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A FOREWORD 

CONCERNS OF THIS STUDY 

The Government of India has had no explicit policy 

on culture till now. But it has been formulating 

implicit official statements and proposals from time to 

time on the basis of which a vast culttJral 

infrastructure has been erected (for example, the three 

National Akademis of Art anrl Literature with their 

networking institutions in the states, 

~ultural Centres, etc.) 

the Zonal 

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 implicit 'objectives' for the 

promotion of art practise and cultural activities in 

the country, to meet these 'objectives' the Government 

has made periodic efforts and undertaken certain 

(officially formulat.ed and legislat.ed) 'Actions'. My 

attempt in this study has been to look at those 

'Actions' observe and analyse their nature, their 

potentialities, successes, deficiencies and failures. 

As stated above, many of these Ac~ions were mainfest 
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through these largely Government-funded Art 

Institutions and reflected in many of the Objectives of 

the constitutions nf these institutions (consequently 

for which Government funds were allocated and resources 

channelised). 

concentrate 

So this study has 

on the workings of some of 

attempted to 

the prominent 

Government-funded institutions established for the 

~romotion of art practise in the country. Chqpters Six 

and Seven, deal with the three National Akademis 

namely, The National Academy of Letters - The Sahitya 

Akademi, The National 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 critical 

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 in the form of official documents, 

reports and papers enlisted in the Bibliography. It 

was observed, 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 fnr example 

in the policy perspective and prescriptives which led 

to the creation of certain kind of institutions for the 

promotion of certain kind of art by the State (and not 

another). This aspect has been detailed in 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 

aspirat~ons of present time. Due to lack of any 

coherent and dynamic perspective of matters cultural, 

Art practise in particular got further marginalised 

from mainstream national life, mainly due to its 

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', in line with 

its continuing commitment for this cause as an 

'integral part of nation-building', sought tn spend 

increasingly on building 

X i i i 
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organisations for the "Promotion, Surport 

Dissemination" of various art forms. The 

Gandhi National Centre for Arts, New Delhi; The 

Bhawan; Forty eight Zonal Cultural Centres; A 

networking of State level Akademis of Art 

and 

Indira 

Bharat 

whole 

and 

literature, an entire Administrative paraphenelia in 

almost each state to look after art activities; state 

sust~inance to many organisations recognised by the 

three National Akademis, New Delhi are a few examples. 

AppAndices - 2, 3, 5, 11, 17, 20, and 22 of this text 

further illustrate this argument. Besides, since the 

Government of India has not explicitly stated its 

policy perspectivR in Art and Culture, the only way one 

cotJ 1 d ~ttempt to study the Government's presence in 

this domain is through such institutions the 

Objectives for which they were established, reasons for 

t.hei r 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 institutions as an integrated aspiration (and in 

view of progrAssively diminishing the already meagre 

state resources). Also to study the impact of stJch 

institutions on nation~l life aftAr ~lmost four decades 

xiv 



of their existence and performance, the issue of ever 

increasing bureaucratic 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 ~spects of the 

three national Akademis of Art. To some extent a 

critique of the very objectives for which the state is 

present in the "Promotion of Art and rulture" was quite 

implicit, but this was neither in~entional in this 

piece of writing nor possible in the rresent time-frame 

for this study. 

Besides the attempted analysis of some of the 

aspects of the three National Akademis formed quite ~n 

appropriate initiation into such a study, as these 

National Akademis were one of the first 

established after 1947, reflecting the 

to he 

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 wer~ 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 Governmen~ rriorities for allocation 

of funds to them. 

XV 



Studies of this kind could hnld mnre 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 level 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 bas.ed on some views and 

issue:~ 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 

Cul t1.~re, 

Culture 

under 

Policy. the Central 

the Ministry of 

Depart.ment of 

Human Resourr.e 

Development circulated a draft in the form of "An 

Approach Paper" thereby marking its intention for a 

future policy framework very clearly. 

Jt becomes important to talk Abnut the above twn 
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Rctinns 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 be 

rectified and we can start with a renewed perspective 

on matters cultural. 
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CHAPTER ONE 

'Culture is 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 been very edu~ative, 

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-suffi~iency of the Indian citizens, 

apart from other things. The study of the kind of 

Culture we live in, is 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 

existence. We make, indeed create the various 

Cultures in which we live and thereby constantly carry 

with us the capacity to transform society. This 

Cultural capacity is a part of modern thought, not 

withs~anding its ambiguities and ~ontested terr~ins, 

because it addresses the mnst fascinating fe~ture of 



human kind the capacity to create an incredible variety 

of human environments, and yet remain indisputably, 

even triumphantly, your own self. 

Today living in an era of a more refined 

institutional life Culture could be understood as an 

interpretation of 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 is to focus on a specific 

instance of social life. It is not just a study of the 

past, 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-life role in 

shaping these human circumstances. Circumstances which 

provide the physical infrastructural environment which 

would render possible the growth of potentialities of 
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either achievement and rrogress or in fact just 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 confuRion that underlines different ways of 

seeing Indian Culture determined by not only 

differences in location, language, history but also 

state disparity in economically developing different 

regions according to the states own needs and 

requirements. Culture then is a very explosive, 

diverse, (not unifying) but diversifying factor. 

However, official Cultural discourse of the 

Government, while paying lip service to these 

differences assumes a Unitary position or an 

'Integral' view of Indian Culture (~xplained in chapter 

two) that subsuming all contradiction within 

predetermined high preaching humanist sentiments like 

'Unity in diversity' ' a composite culture' 

brotherhood' etc. 

'national 

This view has led to mainly two distortions. 

Firstly, it has marginalised the cultural 

discourse from mainstream national life by safely 

3 



packing it in departments under the Ministry of Human 

Resource Development, Government of Inrlia, 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 lose 

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, t0 some extend, has been 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 nf replacing these institutions) was seen as an 

aspiration towards modernity towards rA-enchantment. 

Modernity nr re-enchantment then meant using The 

4 



Europe~n as a large norm system which was to Ruperwise 

work ethic, institutional working and even sh~pe the 

thinking of a new class of "modernised Indians" by 

syrnbolishing 

which needed 

itself as an aspiration in their minds 

to be achieved in order to become 

affluent. One of the reasons for this trend could be 

traced to an accute 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 like their own languages, ways of belief, 

self-sustaining institutional mechanisms, dress codes, 

eating habits etc. 

