
n

same time actual evervday . suffering

was caused by neighbourhood tyrants.

It enjoyed great ceremonial eminence, but in fact,
it had fairly de11m1fod powers of interfering with the
social segment’s internal organisation. Its classical
economic relation with these communities over which it
formally presided, was in terms ofAtax and rent and
while its rent demands would fluctuate acecording to its
military needs and its ability to despo .f, it could not
in its own interest or in the pretended interest of the
whoTeA Soo%ety restructure the productive Qr

occupational aorganisation of these social groups, In

the first sense, the eminence or spectacular majesty of

the State as an imperial centre was combined with the
second sense, which has its certain marginality 1in
terms of both time and space. Intrusion of this high
state was spectacular - an ine(adicab1e Tink with pomp

and majesty, symbolic rituals, wonderous to behond and

unlikely to happen everyday. This double image,
interestingly staved after independence also, And
another thing, that stayed ironically was the

externality of state power with which it was abhle to
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bring 1in a series of basic changes., It was a State

external 1in two sen

[
[

es, Not merely as coming from
outside the interwoven processes and practices of
society but also in its being fundamentally alien 1in

its social conceptualisation. For example;, colonial

power - had unfamiliar and distinct ways of 1living and
con regation, ethics, values, social stratification and

[

a new economise mode for accessibility to resources of

the country, The colonial State which ruled and
legislated had a political apparatus with a totally
different moral, peolitical and most significantly,
cognitive order. Unlike the mughal State before it
which had accepted.ifg spectacuilar eminence at the cost
of {its traditional marginajity; the bco1onia1 State
could not occupy the state of eminence at the cost of

its marginality, Tt had to be socially idinvolved in

society, in order to be abhle to introduce its Policies

of coercion (for such policies do not enter 1into and

Q

re-order a

1

passive society) and yet maintain its

externality because of the advantageous overpowering

capacity of this position., In all 1its drives and

initiatives, it introduced, in bits and pieces, the
Togic of modernity in Indian society. This was done by

ntroduction of many nuances ranging from a new system

of education to a new tariff and trade policy, to

51



filling up of the entire coersive infrastructure’s

petty posts with a new bread of brown babu’s etc.

Sometimes these initiatives were resisted hy pre-
existing structural forms; or by collective
counteractions, Other times they were passively
accepted under conditions of extreme co1Qnia1

 aggresSion and subjugation, To make a Jlong story

short, the acceptance of modernity or any Policy
legislatures for the . same, came to be associated in a
historically 1ineradicable connection with sublection.

As mentionhed before in Chapter One, transformation
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.acked the Indian psyche as an

xternality was inscribed on

every move, every object, every nproposal, every
legislative act, each line of casuality, it came to be
marked on the epoch itself, The entire gamit of
concentual transformations formed a structure e,g. the
institutional changes and policy prescriptives for
economic reforms or for a set of fundamental legal

identifications or for the introduction of th

vocabulary of liberal rights or the anglecised forms of
art production promoted by the Akademis. These

were pre-conditionally linked and

formed 1in their téta1ity a new way of conceiving the



political world. The difference being that in India

they were not a result of ej

-t

her experimentation in
controlling or reducing irresponsible power, but Jjust

the contrary. They were not given the benefit of even

N

(o3

considered a part of conceptional experimentation

I

ing
of their own political experience with tyranny, instead
they were seen as the result of thevirresistible nower
of the colonial rules. The relation of such Po1ic§
objectives and perspectives were woven into the complex
historical context of bower and subjection which hade
them into symbols of opposite things. Colonial
structure, thus represented not only by a set of new
institutions but also a set of discourses, C1eaf1y,ithe

new institutions were operable and intelligible only if

they worked through these new discourses of cociety,

knowledge and power, However the nroblem came in here,

D

For there were present deep differenées in the
structure of consciousness of the 1Indian society.
Traditional Indian discourse formed a structure
as enlightenment discourses did and there was no
incremental transition from one to the other. The
attempt then, inevitably was to try to reconstitute the
common sense of . traditional Indian society, since

colonial authority could not be legitimised in terms of

”
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This is the reason why two very significant things
followed. The first was the question of education, the

instrumentality through which common sense of a society

was created became the central concern to British
colonial  authority. The second was the attempt of

breaking up all those interwoven insulated practices of

society which had kept it self regulating from outside
influences, Such practices which had ordered a deep
rooted structure of conciousness, which had cemented

together the common sense and values of traditional
, binding 1t in a. network of gelf
ut.ilising modes of production, 1ife and congregation.
one such~practice which created such self-regulating
community - common sense and conciousness - was that of

the oproduction of Arts and Crafts. And it 1is not

surprising, then, that this was the first practice that
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rule,

What the British did here, was something that

stayed on as a legacy 1in the Policy formulation
orientation in independent India also. They followed

what can be called a Gramscian line, that i{is, if a

leading section of the Indian society could

T
D

made to

reconstitute their common sense, or in other words,

their comprehension and their values, understand and be



in tune with their modes of belief and process of
functioning through the channels of encouragement,
emulation, pressure control - then the rest of society,
in due course of time, would also picture the socio-
political world similarly. Now it largely depended on
the cultural reproduction of the national community to
name and picture the country. This self-evidential
view (of the social world) of the e1ités was to alter
the view of the Jlower orders through cultural
initiatives by the ruler, However, what these
intelligent colonial policy makers Féi1ed to grasp  was
that the instrument of culture which they were to use,
would itself not be very effective, This was because

the cultural space of Indian society, just like the

organisation of traditional Tndian society itself, was

hierarchical and divided between high and subaltern

cultures, masked ogether 1in a web of mutual

camplementarity 1in belief, practice and production,
hound on all sides by subtle barriers and codes of
confidentiality. Also, another linked attribute to
this was, that these so perceived lower order ideas,

discourses, modes of Art practice, Cultural production,

symbols of social living, rituals, etc. - were not

i,

badly done or badly copied versions of high culture,

It was not the "lack"” or "ahsence” of higher discourse



but a very different one whose rules,; codes, emphasis,
ironies - had a place of their own. And just as the
intricacies, the feeling, the pain and joy of the upper
culture or Art practice was not gathered by the 1ower,
the 1intricacies, skii]s; inflexions of the lower were
also unavailable tb higher culture. This in turn had
an astounding effect on the culture of the lower
brderg. . It insulated out the cultura) instructior

coming from the top.