This is 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, 

etc. organised from time to time. On one 

workshops 

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 Ctllt.ure which 

is diverse and richer from that nf ~he west as it is 

5 



able to provide the "reflective poise and spiritual 

energy so essential for the maturing of the good 

society". On the other hand, such pretensions very 

comfortably led to a conceptulisation of culture as a 

category 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 

~odern Indian life 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 place 

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, needing special 

promotion and support, and shifting from one Ministry 

to the other from time to time. (for example, 

handicrafts were shifted from the Ministry of Textile 

to the Ministry of Industry etc). so then what 

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



symbolised 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 in 

these Akademis was more in tune wi~h the idea nf 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, 1 ike, fnr 

example a mural. Akademis, instead, encouraged the 

development and promotion of personalised, independent 

and individualistic skills of the artists in their 

creations, a trend which developed with the grAat 

masters of the west, like 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 ~he 
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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 

1 i fe has resu 1 t.ed in the disintegration of 

neighbourhoods, the idea of the community has been 

se rvere 1 y cha 11 enged, if not. negated. Even cultural 

circles have seen the emergence of this trend, maybe 

due to new commercial pressures, the invasion of the 

television, not to forget more immediate matters like 

transportation problems, increasing distances from 

places of work to leisure if there is any time left for 

leist.~re at all. All these factors have contributed 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 tribal areas despite their inner 

dissensions and tensions emerging from urban 

interventions. Nevertheless, even in cities whenever 

2. See 'Community' in Raymond Williams, 
Fontana Paper backs, 1985, (pg.7~). 
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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 beliefs. We need tn 

uphold different kinds of structures of community in 

India in accordance with different social context and 

changed circumstances of modern living. Only t.hen 

would we be able to pragmatically strengthen the idea 

of the community rather than dismiss it as a 

obscurantist sentiment. This idea is even more 

relevant in metropolitan centres where the entire 

practise of presonalised Art Akademis is in vogue, and 

where it is (therefore) hardest to sustain. 

this 

be 

It is also for two very significant reasons that 

sense of community in 'Art and Culture' needs 

sustained. Firstly, it is only through 

to 

the 

development of a sense of community production in India 

Individualistic Art practise today that we would be 

able to bring marginalised Indian Art Practise (like 

that of the tribals, the villagers, etc.) back into 

mainstream national life, thereby enriching both sides 

with this encounter. Secondly, it is through such a 
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process (and as a consequence of it) that one could 

attempt to rectify some of the distortions which have 

. shaped offici a 1 ( Gove rnment.a 1 ) Cu 1 tu ra 1 Conceptua-

lisation on Indian Art and Culture. This attempt. at. 

correction is 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 

~uch 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 1 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 least its 

functioning and orientation needs to be Indianised and 

adopted to this country ',s sensitivities and 

requirements. For the Indian Artist.ic 
' 
I 

production may not be confin~d to individual genius 
I 
I 

alone but has tangibility in ~comprehensive range of 
I 
I 
I 

mutually complementary creative activities of the 
I 
I 
I 

entire community which hav~ also stimulated and 
I 

' ' 
facilitated artistic endeavou~. Otherwise just the 

I 
I 

establishment of the AkademH-infrastructure (which 

focuses mainly 

I 
I 

an studio art~s) would not in any way 
' 

I 
I 

1 0 : 
I 
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guarantee 

institutions 

other hand 

the 

to 

make 

accessibility 

the masses on 

available to 

and reach of these 

one hand, and on the 

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 living in an era of modern Art Akademis is 

inevitable (since they have been functioning for more 

than five decades now) yet maybe state support to 

institutions somewhat like the 'Gurukuls' of the past 

(where 'shishyas' are to 'live-in' a certain 'way of 

life' informed by the~r 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 provide 

state sustainance for the survival of these 

institutions rather than for part time diploma-handing 

schools. An existing example of this today is the 

autonomous institution called Kalakshetra for the 

promotion and sustainances of classical Indian dance, 

Bharatnatyam. Other are Kerala Kalamandalam for the 

promotion of classical Kathakali form of dancing or the 

1 1 



Gandharva Mahavidalaya for ~lassical vocal music. A 

list 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 endeavour to 

·institutionalise performing and studio ~rts. The 

method would be to study the process of establishment 

of a whole network of state sponsored cultural 

infrastructure in 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 latest government sponsored review on the 

performance 

submitted 

Resource 

Parliament, 

and networking of these institutions was 

in July, 1990 to the Ministry of Human 

Development and consequently placed in 

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 nf the Sahitya Akademi. There is also an 
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attempted analysis of the nature of various 

recommendations submitted by the Haksar Committee 

Report. 

More specifically, chapter two would start with a 
-

general commentry on the state of the prevailing 

cultural scene. It would talk of some of the issues 

~hich 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 Indian people and the frame ·of mind in which they 

accepted the state; after independence, the 

impressions about the state and the functions of the 

state that stayed; how this effected Art prac~ise in 
I 

terms of establishment o~ Akademis, bureaucratic 

institutions and policy prescriptives; and the need for 

democracy and decentralisation in Art production. 

Chapter Four has been divided into two parts; Part 

one .is 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 t.wo is an ana 1 ys is of the "Approach 

Paper", a draft proposal circulated by the Department 

13 



of Culture, Ministry of Human Resource Development, to 

muster urban publi~ awareness, if nothing more, nn such 

a perceived 

Consequently 

need for a National Culture Policy. 

some of the views and issues which were 

thrown up were voiced in an array of seminars, 

workshops, symposia etc. organised by the Government 

and other concerned institutions especially in the past 

two years or so. 

Chapter Five deals with the Haksar Committee 

Report in detail. This chapter has been 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 issues 

have been handled by the Haksar Committee Report 

issues like Autonomy, Government and Market, the 

concept of culture in the report, etc. 

Chapter Six, ''Institutions of Art and Culture in 

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. 

14 



And chapter Eight is a summary of the readings nf 

all the chapters. It is also and attempt to mark out 

snme shades of a hidden persppctive of the Government 

on matters cultural. 
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CHAPTER TWO 

A PERSPECTIVE 

"There is a great deal to be said for the arts. 

For one thing they offer the only career in which 

commercial failure is 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 beginning (as 

that is 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 our skills built overtime from our 

collective institutions, codes, processes, activities 

and even modes of existence objectified in Art, Law and 

the StatP. 

The state of 'Cultural Resourcelessness' may refer 

t.o a situation 1n which a country's reservoir 

consisting of (for example) social conventions, 

customs, mores, all assets of commtme 

traditions of mutually complementary cooperative effort 

(like 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 th~ Panchayati 

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

from this great social reservoir built over time and 

treasured by every society. 

There could be many reasons for this - when new 
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values and ways of living 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 like 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 life) 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 ·indulges in a 

search for his identity while being in need of a "Still 
3 

centre" which would give him the capacity to 

continually adapt to and renovate outer forms, to 

communicate with the past and keep pace with the 

futdre. The attempt to renovate these outer forms 

could be made both cognitively (through greater 

3. Kapila Malik Vatsyayan, "Some Aspects of cultural 
Policies in India", 1972, UNESCO, Paris, (p.9) 



knowledge and 

forms like 

new concepts) and practically. Outer 

the social structure in which the 

individual lives; the social category in 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 responsibilities), 

experience and expertise in his/her profession, 

profeciency in English language which is seen as the 

international language of modernity, and many other 

such attributes; the social symbols to which he owed 

his cultural or religious identity, for example, ways 

of dressing, eating hab~ts, type of food, places of 

worship, rituals, festivals, congragational ethics, 

etc.; the 'ways' of the institutions of family, work 

place, marriage, etc. which also characterise his 

being. 

It is this 'Still Centre' that is the cultural 

reservoir of our society and which could have depleted 

all its resources which could give its parts (that is 



individuals) the kind of capacity and strength which 

could herald him on the way to progress. 

It is in this sense that India faces a crisis of 

cultural resourcelessness and our culture needs to once 

again reformulate our identity, both individually and 

as a nation. 

It may be time that one looks at this 'still 

centre' for inspiration and strength in the ~ontext of 

a strife-torn nation with each community decidedly 

raising its head against the other in a kind of a 

frenzy which has probably not repeated itself in the 

past forty five years of independent Indian existence. 

For in the context of India, at least from the earliest 

time there appeared to be a self-conscious awareness of 

this attribute of culture in the individual and the 

need to cherish and nurture its assiduously at all 

times, both in moments of peace and in crisis. Almost 

anticipating the modern definition of culture (which 

encompasses practically all human activity) the Indian 

seer conceived of culture as the sum total of the 

equtpment of the human individual which enabled him to 

be attuned to his immediate environ~ent on one hand and 

to the historical past on the other. The idea of 

continuity as also the recognition of the need for a 
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constant rediness for adaption and assimilation was 
4 

inherent: the concept of a "Sti 11 Centre of being" 

manifested through a multiplicity of i nte 11 ect.ua 1 

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 life was judged and 

yardstick bx which it's rhythem and pace were measured. 

It was a matter of high value by which the individual 

answered himself and the society a ro1md. The 

cultivation of 'self' then through cultural production 

meant not just the enrichmen~ of the individl)8l 

personally but of the entire community in which he 

lived - both for individual harmony, equani~ity and 

tranquillity and for the ends of social and moral 

right. Only the disciplined cultivated person in full 

cont.rol of her/his body and mind could hope to strive 

for spritual salvation (which was the highest attribute 

in the hierarchy of values in society) and be capable 

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

paths or vehicles of cultivation of self were many; the 

idea of choice and freedom was essential, for one chose 

according to one's calling and potential. The words 

used in the context of the arts are significant for 

4. ibid. 
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they speak of the importance and value given to this 

sphere of human activity and the ~pproach towards them. 

Words 1 ike "Yoga", a "Yagna" (a rit.ual istic S-"'.crifice), 

"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 

in treatises dating back to the second century B.C. and 

legendary stories whose origin can be traced even 
5 

earlier to vedic and pre-vedic myths and symbols 

In all possibility these attributes and approaches 

have filtered down to the present generation to a 

varing degree and continue to have relevance. Wh i 1 e 

Indian democracy is young, the conceptual thinking of 

people has had links with a vigorous body of tradition 

with a long and complex history. 

identifiable autonomy, inter-dependence and inter-
., 

relations seem to have been the central repetitive -

noting of this pattern of living and organisation. In 

ClJltural rnat.ters, there was a self conscious 

recognition of this principle which made it such an 

important stage of evolution of the inner individual 

and an indispensable vehicle for 6reating an atmosphere 

of harmony and peace for the outer individual, Thi 

-----~--------------------·-------_-_______________ :_ ____ ;;.;;_;,~ 
5. ibid. (p.10) . ' : ,"'~ 
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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 

activity. These streams flowed separately but they 

often intermingled and even enriched each other. 

And India today has lost track of this second form 

of cultural production, which has in return fostered 

such a s~ate of ClJltural rPsourcelessness. 

For this reason one needs to consider perhaps, a 

more rational way of looking, thinking and being in 

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

todays changed circumstances as well as be able to draw 

past. 

and 

of 

confidence from what we have build in our 

Circumstances which see India today as standing 

competing amongst the other industrialised nations 

the world and yet characterise itself as 

predominantly agrarian (which it will remain fo~ some 

time at least). Circumstances which, on one hand, have. 

rendered in building great urban metropolitan citie~ 

and on the other hand insulated the majority of rural 

India from reaping ben$fits of an all round well 
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6 
balanced industrial econnmy 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 cnuntry. For only a few 

(and definitely contrary to the western trajectory of 

democratic histnry) could comprehend ~hat it is the 

Indian traditional pluralities of living, congregation 

and t.ho11ght wh i r.h cnmposed t.h is great cult11ra.l 

reservoir. Basically, India has an inextricable 

identity 1n t.he "tradition" nf demor.rar.y. Tt. is for 11s 

now to develop the potentialities and principles of 

that form of democray whir.h lies within each 

individual, which has been inculcated and bred through 

religion and custom overtime. It is time that Indians 

develop their inner cultural strength to grapple with 

the world around them and come ou~ 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. 
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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 aspect~ cultural. This 

situation of cultural resourcelessness may also be a 

consequence of the growing backlash of such deficient 

and self-destructive processes of haphazard development 

which were set in motior hy t.he colonial rlunderers and 

were not structurally rectified by our nationalist 

e 1 i te aft.er inderAndence. Prnces~es like thA 

limitation of development strategies formulated by the 

StAte And imposed from an imper·ial; atrt:.hnritarian 

centre, towering above the Indian citi~AnS; talking nf 

their welfare but from an externality which did not 

break the habit of social apalty and lack of rolitical 

will of the common person to enable him/her to ri~e 

above his/her concerns of self-gratification and help 

in the imitation of such programmes which in return 

were for his/her own benefit. 

Further still: India's encounter with such a 

situation of Cultural Resourcelessness may also have 

been becau~e of the fact that most of the threats to 

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 which 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 people 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 bid to modernise 

and develop these "backward" areas (as t.he t.ribal 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 life has 

been uprooted alongwith the tribal's self-sustaining 

ecology and environment and the newer systems, 

processes and institution of deve 1 opment. and 

modernisation have not been established. As a result 

of which the tribals find themselves in the middle of a 

crisis of underdevelopment. 

It is time that we considered where we have gone 

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) 
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Usually nne drRws upon retrospectiveness as a tool 

in the creation (writing, rewriting and rereading) of 

history - In the recent past this may have been done in 

a manner in which there was a total obliteration of the 

possibilistir. strurttJre in history from our 

retrospective cRpacities and conciousness. In other 

words, historir.ally a~ very crossroad one has had a 

disr.retinn of choosing alternative paths to tread upon. 

Anrl when in the pror.Pss of making a choice nf any nne 

partir.ular path (herA hy using path, to mean the choir.e 

n f a " who 1 P w a y " n f i n rl i v i d u a_ 1 1 i f P and nat. i n n a 1 i st. 

development) nne has harl to leave nu~ other al~ernative 

pa~hs in His~nry-writing, this possibility and the 

freedom to r.hoosP -3ny nne p11th mtlst nnt he forgottten 
R 

and go unmentioned. Instead what happended in India 

after indepedenr.e was ~hat many nationalist leaders 

(and indeed many historians) who wrote about the most 

turbulent and significant phase of the country's fight 

against colonialism, did not. mention t.hese 

alternatives. To give an example, this is evident in 

·-' a wah a r 1 a 1 Nehru's "Discovery of India.". These 

historians adhered to what came to be known as the 

"Composite-Culture" view, in which India was seen as a 

8. "Rewriting Modern Indian History", Times of India, 
January 15, 1975, (p.S) 
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melting-pot for all invaders who came to conquer and 

plunder and for different sects and religions that were 

brought along or born here as a consequence (etc). It 

was a land which had richness of tradition and culture 

because it welcomed all with open arms and this "hird 

of golrl'' (which it was called) saw the setting down of 

vrJried r.tJltural influences of all visitors, invadP.rs 

and natives alike. India, it was said, grew culturally 
q 

because of this amalgamation This rosy picture 

served the need of a time when nationalist leadership 

wRs trying to unite and mobilise the great teeming mRss 

of Indian humanity on any and every possible bRsis for 

unity and homogeniety. This helped them at both times 

to fight out colonial power on the basis of the 

strength of numbers and to gather up a broken nations's 

wits after the India-Pakistan partition. 