Here again, two things need to be mentioned, whicrk
have trickled through to post colonial Indian Palicy

orientation or rather one should be more precis

D

t.c

call it two blind spots which have been left hehind as
a part of the 1egacy-of British colonial Policy making
in Independent India. Fifst]y, the Government of
political 1ife including that of 'Arts and Culture’ dic
so while carrying forth the same evidential view of the
colonial rules - i.e. in spite of being a part of this
structure, they too attempt to look for and ther
identify the Site of a common sense which could be
displaced and replaced by a new westernised elitist
Eng1ish speaking one. They also did not comprehend, ir

their Policy formulation (at least) the multilaverec

variations and sensitivities of Indian Art production,

pa
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for example, instead the attempt all along was to
expect the new Indian elite to carry the new alphabet
of social reasoning into the lower, less enlightended
6rders of society. To i11ustrate their point, one
that the entire idea behind the establishment
of the three National Akademies in the capital of
India, was more in this direction. As mentioned
before, from the names of tﬁese institutions to the

kind of studio Arts which are promoted here, are al)

imported,

Secondly, even the nationalist elite during their
great . enterprise to mobilise the masses;, raijse their
conciousness and compose them together as a nation to
fight out imperialism, were not able to build shared
homogenised space of common sense which would be the
meeting point of different layers of discoﬁrse, ideas
languages and conciousness in varied lifestyles where

both high and Jow culture would meet and register their

D

unity with each other. They too failed to create a
single circle of publicity for political ideas; And for
them too the divisions remained mundane]y- elites and
masses. This has resulted in the most significant
cultural fact in modern Indian'po1itica1 life. What is

significant is that this has been ardently and

57



continuously been reflected since 1947 in all Policy
perspectives in which the elites are entrusted with the
torch for society. But most of Indian society did not
agree with the nationality of colonial Policies. As
vtheir logic unfolded the phenomenon seemed to be more
complex and sinister, incompatiblie with 1its declared

ideology. Instead of helping they hindered all growth.

Now given an adult suffrage democracy this leads
to practical paradoxes. And if the political
epistemics of the entire process are spelt out, then
the elite-mass relation after freedom came to be

written as the state-society relation. Then the elites
view of truth and justice, benefit. development and
modernity Bf the political world came to be the State’s
.
view, There were, of course, serijous limitations to
this because a State as vast as modern India, came to
be deeply stratified. Lower elements of the British as
well as the masses in general could hardly share the
same political world view and rationality of the
elites, Moreover due to the lack of a process which
build any commonly shared world view or conciousness,
the masses, (although 1in times of great political
movements, followed their elites), did not, however,

surrender the confidentiality of their political world

to them. It may be difficult to plot their cognitive



terrain because unlike the ideas of the elite and the
State which were constantly broadcast, propogated,
repeated, undervalued, their’s were less structured,
And it 1is precisely these ideas that need to be
gathered and worked upon today in these elite policies.
For Art and Culture, just like the flow of ideas or
like the pattern of lifestyles and cannot be put into
watertight pb1icy legislation. And if and when they
are, these policies then should be based on sensitivity

to mass perspective and cognition. And this 1is even

more so important since all policies enjoy subtle,
silent hut massively significant cultural approval of
the modern elite. Members of this class are dispersed

thinly but crucially throughout the Government and

modern sectors, wWhat 1is remarkable is that even if

Iny

policies of the elite aim at grass root . institutions
and audiences, they are so preconceived in rigid

hierarchial structures of centralisation of authority,

accountability and resource allocations that the
largest share of the cream invariahly falls in the

bowls of the leading sections of society if not the
policy makers‘ themse]veé. Take for. example, the
setting up of the State Art Akademies as affiliates of
the National Art Akademies. - Even though they are to be

given full autonomy in their functioning to assimilate,
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promote and propogate Jlocal Art practisé they are
unable to execute fully even one of these objectives,
This 1is because central -Akademis refuse to cut their
apron strings and the Central Government refuses to cut
thé Akademies purse strings from its hands. The result
is the maintenance of aﬁ entire »bureaucratic and
infrastructural . paraphenelia at the cost of the
exchequers money and under the pretex of State work
done for the sake of promotion of Art, But what.  kind
of work done and-for whose benefit? And what kind of

Art? This is something one should look into especially

S

today when State finances are limited and there are

other as needy avenues.

Moreover since major Government policies have
their final point of implementation very low down in
the bureaucracy, they are often reinterpréted beyond
recognition precisely at the point that matters most,
the point of implementation. However, as a result of
multiferous injection of policying in every sphere of
civil 1life, this policying State has lost much of its
coersion. But even though on one hand the coersion has
weakened, on the other hand, this has given rise to
another, pfobab1y more thoroughly and efficiently

damaging trend. This reinterpretation of government



policies takes a direction which sees the utilisation
of internal space for lower level initiative which’
leads to an unanswerable argument for actual
encouragement, of nepotism and corruption.
Centralisation of political authority in all spheres of
institutional arrangement has tended to slide backwards
to a more historically familiar style of irfesponsible
‘power, under varion excuses from arenas of public
criticism, responsibility as well as from arguments of

social justice and equality.

There is another reason why a fresh look is needed
for old problems of state institutionalisation of Art

practice or formulation of Policies for the same. The

joR
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for such a renewed attempt has grown even more so

<

[

recent] becéu;e old prob]emé had cropped up new
dimensions and the institutional legitimacy of a top-
heavy State seems to be wéaring thin today. The
backlash of nationalist mobilisation of majority
consensus had made the eariy part of political
construction in India (after indepdnence) relatively

easy. Otherwise setting up of political institutions

.

too would have been exceedingly difficult. They
represented a sufficient consensus of the organised
groups. This showed a sense of miraculous contingency

of some of the central segments of the fairly
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impressive institutional structure that congress under
Nehru  built. But today we can afford to be
constructively retfospective and consider if such
institution has helped the dissemination of "Cultural
'Unity" of our country better. Cultural unity> is a
universal objective proclaimed in each constitution of
the thrée National Akademis, In Nehrufs zest to
counter the opposition inside his party after Patel’s
death, he strove to look for an allegiance elsewhere
and this led hih to make a great extension in the
‘magnaminity, size and functions of the . permanent

executive in term

'J')

of an alternative base or apparatus
in the bureaucracy. Needless to say that this applied

t.

O

the field of Art promotion too. A vast cultural
infrastructure 1in terms of bureaucratically manned

nstitutions and offices wefe built, Today then the
implications of this complex of institutions and their
staff need to be discussed. On one side the political

behaviour of state managers have seem to discredit the

institutions of democracy, on the other, progressive

o)
wn

public dissent has seemed t ate

turn against the
from itself. The difficulties have arisen not from the
outside but internally. The institutional forms that

‘the early nationalist Jleadership c¢reated for  the

benefit and well being of their common people seem to
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come under pressure precisely when more of such common
folk seem to (at least threaten to) enter into the
spectacle of State’s decision making positions. In the
field of Art, such a trend should have ideally been
very progressive and healthy for the polity at large,
If the process of encouragement and dissemination of
aesthetical production and Art forms, and the
encouragement,rsponsorsﬁip and development. bf potential
talent were taking place, then there could be nothing
more to be asked for. However one often wonders why
this did not happen. For with the accessibility of the
masses to the form of State organisation of Art
practice, should there not have been an amalgamation of
different. levels of rationalities of the people.
Should the attempt not been on the part of the State to
open - this two way process, both in its potential to
encourage and patronise as well as in the already’
existing cultures-promotion structures and policies?
These 1institutions, the Art Akademis, standing at the

apex of a highly bureaucratised cen

-+

ralised pyramid
should have been more responsive to the so called,
subaltern cultural semiotics and modes of art and
political expression. And simultaneously one would
have expected them to Concenﬁrate in perfecting ail the

activities already going on in them, not to say start
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of the past is the basis on which contemporary cultural
experiments can be Tlaunched, keeping alive  the
"creative expression” of today, to leave a legacy of
the present generation’s achievement to form a base on
which the future would 1anvate and progress further,

In such a discourse then when one talks of

presefvation" of past heritage, it means nhot only
‘decorating our heritage with a nominal, and museumatic
value but a1so.for seeing our present endeavours of
modernisation, development, etc. as heing - based on
such values whiech are totally divorsed from those of
the past. Then these new values are transplanted,
imported and have not been evolved on native soil as a
conseqﬁence of pulls, pressures and intricacies of
Indian 1ife. These values are alien, have a éertéih
transparency and externality which in turn creates a
need to authoritatively vimpose them either by

symbolising them as new-norm systems of the modern

generation or through the mechanisms of the - coersive
state apparétus. So any Goverhment policy perspective
feels the need to "orient” "Cultural sensitivities” and
propose a policy 1in which the state can play a

“catalyic role 1in the development and prog

culture" calling it "arms length intervention” hut
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new ones to reach to a larger audience. Instead what
happened was Jjust the contrary. Government Policy
perspective on promotion of Art and Culture-practice
.continued to be confined in a highly centralised
authoritative bureaucrative mentality with their
attempts to "trickle down” their definition of Art and
Culture. as the articulate aépiring modernist one.
Today there is eveh more of a hneed to weigh the
CompatabiTity of dinstitutional 109%6 of democratic
forms and the logic of democratisation 1in terms of
greater political articulateness of ordinary people,
A11 such studies (like this one) which aim to review
the working of any state institution invthe past 46
vears without making ‘reasonable defences 1in thefr
~favour, (that for instance this is too short a span for
institutions to ‘take roots or adapt‘themseives in a
different historical milieu) become relevant in their
éontribuﬁion. Today the péradox of institutionalism is
even more evident than before. As democratisation of
the exclusive elite preserves of modern Indian politics
would seem to threaten their spectacularity when thrown
in with the alphabet of the lower discourse, In othef
words, if Indian politics and policy making would
become more responsive to the Will of ordinary people,

then on the other side, simultaneously, precisely this
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Will would make it less democratic in its refusal to
“confirm to the principles on which nationalist elites
established their institutional barabhenelia. This is
culminating into a deep crisis of dintelligibility
between the two discourses, now that the lower
discourse has enfraﬁchised itself and making itself
heard precisely through the opportunities created by-
the upper one. The adequation then has to be arranged,
not between a rational programme of policy, prepared by
the elite carried out by an instrumentally viewed State
into a resisting, 1rrat1bna1nsociéty, but the other way’

around.

As mentioned in Chapter’dne, State Arﬁ Akademis
‘have to be reasonably responsive to popular, folk and
tribal forms of Art production and they should attempt
to build on a convergence of their an forms of
intelligibility and potent{a1 capacities to be
reasonably autgnomous and independent in their

operations.

Today we can see that cultural bureaucrats have
been quite insensitive to many of the needs and
aspirations of talented deserving artists, May be 1in
the past much of the terrain of classical civil society

initiatives of capitalism were undertaken by the State.



And may be the state was doing functions which were
left to the civil society institutions. And also maybe
State could only work through the techniques of an
unreconstrﬁcted colonialist bureaucratic style, wholly
'mono1ogica1; criminally wasteful, utterly irresponsible
and unresponsivé to public sensitivity. Solicitous,
uncivil, expansionist, screened from accountability.
The result was that instead of an all round reduction,
regional inequaiities continued to intensify whila the

State tenhded to concentrate opportunities and resources

in the centres of po]itiéa] power, But  today such
processes might have outworn their Timited value too.
The 1irresistible bureaucratisation of social 1life in
the absence of c¢ivil society has created s=arious
problems. And today may be it’s time that the cultural
consequences of this process need to be analysed
carefully, precisely because of the relative successes
of the Jong term development strategies in India which
have tended tb reopen deep divisions of discourse in
Indian society. The truth of the existence of such
discourses remain, even though all of them share a
certain' ~ommonality at different Jlevels; they have
different things to say about our political-cultural

world, its structure,; purpose, ideals. But they all

have a common way of arguing about it and when looked
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at from the outside it shows the creation of an
underlying unity. And exactly due to this, many see
hope, of fitting them into a nationalist discourse of
cultural unity of the country whefe ends do not burn
out against’ each other but constructively together,
Even though independent Indjan state has followed a
progkamme of modernity which has not sought to be
gfounded in the po1itica1 vocabulary of the nétion, it
is time that all nationalist Policy discourse on
promotion of aesthetics and Art practice in the country

attempts to no longer neglect the question of cultural
reproduction of society as a whole, thus placing itself
in a 1arger perspective, Evén though many of the‘ideas
including the entire concept of estéb1ishment of Art
Akademi offices in the oountry'were initially imported
and transplanted, we seem to possess this capacity to
transform the above mentioned situation to our
advantage, precisely bhecause of standing at cross
roads, to reconstitute a popular commonsense about the
politico-cultural WQr1d,Ata1king of the new conceptual
vocabulary and meaning of the Arts, institutions,
impersonal power, with the  subaltern political
understandings or the vernacular everyday discourses of

rural and small town Indian society., Only then this

accentuating ironical divergence between populist



Government Policies and popular conciousness would

fal?l,



CHAPTER FOUR
AN EFFORT TOWARDS A NATIONAL CULTURE POLICY, (1982).

"The form of Government that is most suitable to
the artist is no Government at all. Authority over him
and his art is ridiculous”.

- Oscar Wilde, When his
play SALOME was banned



CHAPTER FOUR

AN EFFORT TOWARDS A NATIONAL CULTURE POLICY, (1992).

For the first time perhaps the Government of India
has formally marked 1its intention of drafting an
explicit “National Policy on Culture”., In 1992, the
Central Debartment of Culture, under the Ministry of
Human Resource Development. circulated a draft on this
intention in the form of "An Approach Paper"” which was
divided 1into three parts. Part one dealt with the
general policy oriéntation of fhe Government. and the
perceived "urgency” of the readjusted "role of the

State in Culture”; Part two talked of :Specific

Objectives” for the creation of a Policy; and' Part

three was entitled "Plan of Action", Tt hailed the
idea of establishment of another bureaucratic

institution called the "Bhartiya Sanskriti Parishad"” to

oversee all art and culture activities in the country,

This  chapter has been an attempt to highlight
mainly two areas of concern under this topic which have

been categorised separately into two sections for

convenience, The first section of this chapter is a
general comment. on a policy perspective of the

Government. on matters cultural and the second section

analyses each part of the Approach paper separately.
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PART ONE