However, now it is time that this picture needs a 

new coat, a more realistic, attuned, pragmatic and 

rational one. Besides the gaps in this kind of 

conceptualisation of our "Unity in Diversity" have 

a 1 ready started t.o tear the nation's futt.Jre. A 

bulldozing 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 p~ople has always led 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 

sit1.)ation, plan our development. and predict our fut.ure, 

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 acceptance that existed in India towards 

incoming foreign invading influences was more in the 

form nf back-tn-back neighbourlyness 1 a kind of 

acceptance which just about tolerated difference in the 

rituals of life of these outsiders but continued to see 

them as existing outside the "Autheutic core" of its 

original inhabitants. The concept of this "autheutic 

core" was maintained and developed in the highly rigid 

hierarchial struct.ure of the Hindu society which came 

10. See Journal of Arts and Ideas, Volume 19, February 
19~1. "Dialogues on Cultural Practise in India'". 
It includes contributions from: Kumar Sahaani, 
Arun Khopkar Kumkum Sangari, Ashish Rajadhyakasha, 
Sanjaya Baru, Sudipta Kaviraj, Viva~ Sundaram, A G 
Krishna Menon, Anuradha Kapur, Susie Tharu, etc. 
on the rising tide of communalism in India 
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1 1 
to prevail Yes, over a period of time it became 

difficult to say who was an 'original inhabitant' and 

who an outsider, but the structure of Indian society 

which developed was so complex and hierarchial that it 

could always accommodate any newcomer, even though at a 

level lower than the clergy. The higher elichons were 

reserved for the "Pundits" of authority. Because of 

this hierarchy probably, a common consciousness or 
1 2 

"Common sense was not able to develop which would 

prevade to all alike and have the capability of binding 

the polity in a cognitive unity rather than that 

aminating from circumstance, necessity, hierarchy or 

professional skill or expertise. 

What ~e have written in a certain way needs to be 

revised everytime a new historical movement within our 

national Cultural situation arises. The new historical 

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 one region against the other one language 

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

1 2 . See Sudipta 
Change", The 
February, 1979 

Kavi raj, "Dimensions of Social 
Hindustan Times · Magazine, 25 
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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 

~ndian situation is 'the' consequences of a peacemeal 
1 3 

"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 socio-Cultur.ql situation, its weak and soft 

spots, which we must be bold enough to recognise and 

face. Fnr I feel we have within us resources, both 

moral and material, to overcnme them. 

To start with there has been, from the very 

13. Term exemplified by Gunnar Myrdal in 'Asian Drama' 
to characterise a particular Nature or type model 
of the State in Asian societies whith indulges in 
dissemination of populist pro~aganda 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, India was seen as an 
unenlightened mass which had to be civilised. An~ 
this endeavour to civilise, as a part of the white 
man's burden, continued by the iuperior race till 
1947 
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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 uron actual schemes. 

Cognitively, for instance, a neglect of the need of 

renovating the concept of tradition itself so that new 

meanings and pract. ices can be 

r.nnstrur.tinns built, the need 

traditions" (despite historical 

invented and 

fnr "inventing 

qualifications 
1!1 

i nt.e rrret i ng this to mean a constrtJr.t i ve task). 

Tradition may possess values which can render 

solutions to thi~ form of resourcelessness Values 

like those of cooperation, tolerance, etc. Tradition 

then is not seen in a conservative, revivalist sense. 

It denotes a way of life in 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 
Gaeta 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, hy the 

nationalist ethos such as to make it an ideological but 

still affirmative task. (However, it should be kept in 

mind that in the appropriation of tradition for a 

particular historic-31 moment., for a particular p1JrposP, 

there is often no marked inventiveness). F o r t r a rl i t. i o n 

to be recreated innovatively, to be renovRterl, it 

probably needs to be invented from some kind of 

communitarian basis in regionAl or national r.1J 1 t1J re. 

The traditionalisation of the Modern itself is ilir.ited 

from the historical process of modernisation and 

carries with it the logic of national aspiration if not 

always regional resource. (That kind of nation-3l 

aspiration which attempts or strives to build on 

regional resource in terms of the emmence reservoir and 

strength of manpower resources and other national 

resources of our regions. Contemporary sor.iologir.al 

and other critiques have tried to discover ways in 

which regional resources have fashioned themselves in 

their own immunent fulfilment). Tradition, today needs 

to be redefined as never before. 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 misconceive the ways in which a culture acts. 

A culture does not act overtly like a theoretical 

doctrinal system. You cannot be a marxist without 

knowing that you are a marxist; similarly, you cannot 

be a Vaishnava without being conscious you are one. 

You can be an Indian however without knowing you are; 

and however dedicated we are sometimes in imitation of 

~estern behaviour, any intelligent western observer 

would immediately mark out an Indi;:Jn. CultiJre is ;:Jn 

alphabet which we use, indeed we can use, without 

knowing it. 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 

does, in all kinds of fundamental, non-deliberate 

things, mostly in things taken for granted, in things 

and attitudes too close to one's self to be objects of 

selfconscious thoughts or acts, our attention and 

negligence, our confidences and our hesitations, pur 

sense of propriety, our sensP of shame, our ways of 

carrying ·our body, our gestures which we do not watch 

but which reveal ourselves to others and tell them 1 

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

~eject. It is the silen~ a~ren~ in all our cultural 

acts. Thus an Indian occidental is unmistakably 

Indian, and his accidentalism is still stamped by the 

Indianism he has deliberately rejected. But this is 

not a pessimistic argument as it seems at first sigh~. 

In all of us we carry an unexpl icated, nr 1mclarified 

deposit, however occidental, removed from nur traditinn 

we are, precisely because it is so different from 

knowledge. It does not have to be formally acquired; 

it is contracted silently through unavoidable, 

irreplaceable 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, 

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 

as an Asian American; It is also this which despite the 

borders of contempt, patronising, misunderstanding and 
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exploitation, still silently connects t.he IJrban, 

English-dependent, occidentalist Indian to his more 

clumsy, varnacular fellow citizens, (for the occident. 

they wish to realise in themselves, and finally to 

migrate to, does not exist in reality, it is a 

combination of facts, fiction, propaganda, imagination, 

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

If this is true t.hen what we really req1Jire is t.o 

edge back into the task which is so important today AS 

anamnetic exercise; we must bring into 

consciousness, remember, learn to spell and RrticulatP 

this already latent alphabet in ourselves. We miJst. 

simply know and recognise what we in a sense already 

are. For reasons such as these, one m1Jst concent.rate 

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 help one to grapple with 

these larger 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 

our age-old traditions and customs tell us it 

what 

is). 