THE GOVERNMENT’S POLICY PERSPECTIVE AND ORIENTATION ON
ART AND CULTURE

The 1Indian Government till date has been quite

indifferent. to the

D

xistence and imnortance of a culture

policy. When cultural policy issues have been equally
important for India (as they are for.dther countries),
then it makes one wonder how not Jjust the practitiohers
of policy analysis hut even formulators (the party with
a majority 1in Parliament) and implementors (the
permanent executive) have afforded this indifference,
Indifference however has not meant that the Government
has had no formal public policy opronouncements, Tt
has, on the contrary voiced its explicit intentions
with specific programmes and schemes designed for
particular target audiences, Tt has even built a
multiferous network of organisations, assisted band
sponsored others, But it has not bhad a definite
tangible National Policy on Art and Culture (this
however does not adhere to a view that formulating a
policy on a specific area is an inevitahle solution for
the promotion or progress of fhe same, nor a guarantee
that specific programmes designed within policy
guidelines are manifest with assured success in

implementation, not overlooking the possibhility of

major deficiencies in the policy itself).
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21
As Joan Erdman says that Cultural policy also

can be as intstrumental as economic or foreign policy

as 1t encompasses eff

Q

rts by states to articulate and
define national didentity and a public philosophy.
Rroadly this concerns such questions as what it means
to be an Indian, what they should value, and how they
~can achieve the things they. value. Policy then
defines, more or less, what constitutes identity, value
and progress even though this may he preformulated  and
dictated.‘ It raises considerations about the meaning
and value of history, what ought to he the 'comhon or
shared present and how to reach what we aspire for 1in

the future. Public philosophy raises questions about

the political and social order, for example, what are

India’s publiciy-shared concerns, heliefs “and
aspiration and how they are to be expressed in

institutional arrangements; to build a distinctive
world view from diverse elements of a shared but

disputed past, a common but contradictory present, and

an uncertain and partially determined future, It’s
domain  then 1is procedure and legitimacy and it
addresses the problem of regulated conflict among

21. See Joan Erdman, ‘who should speak for the
performing Arts’, ‘'Cultural Policy in India’ (Ed),
Llyod I Rudolf (P.76), Chankya Publications,
1984, Delhi.
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domest.icators., The reason why cultural policy may be
as essential as any other policy is that it is 1likely
to raise questions concerning production or resource
allocation or interests which interest and oyeriap It
deals with priérities of distribution (of expertise,
funds and concerns), regulation (of excessive]y overt
monopolies of a few institutions or personalities and of
the government capacity oflintervention in autonomous
or semi-autonomous art centres) and of allocation (of
resources, honour and opportunities). As Lloyd T.

22
Rudolf says, "the type of policy that can be

b oS

distinguished as "cultural” can include the areas of

history (historiography and its expression 1in text
hook ), religion, language, minorities, education,
science and technology and the arts.” "These various

areas are often difficult to separate in practice and,
' 3
indeed tend to be reinforcing and cumulative”, ?
Like Cultural Policy for other areas, Cultural Policy
for the Arts raises both constitutive and instrumental
policy issues, "Constitutive policy issues arise from

art’s capacity to create and inculcate languages for

meaning and beauty that shape a nation’s world view and

22. See Lloyd I. Rudolf (Ed.), "Cultural Policy in

India", 984, Chanakya PUblications, New Delhi
ibid (p.15).
23. ibid, (p.5).
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24 :
jdentity.” Joan Erdman in an article

“who should
25
speak for the performing Arts?” focuses attention

on questions of professional standards and
representation, the Government’s reluctance to respect
the autonomy of cultural institutions Creéted | to
promote interests in the Arts is in part a reflection

of its paternalism, the Government’s habit of authority
26 4
and the penchant for discretion that accompanies it,

todays’ government officials to traditional forms of
27 '

court. patronage and to highlight the tension hetween

the performing arts which are understood as a

Government service that meets a low-priority public
need as well as a form of life that shames perception

and reality. It further elaborates differences over

government officials and artists in general., Rudolf

24, ibid, (p.18). .

25. Joan Erdman, “who should speak for the performing
Arts? The case of Delhi Dancers, 1in Rudolf
(Ed.), "Cultural Policy in India".

26. See A.P. Thornton, "The Habit of Authority:
Paternatism 1in British History"”, 1966, Allen and
Unwin, London

27. Joan Erdman, "The Maharaja’'s Musicians: The
organisation of Cultural performance at Jaipur 1in
the 19th Century, is Sylvia vatuk (Ed.), "American
studies 1in the Anthopology of 1India", 1978,
Mandohar, Delhi.



contrasts the' explicit cultural policy for science
with implicit cultural policy for the Arts. in support
of the above argument.. The autonomy of cultural policy
for science is protected by the esoteric nature of
scientific knowledge and practice and the widely-held
view that science and its applications are
indispensahle for national development and security,
The autonomy of cultural policy for the Arts is more

problematic. For policy makers not only is Art more

exotic but even more exoteric. It is more accessible

to wider publics than the scienhces and they can more

easily claim sufficient expertise to pass informed

Judgements with respect to the Arts, rather than the

.....

An  Implicit cultural policy for the arts which
operates without a clear policy mandate is administered

by the Department of Culture in the Ministry of Human

]

Resource Development. At present the statellit

cultural agencies which this department and th

External Affairs Ministry support, lack coherent policy
guidance. Neither the Cabinet nor the Parliament have
found the means or created the occasions to formulate
or endorse cultural policy generally. Policy, then,
has emerged ad-hoc and peacemeal through administrative

actions that reflect, (for the most part), the views
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and preferenceé of administrative officials or those
dependent. on them. For example, the three National
Akademis. or Art were administrative creations. The
three National Review Committes (Rhahha in 1964, Khosla
in 1974 and Haksar in 1980) Have prepaked reviews and
assessments accompanied by some programme
recommendations but have made 1ittle impact an official
doctrine and practice. Unlike other areas (like
science where organised communities of shecia11st

practitioners have had a significant voice in policy)

knowledgeable practitioners have had a very nominal say

in Culture Policy for the Arts, = The nominally
autonomous Akademis have remained under official
tutelage and control, Individuals representing

communities of practising artists are less influencial
in policy bodies, less evident in organisational roles

than are, lets

hn

ay, active and retired government
servants, The system of government nomination to the
Akademis and official staffing of Akademi secretariats

de facto have vitiated rhetorical commitments for

28
artistic autonomy. Accomplishments in the cretive
28. See 0. Gupta, - "Sangeet Natak Akadems ;
Bureaucracy’'s Tight Grip,"” India Today, March 16
and 31, 1991, Also see, The Overseas Hindustan

Times, February 18, 1992, "Aiming High, Falling
Low?" (pp.12) and "who cares for Creative
Writers?" (p.8). Also see “Akademis Going on,"”
Mainstream Vol.20, No.31, April 3, 1982, (pp.3-34).

75



arts are best apreciated by a country’s own
connoisseurs, critics and performers, Recause the
creative Arts are in their 1initial expression are
distinctively Indian. A cultural policy which is more
attuned to indigenous definitions and concepts than to
world standards appropriate to science is more likely to
29
foster national identity. Until 1Indian artistic
community of practitioners develop forms and bhanne]s
of éontervaiTing pressure and power that can
effectively represent their <common 1interests, the
Government may cohtinue to pursue a cultural policy for
the Arts in its accustomed paternalistic, patrimonial,
patronising (and hence disbretionary) manner, Without.
a degree of representation and autonomy accorded to
artists they will éontinue to be askéd to deliver a
sefvice that meets putative public need rather than to

enhance or transform cultural perception and meaningf

Indian artistic and intellectual activity is

29. 1Indigenous concepts and definitions are delineated
in writings by both Indian and non-Indian
scholars. Recent-articles and books on this topic
inciude G.C. Pande, "The Meaning and Process of
Culture, 1972, Shiva Garwal and Company, Agra;
Milton Singes, "On the Semiotics of Indian
identity”, 1in American Journal of Semotics I, 1,
1981 Fall, (pp.85-126); A.K. Ramanujan’s "Is
there an Indian way of thinking?" Unpublished
papers.
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multiple in style and form. These is a need for an
implicit Culture Policy which attempts to propogate an
intimate knowledge of India’s great and little
traditions with an aim to utilise available resources
in ways that nurture and strengthen India’s_shared, if
not. common, future, and afford opportunities for these
multiple paths, pfeserving what is old and valued but
perhaps dying, as we11 as what is new, less understood
and essential for national identity and confidence,
Performing, visual and literary arts can create thfs
confidence and may even shape national unity and:
identity, For example, the national integration
policy of post independence Tndia promoted the concept

of the classical arts as a unifying factor culturally,

o

Fears of unruly fissiparous regionalism were met Yy

g@iving particular regional forms of classical arts,

national recognition. The reviving, preserving and
30

re-shaping of indigenous arts. (indluding visual, -

30. See, for example, the discussions during the
1960’s and 1970’s 1in "Cultural Forum”, and
querries raised by the Press (which had become a
vehicle for criticism as well as affirmation of
government decision in cultural policy) 1in, for
instance, "Innovation vs. Tradition", (Hindustan
Times, April 4, 1977), "People told to patronise
Artists” (Hindustan Times, October 17, 1976), "The
National School of Dance demanded”. (National
Hearld, April 24, 1977), Also see, "“Indian and
Foreign Review"” 18-9-1981 entitled, "Evolving
Trends on the Cultural Front”, by Krishna
Chantanya. etc. ’
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literary and performing arts) which characterised the
pre-independence period and led to two distinctivé
efforts by the government after 1947).The first was a

31
textual Jegitimisation of performing arts and the

N

econd was an attempt at enlargement of regional styles

to all-India importance. These two became the dual

2N

motives of an explicit Cultural Policy. While west
(European) cultural progress promised on change-i.e,
the acceptance of new directions 1in the fine and
classical arts-India’s state supported ctiltural
development featured dissemination of extant cultural
forms to an urban and sophisticated audience where the
previously ségfegated religious and . secular
performances, conjoined, Fven the folk perfarming
arts which were peraded annually to mark the Republic
Day celebration the capital were to promote the goal
of, secular national integration. As mulk Rajd Anand
32 :
savs, Central Government’s cultural patronage has

proved to be a conservative force, endorsing continuity

in traditions. and affirming past - accomplishments,

31. See, for instance, Kapila Malik Vatsayan,
“"Classical Indian Dance in Literature and the
Arts”, 1986, Sangeet Natak Akademi, New Delhi.

Also chapter six of thie text with this aspect in
detail. : 4

32. Mulk Raj Anand, “culture, Decoration of Felt
Experience”, in Cultural Forum 13, (1 Oct., 1976).
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rather than encouraging experimentation, In this
respect Government patronage differs from that imputed
by the princes who were personally involved as
connoisseurs and appreciative audiences of their
artists works and performances. Such patron—prinées
recognised innovation as accomplishments that adorned
23 :
their states. N After independence and integration of
princely states, artists were expected to produce "art
Giving awards to artists and
separating honoured fellows from governing Council
members were wayvs _of maintaining a style by the
Government which was similar to former  princely
patronage. By enlarge experimentation and innovation
(to for example, traditional Indian arts) threatened

,,,,, 3 il R WL el B A nc

reservation and thus was less supported by the new

-
-t
[43]

e

state. National institutions, autonomous but funded
entirely by the Central Government (1ike the National
Art Akademis), concentrated their efforts, céncerns and
resources onh major metropolitan centres and on

established art centres (Evaluation of grants given to

institutions on

2

state-by-state  basis, from

information provided in the Sangeet Natak Akademi

33. The Raja Kelkar Museum in Poona offers as excellent
collection of objects which were produced to
please innovation seeking princes.
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annual reports, shows that four states were the primary
beneficiaries of grants by the Government 1in sample
years 1966-67, 1371-72 and 1980-81 namely, New Delhi,
West Bengal, Madras and Maharashtra. Least supported
states Qere Goa, Kashmir, Haryana and until 1981,
Punjab Rajasthan, Karnataka and Manipur, Although
‘there has been some éhange in state boundaries in this
period, the charfing of grants reveals a dramatic shift
in the number and allocation of grants after 1971-72,
In 1980-81, the number and amount. of grants more than
doubled in West Bengal, New Delhi, Madras and
Maharashtra, st&l] leading the list of states whicb
hbenefitted). - The folk Arts too were npreserved as
ethnographically 1nterestﬁng variation and interpreted
in'ways that oromoted secular nafiona7 integration, or
else were reviewed and. expanded as potentially
commercial ventures. And the Government through its
"autonomous” institutions  became involved in
programmes, awards, scholarships, research, g@rants,
festivals, compe?itions, seminars, training programmes
and pubhlications. Thus "autonomy” (as the basis of
a state’s science policy, for example, and “autonomy”)
in national Akademis for the arts reflect different

relationships with the state. Art is accessible to

the ordinary bureaucrat.. Expertise in art is made
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evident in performance, broadly defined as an act of
creation and interpretation. Evaluation of performance

is open to non-artists-connoisseurs,; critics, attentive

lay public-people who may or may not be sophisticated

lox

about. particular artistic performance standards and
traditions, Thus artists are less readily acknowledged
at the national level (as leaders or even decision
hakers in their own field). Their creation and
performances are subject to influence and criticiam of
their audiences and patrons. They are more dependent
on others to establish their legitimacy through support
and honours there 1is no external measure of their
success-such as victory in war, industrial growth etc.
The assumption that artists are in competition among
themselves for limited favours and audiences and that
their goals are individual rather than collective,
proVes self—fu1fi1]ing' when non—artists- in  powerful
positions take advantage of the internal jealousies and
lack of coordination, (Except for writers, majority of

artists have neither interest

_ groups nor unions to
24
plead their causes) Hence there is no urgent need

today for any Government Policy perspective on Art and

Culture to take into account all such above mentioned -

34. Rudolf (Ed), Cultural Policy in India, (p.97)



problems and trends in the field. Only then can we
Jook forward to a National Culture Policy which may bhe
more forthcoming than any attempted policy perspective

previously.