Conceeding the fact that Cultural identity may have 

more of original affinities (like those in terms of 
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ethnicit.y, tribes, etc. ) yet because we 1 i ve in a 

globally compact. world run on exchange values, the 

Local invariably 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 colotJr which modern dance in India 

have not been able to develop. Since 1985, this has 

been reflected 1n an immence policy orientation towards 

tribal and folk Arts, the establishment of Zonal 

Cultural Centres and the rest of the State appratus' 

paraphenelia on Arts and Culture. Tn todays age the 

National has always tended to indugP in a valourization 

of difference as an end 1n itself, so that we are 

constantly working with a pRradnYiCRl ~elatinn of the 

local and the International at•d hence the 

galmourisation, stress on Indian Council of Cultural 

Relation's export of hand picked and home made glimpses 

of Indian Culture in Festivals of India abroad staged 
1 6 

from time to time so what in fact may hav 'been 

neglected or overlooked. What one may be witnessing 

is the process of involution, introversion, implosion, 

16. The last Festival of India was innaugrated by the 
Indian Prime Minister Mr.P.V. Narasimha Rao in 
Germany, September 1991 with an initial budget of, 
Rs.11 crores, which was later cut down to Rs.4.7 
crores due to financial constraints, The Times of 
India, October 12, 1991. 
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or inward co 11 apse of the "NAt i ona 1" (envisaged, 

developed, propagated by the nationalist elite at the 

time of independence) coupl~d 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 in the StAte and institutionsof society and 

its r:osmopolitan pan-Indian r-ulture is probably no 

longer able to impose its will And prevail over the 

processes of regionalism. In some ways this process 

has been both inevitable And Actively heAlthy - part of 

opening up of the structures nf power tn new social 
1 7 

groups. But it has unfortunately, most of the part 

been negative. It has sought to undermine Indian 

national identity and encourage disruptive forms of 

decentralisation and devolution of powr which are 

parochial, casteist, chauvinist 
18 

perceptions and attitudes. 

and narrowminded 

Hence, since 1985, in Cultural discourse at least1 

this trend has been evident in which the significance 

of the "National" is being overlooked and marginalised. 

17. See, c. P. Bhambhri, "Theoritical Perspectives on 
Pol iti,cal Change", Indian Journal of Political· .. 
Science, Vol.37, October-December 1 1976 · 

18. See, Praful Bidwai, "Is the national middle class 
cracking up?, The Economic Times, December 9, 1991 
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For before this, the National Art Akademis were 

founded on a wave of thinking and at a time when our 

national leaders just after independence, sought to 

project as institutions with a national character and 

role, attempting to be accessible to each State of the 

country. But with the establishment of additional 

structures and institutions of Art, like t.he Zonal 

cultural centres etc., which may have been with the 

idea of complementing the tasks of these Akarlemis, two 

consequences were apparent. Firstly, they did not. 

comp 1 ement, . but at times dl_!p l i cat.erl mt=1ny 

functions leadi~g to (more or less) a margint=1lisatinn 

of most of their state branches. 

allocations in terms of additional 

Besides priority 

funds ton were 

spread for these new institutions at the cost of again 

the State Akademis. And the second consequence was a 

more indirect one. It tonk 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. Zonal Cultural 

Centres were centres which were built for zones 

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 "'Madhuban i"' form of fo 1 k painting has got. a 

little state support and has even been accepted in the 

State Akademi s, but sty 1 es 1 i k.e the "'Go dna"' have not 

even been he.3rd of by many of StlCh art promotion bodies 

despite the fact that they have been protected by a 

majority of the village population there. Besides most 

of the styles of paintings which are somewhat assisted 

by the state are from Northern Bihar like the Madubani. 

The Chola Nagpur Platue region of Bihar is so rich in 

tribal art forms of the Munda, Santhal, Aoraom, Birhor, 

Kurmi etc., which are totally marginalised by the state 

decoration paintings nf the Kurmi, or the 'Karma' dance 

form of the Aoraon (which is a celeberation of the man-

nature relationship) or the "'Sarbul"' or the "'Desom 

Sandra'' (a celeberation of human relationships) by the 

Kharaias tribe of the chota Nagpur region - are a few 
19 

examples. 

So not only was there a hierarchial prioritisation 

of funds and importance amongst different art forms 

within the centre a~d the states , but the politics of 

19. See, "Eye~ Number IV, Volume-!, 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 be spelt in terms of 

separation, suspicion, hatred and now recurring murder. 

This has become an index of sesmic cultural shock, one 

that has opened fissures and fa11lt lines, exposed 

weaknesseR, revealed connec~ions with such 

f11ndamentlist forces which have the power to erode any/ 

progressive or secular belief, institution or norms 

thereby n1Jllyying whatever little was built in the name 

of modernity. 

outrage and 

The situation today is of intentional 

potentially invaluable embarrassment. 

Just like our leaders have played on communal loyalties 

in the name of democracy, in the cultural field, they 

relied short-term technicalities of an a11 purpose 

bureaucracy while surrendering in effect to the 

culture-industry-on which indeed they mod~1led its 

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

this reason that our discussion of ~renovating' the;· 

concept of tradition becomes more focused t6 counter 

this regressive logic, which is now rearing u~ 

40 



exploiting the posture of surrender to mount its 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 Traditinns as a possible function of all 

Art practice and cultural discourse; a critique against 

institutions of the State and market fnr their 

catirulation 

Culture. 

from the minimum agenda of liberal 

Today with the rise of socio-religious bigotry at 

home; dialogues on culture are painfully vexed. 

Within terms of a new globalism it would erid up a 

Raymond Williams would may, in vagrancy. But on the 

other hand there is another way out where all hope is 

not lost. Culture, precisely because it is a dimehsion 

of freedom, is always involved in a teleological 

projection, and that telos is never fully or 

e;austively articulated by society (and least of all by 

its policy makers). Then may be with this 

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-n~mely, building of r.tJltural resources ~nd 

assets in citizens in terms of skills, att. i cate, 

sensitivity to the environment ~nd fellow social being 

could be the avenue through whir.h other societial 

solutions can be sought. 

A METHODOLOGICAL POINT 

Human actions and relations are st.ruc::tured by otJr 

social environment and the w~y we behAve. This inttJrn 

depends uron the way our va 1 tJAS, at.t i tudes, heliefc;, 

con r. e p t tJ ::1 1 i sa t i on s an rl act i v i t i e s a. r e s t rt 1 r. t.t J r e rl h y t. he 

organisation of society in whir.h we live. In India, 

for instance, sta.t.e pol i r.y to regtJ 1 at.e and rlef i ne a 11 

srheres of organised lives of citizens, has rl~yed a 

larger-than-life role. For the organisation (henr.e 

administration) of society, determined action is taken 

in persuit of conscious purposes, systematic ordering 

of affairs to calculated use and coordination with 

common ohjer.tives and cooperative efforts. 

The attempt would thus be to study these aspects 

of such a strur.tured environment, the political system, 

whir.h legitimises the authoritative ~llocation of 

v~lues 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:-
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As a General Level:-

INPUT 

Society 
Constituted 
and Structured 

Expectation and 
Demands 
(Types of Expecta
tions and intenstty 
of d~mands) 

Resources 
(Time, Material, 
Personnel, Manpower 
Skills, Technology) 
3. Regulations 
4. Symbo 1 s 

Support 
(Type - Participant 
or Subject 

The Policy 
The Political System 
The Conversion Progress 
The Policy Making Process 

Structures 
(Formal and Informal) 

Institutions - Norms * 
Powers 
1. Extractions 
2. Oi stri but ions 

3. Distribution 
network of 

Political Culture 
(Beliefs and Symbols) 

20 
OUTPUT 

Into the 
Environment 

Policy Statements, 
System Goals, 
Costs, i.e. 

Contracts and 
Enforcements, i.e. 
1. · ta.x:es 
2. 1 aws 

a) Com~unication 
and information . .;)!; 

b) Peace and //' 
coersion · ~ 

c) Goods and 
Servi ce.s 

d) Voting and 
Kconsensus etc. 

Environmental 
Outcomes 

(Level and Intensity) Role Incumbants Domestic and Inter-
(Tenure and Character) national Welfare 

1t--------------------------------------------------~~~-~~:~~~~~~-----1 

20. David Easton, "The Political System", 1953. 
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Specifically, however, I would try to concentrate on the 

establishment and working of the three National Akademis of Art, namely, the 

Sahitya Kala Parishad, the Sangeet Natak Akademi and the Lalit Kala Akademi. 

INPUTS 

The Concept the 
aspiration its 
legetimacy and 
concensus 

Political Level 

THE ACADEMIS OF ART 

Establishment of Insti
tutions of Culture (net
working and their Bureau
cratic Paraphenelia) 

Governmental Level 

Distribution of Interest articulation Rule making 
capacity developed Resources nf the artists and 

others 

OUTPUT 

Workdone, Defeci
encies Review 
Reports on their 
organisation, 
effectiveness etc. 

Extractive 

Regulative 
Mechanism of 

Centralisation 
Authority 

Hierarchy in struc- Authorntative 
ture of institutions 

Politicol 
Po.rt i c i pat ion 

Communication 

Supports 
(Material 
obedience 
Participant 
Deference) 

Interest Rule Application Regulative 
Aggregation (Conver
sion of demands into 
major policy alter
natives) 

Political communica- Rule 
tion (structural 
streamlining, democra- Abjudation 
tic (?) centralisation) 

Distributive 

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

Political Socialisation and Recruitment 

45 



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 1 ike extractive, regulative, 

d,istributive, 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 asump~inn that society 1s 

composed of s t rur:tu n>.s tf.•en the i n;wprop r i atness t,o 

have encouraged 11ncritical self description of the 

formal organisation that ~he state offers, as the only 

description which is ~he 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 

has to rework the logic of existing structures of 

society which have their own, sometimes suprisingly 

res i 1 i ent justificatory strtJctu res; (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 line 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 

questions. How much space has the state given for 

dissent or participation and to what effect For 

.example, have opinions or rrnrosals of concerned 

parties allocated any influencing capacity to policy 

formulation and implimentatinn? Re~ently there was a 

lot of resentment on the procedure followed for the 

allo~ation of Sahitya Akademi Awards. by host nf 

and articulate and concerned ~itiz:ens literary, 

artists. t:ven the Haksar Committee Rerort t.OIJ~hAd 

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 att.empt 

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; What jumble of notionE 

distorted and queer from an Indian man's Englis~ 

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 

Before starting a study on any policy perspective 

specially in the dcimain of Arts and Culture, one needs 

to set and space nut the processes and dynamir.s of 

mndern Indian Policies in a long term historical 

tmderstanding, dertling therefore with some of the 

methodological and philosophir.al issues without which 

th~=> difficulties far.ed by empirir:.Rl explanatinns (when 

given a histnrical form) wnuld be impossible to tackle. 

A 1 s n i t. i s i m r n r tan t t 0 .~ P. P. t h P. f I mr. t i 0 n s f 0 r w h i r: h the 

Indian State ~as born which were not only different 

from thnse of other countries but imract of these 

functions on the Indian people and the frame of mind 

with which they accepted the State was also uniquely 

Indian. 

Hence, the very first task at hand is to see 

exactly where the State is placed (has been 

historically) and exactly what it can and cannot do. 

For after independence there were certain functions of 

the colonial State which were retained, like increase 

1n taxes still due to factors like military needs, 

internal security, black-marketing, etc. It becomes 
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even more impregnate to talk about this because 

Independent India had a strong tendency to leave its 

planned civil society in the hands of bureaucrats. For 

this one needs to dwell a little deeper into the 

process of creation of this civil organism, the Indian 

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

system was significant in society not only in its great 

internal complexity, btJt the prinr.iple~ on which it was 

constructed. Its internal principle of organisation of 

inequality w~s an a~ymmetric one, that is, sociAl 

hierarchy was rlisaggregated into several di-fferent 

of r·anking individtJ~ls and groups, for 

econom1c assets, political power, ritual exarnple, 

stat.us, system whir.h actually 

ftmctioned on the ground was quite different from the 

ideal self-presentation of the 'varna' system. May be 

this accounted for the relative lack of frequency of 

lower order defiance in Indian history (as it 

-cognitively made it 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 layered. 

There were more or less self-regulating communities 

(which does not necessarily mean democratic, however 
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they were hierarchial). The State would sit in the 

middle of a peculiar segmentary social arrangement. 

Often there existed a distant, formally encompassing 

empire and at the same time actual everyday suffering 

was caused by neighbourhood tyrants. 

It enjoyed great ceremonial eminence, but in fact, 

it had fairly delimited powers of interfering with the 

social segmeht's internal organisation. Its classical 

economic relation with these communities over which it 

formally presided, was in terms of tax and rent and 

while its rent demands wot1ld flucttJate according to its 

military needs and its ability to despoil, it could not 

in its nwn interest or in the pretended interest of the 

whole society . restructure the productive or 

occupational organisation 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 in 

terms of both time and space. Intrusion of this high 

state was spectacular - an ineradicable link with pomp 

and majesty, symbolic rituals, wonderous to behond ahd 

unlikely to happen everyday. This double image, 

interestingly stayed after independence also. And 

another thing, that stayed ironically was the 

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

external in two senses. Not merely as coming from 

outside the interwoven processes and practices of 

society but also in its being fundamentally alien in 

its social concept~alisation. For example, colonial 

power had unfamiliar and distinct ~ays of living and 

congregation, ethics, values, social stratification and 

a nevJ econorn i se mode for access i b i 1 i ty to resources of 

the country. The colonial State which ruled and 

legislated had a political apparatus with a totally 

different moral 

cognitive orde~. 

politic-:::al and most significantly, 

Unlike the mughal State before it, 

which had accepted it~ specta~ular eminen~e at the cost 

of its traditional marginality, the colonial State 

could not occupy the stat.e of emi nen~e -'it the cost. of 

its marginality. It had to be socially involved 1n 

society, in order to be able to introduce its Policies 

of coercion (for such policies do not enter into and 

re-order a passive snciety) and yet maintain its 

externality because of the advantageous overpowering 

capacity of this position. In all its drives and 

initiatives, it introduced, in bits and pieces, t.he 

logic of modernity in Indian society. This was done by 

introduction of many nuances ranging from a new system 

of education to a new tariff and trade policy, to 
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filling up of the entire coersive infrastructure's 

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

Sometimes these initiatives were resisted by pre-

existing structural forms; or by collective 

count.e ract. ions. Other times they were passively 

conditions 6f extreme colonial accepted under 

aggression a.nd subjugation. To make a long ~~ory 

short, the acceptance of modernity or any Policy 

legislatures for the same, ca.me to be associated in a 

historically ineradicable connection with subjection. 