PART TII

A PERCEIVED NEED FOR A NATIONAL
POLICY ON ART AND CULTURE:

THE APPROACH PAPER (1992):

The Department of Culfure, Ministry of Human
Resource Develonpment. 1in late 1992 circulated "An
Approach Paper” which was an attempt to Qoice some
views and issues which were thrown up during an array
of seminars, workshops, symnosia, etc. organised by the
in the past two years to muster urban public awareness,
if nothing more, on aAperceived need for a National
Culture Policy. However, the final shape 1in which
this paper was drafted turned out to he somewhat
Vdifferent than what -~ was deliberated upon (even 1n
written form) 1in many of the abhove mentioned meets.
this part is an attempt to elaborate upon some of the

contents of this Approach Paper,



ITn 1it's opening statement the Approach Paper
relates "Culture” to 1ife in general and as part of
“Development.” stating that in the Jast thirty-five
vears, Rupees six hundred thousand crores have been
spent. on Development out of which the amounts spent on
culture have been around 0.11 percent of its annual
expenditure approximately. Keeping in view that this
newly discovered "dimenéion” of Cu1tﬁre as a part of
the State’s "Deve]dpment“ endeavour (in terms of five
year plans, vearly schemes and programmes etc.,) 1is a

. 35 |
recent. policy orientation, a renewed policy
perspective of the Government of India, this accusation
by the Government itself seems aquite amazing. Resides

o 36
culture is seen as only a "dimension” which has not
been comensurate with the broad social needs, intrinsic
values to improve the quality of. life, Thus marking a
view which says that culture is a dimension, not a

whole way of 1ife permiating, constituting each of its

35. This orientation was first officially formulated
by UNESCO in 1970’s in is international meet on
Development and Culture"” in Paris, picked up by
the Haksar Committee Report (1990) and now that
the dire necessity of relating culture to
development has been internationally asserted, the
Approach Paper of the Government of India (1992)
also talks of it.

36. Nationl Policy on Culture, An Aproach Paper,
Department of Culture, Govt. of India, (p.1,
paragraph 1.1)

o
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aspects, This "dimension” then has to be
departmentalised, deve1opéd and disseminated through
out civil polity through Government = policies. The
Approach Paper Says that the "Country” has reached a
stage 1in its economic and technical development when

the cultural dimension needs to be brought into sharper

37
focus and strengthening; in other words stating that
it is only after a certain stage of economic

Development, culture becomes important (alongwith the
unwilling admission that ‘culture” has heen neglected
£i11 now, although not in so many words). While on one
hand, this paner admits the mistake. in its brevious
policy orientation on divorcingv Culture from
development, on the other hand by stating as above, it
shows that conceptual]& it still differentiates between
the ftwo when it sees that economic development vis a
precondition for cultural development. And one has to
rethink whether the country has really reached a stage

of economic and technical development which was a

precondition for cultural development (!), or on the

contrary has the Government reconsidered the
development of the activities of this neglected

department. of Culture’ (since we do not have a Ministry
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of culture till date). As a consequence of the recent
backlash of communal upsurge and carnage in which our
very identity as a nation has been challenged; the

statellite electronic media’s invasion from “other

cultures"” patternising development as modernisation
after a particular dominant design of the western
nations, as mechanical imitation of their particular

way of “affluent” life etc,

The report accepted by UNESCO’s inter-Government
Committee of the World Decade for Cultural Development
(1990) was also critical of this trend when it said
that "... there 1dis a need for multi-cultural and
pluralistic conceptions in which different ways of

living, different belief gystems (and) values are
a8

"

------

And although this Approach Paper of tﬁe Government
does acknowledge the role and importance of this much
neglected dimension of cultural activity in our
national 1ife in general along with a need to readjust

and redefine its significance, it also clearly reasert

n

the need to mark out"” the area of public intervention

38. Refer to the Final Report of the Inter-
Governmental Committee of the World decade for
cultural development. Second regular session.
Annexure - IV, (p.3)



in culture” (in effect meaning state intervention) i.e.

"the role of state in Culture assessed and
3

0

readjusted”.

The approach paper lays out the National Culture
Policy perspective of the Government of India as

follows : -

The paper states that this policy "recognises the
need to develop strategies to sensitise people,

particularly the vyoung to creative expression in  a

framework of values which are generally accepted as

those which enrich the gquality of life”,

"It 1is also to devise strategies to promota the

O

avelopment of the various forms of creative expression
to preserve what of ahiding value in the
“manifestation of creative expression which may be

P

changing..or_giving.way to others :-and-to-recognise-the

diversity in these forms which taken together
constitute what can bhe called the culture of India".

At the outset, 4t 1is a 1little difficult to
understand how the Government, through such a policy

can undertake the task of "sensitising” people to what

39. The approach paper, (p.3, Paragraph 1.4)
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it calls "Creative exp ession”. On the most it can

—+

anly attempt to c¢reate the necessary facilities,
opportunities and infrastructure for the promotion of
cultural and Art activities which may inturn Jlead to
the above mentioned state of the individual, Also if
"values" are set within a framework they tend to bhecome
more rigid, ohstinate and narrow visioned in their
"constitution havihg more of an adverse inf1ueﬁce than
qualifying to "enrich the quality of life" and becomingv
the conceptual foundations of any _National Culture
Po1iéy. Besides "Creative expression” may be a quality

which is constituted by its very capacity and
resilience to constantly renovate, and deve1oﬁ its
epistemological apparatus and productive modes in
accordance to changed circumstances and needs of the
time, Maybe.this is what then makes this expression
"Creative”, alligned witH progress of the present
generation_and_ celebration of -life.-in -each -sphere  of
civil society. Each generation then is able to

Lribute specifically towards this great reservoir of
cultural resources that a society treasures for its
future generations. But if "Creative expression” (by
which the paper here means the fine arts, dance, music,

theatre, etc) is fit into a framework of values” which

themselves are Jlegitimised by, for example, such
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Government documents, as those generally accepted” then

this expression 1is accorded a special bureaucratic

]

status 1in the Government’s hierarchy of priorities on

the basis of which it devises "strategies to promote

the development of various forms of creative

expression”, then mayvbe it is time to examine whether

this expres:

'ﬂ

ion really is able to remain “creative” at
Al1, even in the sense the term “"creative” is implied
. .

by this Approach Paper. For (as this paper itself
admits that) whenever there is a loss of confidence 1in
éapacity of this "ereative expression” to build and
move forward which it can only do on the basis of the

value” created at each successive stage that one hears
the need to "preserve” the abiding values of the past,
Creative expression is dynamic, one cannot “nreserve”
it. It cannot be fossilised or éTSe the expression of
creativity which lies in its capacity of relisience and

evolution_ will die and it _will no long

}.'D

r be creative

Evolution of creative expression is only possible if it

moves on the basis of the intrinsic value of 1its

previous stage, It uses the previous stage as a
stepping stone to evolve and move forward. ITts Jike

alphabetical progression. New contemporary language
can oh]y be created by the alphabets which have been

designed and perfected in the past. This abiding value
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intervention nevertheless. Tt would also attempt to