As mentioned before 1n Chapter One, transform-3tion 

proposals and agendas attacked the Indian psyche as an 

external force, and this externality wa.s inscribed on 

every move, every object, every proposal, every 

legislative act, each 1 ine of casual ity, it came to be 

marked on the epoch itself, The entire gamit of 

conceptual transformations formed a structure e.g. the 

institutional changes and policy prescriptives for 

economic reforms or for a set of fundamental lega_l 

identifications or for the introduction of the 

vocabulary of liberal rights or the anglecised forms of 

art pr·oduct ion promoted by the Akademi s. These 

concepts, evidently, were pre-conditionally linked and 

formed in their totality a new way of conceiving the 
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political world. The difference being that in India 

they were not a result of either experimentation in 

controlling or reducing irresponsible power, but just 

the contrary. They were not given the benefit of even 

being considered a part of conceptional experimentation 

of their own political experience with tyranny, instead 

they were seen as the result of the irresistible power 

6f the colonial rules. The relation of such Policy 

objectives and perspectives were woven into the complex 

historical context of power and subjection which made 

them into symbols of opposite things. Colonial 

structure, thl•s represented not only by a set of new 

institutions but also a set of discourses, clearly, the 

new institutions were operable and intelligible only if 

they worked through these new discourses of society, 

knowledge and power. However the problem came in here. 

For there were present 

structure of consciousness 

deep 

of 

differences 

the Indian 

in the 

society. 

Traditional Indian discourse formed a structure, just 

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 

constitl~ted common sense of the imperial legislators. 
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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 value~ of traditional 
/ 

Indian society, binding it in a network of self 

utilising modes of production, life and congregation. 

One such practice which created such self-regulating 

cnmmtlnity - common sense and conciousness - was that of 

the production of Arts and Crafts. And it is not 

surprising, then, that this was the first practice that 

died with the progress of colonial rule. 

What the British did here, was something that 

stayed on as a legacy in the Policy formulation 

orientation in independent India also. They followed 

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

leading section of the Indian society could be made to 

reconstitute their common sense, or in tither words, 

their comprehension and their values, understand and be 
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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 elites was to alter 

the view of the lower orders through cultural 

initiatives by the ruler. However, what these 

intelligent colonial policy makers failed 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 Indian society itself, was 

hierarchical and divided between high and 

cultures, masked together in a web 

complementarity in belief, practice and 

suba 1 t.ern 

of mutual 

production, 

bound 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 

badly done or badly copied versions of high culture. 

It was not the "1 ack" or "absence" of higher discourse 
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but ~ 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 lower, 

the intricacies, skills, inflexions of the lower were 

also unavailable to higher culture. This in turn had 

an astounding effect on the culture of the lower 

orders. It insulated out the cultural instructior 

coming f~om the top. 

Here again, two things need to be mentioned, whic~ 

have trickled through to post colonial Indian Policy 

orientation or rather one should be more precise tc 

call it two blind spots which have been left behind ae 

a part of the legacy of British colonial Policy makin~ 

in Independent India. Firstly, the Government of 

India, while legislating on any aspect of modern Indiar 

political life including that of 'Arts and Culture' die 

so while carrying forth the same evidential view of the 

colonial rules- i.e. in spite of being a part of thiE 

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 elitis1 

English speaking one. They also did not comprehend, ir 

their Policy formulation (at least) the multilayerec 

variations and sensitivities of Indian Art productionl 
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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 

orders of society. To illustrate their point, one 

could see 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 these institutions to the 

kind of studio Arts which are promoted here, are all 

imported. 

Secondly, even the nationalist elite during their 

great enterprise to mobilise the masses, raise 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 discourse, ideas 

languages and conciousness in varied lifestyles where 

both high and low culture would meet and register their 

unity with each other. They too failed to create a 

single circle of publicity for political ideas. And for 

them too the divisions remained mundanely elites and 

masses. This has resulted in the most significant 

cultural fact in modern Indian political life. What is 

significant is that this has been ardently and 
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continuously been reflected since 1947 in all Policy 

perspectives in which the elites are entrusted with the 

torch for socie£y. But most of Indian society did not 

agree with the nationality of colonial Policies. As 

their logic unfolded the phenomenon seemed to be more 

complex and sinister, incompatible with its declared 

ideology. Instead of helping they hindered all growth. 

Now given an adult suffrage democracy this leads 

to pract i CCI. 1 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 of the political world came to be the State's 
• 

view. There were, of course, serious 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 in 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 
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terrain because unlike the ideas of the elite and the 

State which were constantly broadcast, propagated, 

repeated, undervalued, their's were less structured. 

And it is 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 p3ttern of lifestyles and cannot be put into 

watertight policy legislation. And if and when they 

are, these policies then should be based on sensitivity 

to mass perspective and cognition. And this is even 

more so important since all policies enjoy subtle, 

silent but massively significant ClJltural approval of 

the modern elite. Members of this class are dispersed 

thinly but crucially throughout the Government and 

modern sectors. What is remarkable is that even if 

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 invariably falls in the 

bo~ls of the leading sections of society if not the 

policy makers themselves. 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 propagate local Art practise they are 

unable to execute fully even one of these objectives. 

This is because central ~kademis refuse to cut their 

apron strings and the Central Government refuses to cut 

the Akademies purse strings from its hands. The result 

is the maintenance of an entire bureaucratic and 

infrastructural paraphenelia at the cost of the 

exchequers money and under the pretax 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 

today when State finances are limited and there are 

other as needy avenues. 