“resisit the widespread coarsing of sensibility, Jloss

of sense of values, erosion of pluralistic vision and

reduction of vast masses into passive recipients rather
_ a1
than active participants in processes of culture”

One wonders how a policy can resist a process of

"widespread coersing of sensibility” (for whatever the

D

Approach Paper means by it), granting that the way this
statement. is thrown without operationalisation, it
could mean Just about anything or nothing. Akademi
coersion can he of Mahy kinds and from many quarters,

One of the most recognised source of coersion is s

i+

.ate

poticy itself,

The paper further spells out- national identi ity of
India as truly and inevitably pluralistic”. "The
policy would insist that Indian culture cannot be

identified with any single tradition and consists of an

ever enriching multiplicity of many traditions”,
Culture, then was seen as a Central instrument of
discovering integrating and asserting the national

identity of India....".
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“Ohjectives” talked about an attempt to "deliberate 3

hlue print for areas which need urgent attention and

42
public support.” It professes the need for actior
by individuals, numerous voluntary agencies and

community participation on the whole, thereby not only
sharing the responsibilities of this policy with those
égencieé and individuals but also declaring thaf this
proposed policy would be "dealing not with the total
apread and complexity of cu]ture but>on1y with some of

its aspects and segments”, However what exactly

Tt also talked ahout replacing the "old motion of
pétronage" by that "of public subport", effective
coordination between the activities of various agencies
in the states and the lcehtre and "decentralisatior

being a key factor in cultural promotion”.

Hence,

fh{; —baper fé{fwif wég_nece;éary that =
National Culture Policy should ensure community
participation at all levels, including agencies such as
Panchayats, local bodies, etc, And the other
suggestions like better coordination of infrastructura’

facilities to provide multi-points for promotion, funds

42. The approach paper, (p.5, Paragraph 2.1)
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avoiding duplication of work and responsibilities etc,
were more or less a repeat of what the Haksar Committee

Report (1990) had pointed out.

Part-ITI, "Plan of Action" at the outset
clarified that "although the state has a very definite
responsibility to foster and nurture the seminal vé]ue
which manifest themselves in creative expression and
endeavour in different ways, direct State intervention
needs to be avoided.” This meant, according to the
Approach paper, that the state would provide fund and

facilities but not through any direct grant giving

activities: Such an avoidance, the paper assumed would
eliminate “various forms of intervention such = as

bureaucratic and political”,

In the context of providing more accountability

for ﬁhg use of public funds, by devising what it calls

a "fool-proof mechanism”, the paper proposes to set up

statutory body to be called "Bhartiva  Sanskriti
Parishad". It would be created by law and funds could
be made available to it also by law, it would place a

report of its activities before Parliament annually and

its accounts will be audited by the CAG. This proposed
Council would consist of top level experts from various
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fields of culture and wou1d evolve a system of
evaluation of works of the various grant receiving
institutions whether voluntary or set up by the Central
Government. for which they would be receiving grants
from the Council. The Parishad’s relationship with the
three National Akademies and other institutions would

he provided for in the proposed law.

Even though the Government is making 'an effort,
such tasks of policying 1in our country faces a
multiplicity of complex problems confronting the
country needing constant effective support of the

42
community.

Sometime in April last year (April 30, 1932) the
Prime Minister Mr. P V Narasimha Rao addressed a
meeting of some officials of the Information and
Broadcasting Ministry. Tt was a meeting of a network
of field functionaries whose job was to explain to the
peonle the policies and programmes of the goverhment in
simple language, attempt to establish a support with

most., This is perceived as “necessary by the

Government. as changes are constantly initiated both at

43. The Hindustan Times, April 6, 1993, Raj Nandy,
"Policing, an inevitable task" (Editorial)

0
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policy and implementation levels, In our
"Dharamashtras” commentators were better known as law
‘givers themselves and did such a fine Joh that took the
law to every home and explained how a particular
‘sutra’ applied to a particular situation. These

“Prabandhkaras"”, the commentators, were the real

mainsay of the legal system, of the value system.

So, however the idea of such field functionaries
may be, no doubt commendable, but whether they have
heen able to do any note worthy work is yet to bhe seen,

For to explain a Policy, a lot of creativity and

innovation may be needed to break. the apathy of the.

public, Otherwise these officials may just mean more
drain on  Government funds in terms of salaries and
other benefits, Explaining a policy means much more

than reproducing it, It probably means interpretation

in relation to familiar symbols; _idoms, . language, .

figures which are understood and identified by the

"drishtantas” of the common people. This imaginativé

endeavour can be undertaken with a "Burrakatha” or a

“Nautanki" or "Tamasha”, poetry, songs or in the native

language of each state.

Policing especially for ’'Art a Culture’ in a

highly heterogeneous society like India, is a much more
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complex (so therefore peacemeal) affair than in a
society like Japan which is at least identified by one

religion and one Jlanguage. India’s het

D
QO

rogeneity - (in
race, religion, language etc) than that of lest say,
the United States, which again has the advantage of at

least one dominant language and a constantly operating

brews all unlike into the Culture of an 1ideologically

reguvinated marked mechanism is not simnly a matter of

certain structural arrangements, it faces almost
intractable problem,
Al Llovd I, Rudolf says, "In - India a faction,

party, group can raise but not settle an issue in
cultural policy. At the same time because the states
public resources authority nlay a large and def%nite
role in India, than in any other industriél democracy,

"Sarkar"  is_as much_  the problem _as it _is _the

44

solution.

When the state indulges in the Business of cul-
ture, 1in the process it takes upon itself the task of
disseminating and interpreting the One Best Way To Do

Culture, The definition of what constitutes Culture,

44, Lloyd 1. Rodolf (Ed). Cultural Policy in 1India,
Publication, Delhi, P. (vii)
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It creates state organisations and hierarchies, major

Policy statements and programmes and an entire paraphe-

nelia to support this task. 1t creates entirely new
hierarchies 1in. the cultural structure of society. A

new class of Artisans, artists, poets musicians,

academicians, painters etc. Issues of art promotion
get. politicised with a scramble to occupy positions of

official power and prestige created in the hierarchy

of state structures built for

-+

he promotion of
different. Art forms, For example, these large scan
canvassing for the top posts of Chairpersons -and

Presidents of the three National Akademis of Art and
~

Consequently, art produced is of a certain type in
its form, content, {illustration and symbolism. It is

state funded Akademic art designed to fit 1in neatly
sliced compartments (of Dance,_ Drama, _literature.. and
music) under the Ministry of Human Resource

Development.,, Department of Culture, Government of

India).

This brings us to the question of what kind of

Culture does the state define and dissiminate,. In the

event of the state defining culture, (High culture, low

culture, popular Culture. or any other) one is
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conceptually left at crossroads with utter confusion.

The state tries to define and dissiminate a

certain kind of image of "culture of the people and by
45

the people” which it calls "popular”, Therefore,

the state constantly feels obliged to dissiminate

of the people 1.é..popu1ar culture. To just take one
example, this was self evidently reflected 1in the
state’s organization of a series of Lok Utsavs and Abna
Utsavs a few years back under prime Minister Mr, Rajiv

Gandhi.

Even though the Haksar Committee report categori-
cally denies,; on the hehalf of the state on having made
any distinction between culture of the people. and

46
culture of the elites, various instances in the farm

of sporadic legislations or policy initiatives in th

D

field of Art and Culture including the singular
hbehind establishing National Art Akademis in  the
capital as ‘centralised hierarchical bodies of Art,
conceptualisation, dissemination and measurement -

45. Russell a Berman, Popular Culture and Populist
Culture, Telos No. 87, Spring 1991, New York

46. Refer to the Haksar Committee Report, Chapter Two
page ten, paragraph 2.11, 2.12
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indicate that although the state cared to define this

popular culture, it was seen opposition to Akadem]

Culture whose representation and texts were authorities
47

by minorities, associated with elites),

For example, there was a marked shift in policy
priorities marked by a greater recognition of regions
and rural areas at the expense of’ urban  publics.
Policies Jlaunched after 13977 by the Janta Government
were somewhat_éontinued hy Mrsg. Gandhi in 1980, the
emphaéis remained on regional performing arts and
performances by folk professioﬁa1 artists, (One
evident consequence of this new policy direction was
that many artists like classical Urban danceré etc,

sought to seek avenues of independent and private

Furthermore  the modern Indian state, while
carrying forward the tradition of state patronage and

recognising that India’s traditions are widely

47. Akademi Culture 1is a term used for convince to
refer to a particular type of art practice that
came up with the establishment of the three
National Akademis of Art, namely, Sahitya Kala
Parishad, Lalit Kala Akademi and the Sangeet Natak
Akademi, with their subsidiaries and affiliates in
the states. What type of Art Practice shall be
discussed in the following chapter.



diverse, operates according to bureaucratic
procedures. The influences of artists on policy of a
patronage dependent. upon their access to political
power and authoritative decision-makers, The 13980-81
“Annual Report” of the Sangeet Natak Akademi note
policy changes since 13977 at the Akademi "with a view
to be in line with the changes tak{ng pltace all over
the country”(p.3), HoweveF,‘_shift (more than any
structural or cognitive change) meant the launch of an
array of Government-sponsored programmes designed at
for example, recreating traditiona1'performances (which
were neglected due to their regional roots and hence
dying); rewriting ancient stories (1like Indian fables

etc,) so that they could present contemparary events

and issues; annual Ram Lila shows, dance dramas with
themes of work and progress; inculcation of family-
p]annihg information 1in (for éxample) Maharashtra’s
fold theatre; in corporation of expressions of
nationalist aspirations using traditional symbolism in
Urban poetry’s "ghazals" - are all examples of this

48, See Kapila Vatsayan, “"Traditional Indian Theatre"
Multiple streams”, 1980, National Book Trust, New
Delhi, introduction and especially p.6 where we
discusses the "in-built mechanism of acceptance of
’change’ or, variety, of modification within a
well defined system of unity, and the eternal’.”
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49
combination.

Reflecting this orientation, a high watermark in
policy Jlegisiation on Art and Culture came from the
year 1985, This was the year that our newly elected
Prime Minister Mr. Rajiv Gandhi ushered in a
distinctive focus on, what I have talked about earlier,
the much neglected local representation at the National

lTevel Art and Culture show. A relay of Utsavs of

native India, tribal and folk art and theatre,
classical dance and music gaiety shows, art exotia,
estahlishments of government bodies called Zonal

Cultural Centres to cover most of visible 1India,
follcwad, Many states of India, for example 1in the

North Fastern Regions, or some of the Union

Territories, donot—have any State Akademis for Art

i

some have local centres which in most cases are poorly

funded and 111 equipped. for many the Government

49. ’'Free Dance’ and ’Modern Dance Drama’ as initiated
by Uday Shankar, is discussed in Mohan Khokar.
"Traditions 1in Indian Classical dance”, 1979,
-clarion book, New Delhi (pp 1562-9). Tevia, Abrams
has documented the introduction of family planning
propaganda into "tamasha" performances - "Tamasha
people’s Theatre of Maharashtra state, India",
Ph.D Dissertation, and Modern ghazals are
discussed in C.M. Naim. “Traditional Symbolism in
Modern Urdu Ghazal", 1969, University of Chicago
Press, Division of Humanities, Chicago (pp 105-11)
Michigan State University, 1974)
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departments dealing with activities, and promotional
facilities (if any) for 'Art-and Culture’ come under

Ministries 1like Travel and Tourism ot even Fisheries

(r1) For example, in Kerala - Cultural affairs are
Tooked after by the Minister for Fisheries and

)]

Cooperation;:  Museums along with zoo’s by the Minister
for Sports and Youth Affairs,. In Maharashtra -
Cultural affairs are Jooked after by a composite
department of Social Welfare, Sport and Tourism., In the
Union Territory of Chandigarh they are handled by the
50
Public Relations Department. So this was a welcome
move in such areas. But many of the functions of these
government departments got duplicated with these zonal
cultural centres., So instead of trying to integrate
the efforts for tﬁe promotién of different kinds of art
forms, what in fact happened was that folk or village
art and culture was seen as a representation of popular
culture, the culture df the masses of different regions
of India and the establishment of state - run
institutions (to take care, guide and promote a market

for folk and tribal art) was seen as a (corollary to

social integration or) displacing the object of an

50. Source : Agenda for conference of Ministers and
Secretaries of Culture (State and Union
Territories, New Delhi, July 19839), See Appendix.
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integrated “Akademi Culture with material or Popular
culture - hoth moves taken as obviously democratic,

However all this was within a perspective which saw

o

atting rid of elite texts as getting rid of the elites

themselves, but not quite,
Today we see, carring on with the same argument.,
‘that ther has heen a s,h,t ntial expansion 1in the

meaning of popular to acrnmmodate a very different kind

of invasion 1in the socialisation process of the

citizen, namely, the invasion ushed in by the satellite

\

e]ectromwr media,. Today the government, after having
allowed this, has started to redefine popular as a

discreet set of cultural objects Tike melodramas,

har]equin romances, commercial television and cinema

*
O
D

et By doing so it has not only discredited the

democratic authenticity of other (skilled) cultural
objects and practices,; to some extent (as now it tends

to shift its focus of patronisation) but this is also

leading to a comprehensive neglect of even the - art
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In other words,

what we are witnessing today 1is a shift in the

government’s "culture of the people”, that is, Popular

culture in order to justify its support/allowance ‘of

such an invasion - which consequently has challenged



the sacredness of all previous cultural objects in many
ways., The endeavour here would be to try énd build an
argument for the case df the Art and craft as also
heing of the people that is Popular and not something

exclusive and so inaccessible.

Here two distinctions need to be made

Firstly, we need not discredit the appropriateness
of the term Popular Culture but there is a need to
question thé claim that this material is in fact
‘popular’