Mor~over since major Government policies have 

their final point of implementation very low down in 

the bureaucracy, they are often reinterpreted beyond 

recognition precisely at the point that matters mo~t, 

the point of implementation. However, as a result of 

multiferous injection of policying in every sphere of 

civil life, 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, probably more thoroughly and efficiently 

damaging trend. This reinterpretation of government 
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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 

t6 a more historically familiar style of irresponsible 

power, under various 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 ~arne. The 

need for such a renewed attempt has grown even more so 

recently because old problems had cropped up new 

dimensions and the institutional legitimacy of a 

heavy State seems to be wearing thin today. 

top

The 

backlash of nationalist mobilisation of 

consen~us had made the early part of 

construction in India (after indepdnence) 

majority 

political 

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 fair1y 
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impressive institutional structure that congress under 

Nehru built. But today we can afford to be 

constructively retrospective 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 three National Akademis. In Nehru's zest to 

counter the opposition inside his party after Patel's 

death, he strove to look for an allegiance elsewhere 

and this led him to make a great ~xtension in the 

magnaminity, size and functions of the permanent 

executive in terms of an alternative base or apparatus 

in the bureaucracy. Needless to say that this applied 

to the field of Art promotion too. A vast cultural 

infrastructure in terms of bureaucratically manned 

institutions and offices were 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 

public dissent has seemed to turn against the State 

from itself. The difficulties have aris~n not from the 

outside but internally. The institution~l forms that 

the early nationalist leadership created fo~ 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 product. ion and Art forms, and the 

encouragement, sponsorship and development of 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 institutions, the Art Akademis, standing at the 

apex of a highly bureaucratised centralised· 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 concentrate in perfecting all 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 launched, 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 innovate and progress further. 

In such a discourse then when one talks of 

"preservation" of past heritage, it means not only 

·decorating our heritage with a nominal, and museumatic 

value but also for seeing our present endeavours of 

modernisation, development, etc. as being based on 

such values which are totally divorsed from those of 

the past. Then these ne•v va lt.Jes are transp 1 anted, 

imported and have not been evolved nn na~ive soil as a 

consequence of pulls, pressure~ and intricacies of 

Indian life. These values are alien, have a certain 

transparency and externality which in turn creates a 

need to authoritatively impose them either by 

symbolising them as new-norm systems of the modern 

generation or through the mechanisms of the coers·ive 

state apparatus. So any Government policy perspective 

feels the need to "orient" "Cultural sensitivities" and 

propose a policy in which the state can play a 

"catalyic role in the development and progress of 
40 

culture" calling it "arms length intervention" but 

40. ibid. 
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new ones to reach to a larger audience. Instead what 

happened was just 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 aspiring modernist one. 

Today there is even more of a need to weigh the 

compatability of institutional logic of democratic 

forms and the logic of democratisation in terms of 

greater political articulateness of ordinary people. 

All such studies (like this one) which aim to review 

the working of any state institution in the past 46 

years without making reasonable defences in their 

favour, (that for instance this is too short a span for 

institutions to take roots or adapt themselves in a 

different historical milieu) become relevant in their 

contribution. Today the paradox of institutionalism is 

even more evident than before. As democratisation of 

the exclusive elite preserves of modern Indian politic~ 

would seem to threaten their spectacularity when thrown 

in with the alphabet of the lower discourse. In other 

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 paraphenelia. This is 

culminating into a deep crisis of intelligibility 

between the two discourses, now that the lower 

discourse has enfranchised 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, irrati6nal society, but the other way 

around. 

As mentioned in Chapter ·one, State Art 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 own forms of 

intelligibility and 

reasonably 

operations. 

autonomous 

potential capacities to be 

and independent in their 

Today we can see that cultural bureaucrats have 

been quite insensitive to many of the needs and 

aspirations of talented deserving artists. May be in 

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 

unreconstructed colonialist bureaucratic style, wholly 

monological, criminally wasteful, utterly irresponsible 

and unresponsive to public sensitivity. Solicitous, 

uncivil, expansionist, ~creened from accountability. 

The result was that instead of an all round reduction, 

regional inequalities continued to intensify while the 

State tehded to concentrate opportunities and resources 

in the centres of political power. But today such 

proces~es might have outworn their limited vallJe too. 

The irresistible bureaucratisation of social life in 

the absence of civil society has created 8erioliS 

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 long term development strategies in India which 

have tended to 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 commonality at different levels; 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 where ends do not burn 

out against each other but constructively together. 

Even though independent Indian state has followed a 

programme of modernity which has not sought to be 

grounded in the political vocabulary of the nation, 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 larger perspective. Even though many of the ideas 

including the entire cohcept of establishment of Art 

Akademi offices in the country were initially imported 

and transplanted, we seem to possess this capacity to 

transform the above mentioned situation to our 

advantage, precisely because of standing at cross 

roads, to reconstitute a popular commonsense about the 

politico-cultural world, talking 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 
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Government Policies and popular conciousness would 

fa 1 1 . 
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CHAPTER FOUR 

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

"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 its intention of drafting an 

explicit "National Policy on Culture". In 1992, the 

Central Department of Culture, under the Ministry of 

Human Resource Development circulated a draft on this 

intention in the fot-m of "An Approach Paper·· which was 

divided into three parts. Part one dealt with the 

general policy orientation of the Government and the 

perceived urgency of ·the re0djusted "role of the 

State in Culture"; Pat-t two talked of :Specific 

Objectives" for the creation of a Policy; and' PA.rt 

tht-ee was entitled "Plan of Action". It hailed the 

idea of establishm8nt of another bu re0ucra t. i c 

i n s t i t u t i on c a 1 l e d the " Bhat-t i y a sans k r i t i Par i shad " 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 Indian Government till date has been quite 

indifferent to the existence and importance of a culture 

policy. When cultural policy issues have been equally 

important for India (as they are for.other countries), 

then it makes one wonder how not just the practitioners 

of policy analysis but even formulators (the party with 

a majority in Parliament) and implementors (the 

permanent executive) have afforded this indifference. 

Indifference however has not meant that the Government 

has had no formal public policy pronouncements. Jt 

has, on the contrary voiced its explicit intentions 

with specific programmes and schemes designed for 

particular target audiences. It has even built a 

multiferous network of organisations, assisted and 

sponsored others. But it has not had 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 inevitable solution for 

the promotion or progress of the same, nor a guarantee 

that specific programmes designed within policy 

guidelines are manifest with assured success in 

implementation, not overlooking the possibility 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 it encompasses efforts by states to articulate and 

define national identity and a public philosophy. 

Broadly 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 be preformulated and 

dictated. It raises considerations about the meaning 

and value of history, what ought to be the common or 

shared present and how to reach what we aspire for in 

the future. Public philosophy raises questions abolJt 

the political and social order, for example, what are 

India's publicly-shared concerns, beliefs 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 is 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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domesticators. The reason why cultural policy may be 

as essential as any other policy is that it is likely 

to raise questions concerning production or resource 

allocation or interests v~hich int:erest and overlap It 

deals with priorities of distribution (of expertise, 

funds and C?ncerns), regulation (of excessively overt 

monopolies of a few institutions or personalities and of 

the government capacity of intervention in autonomous 

or semi-autonomous art centres) and of allocation (of 

resources, honour and opportunities). 
22 

As Lloyd I. 

Rudolf says, "the type of policy that can be 

distinguished as "cultural" can include the areas of 

history (historiography and its expression in text 

book.) , religion, language, minorities, educCJtion, 

science and technology and the arts." "These various 

areas are often difficult to separate in practice and, 
23 

indeed tend to be reinforcing and cumulative". 

Like Cultural Policy for other areas, Cultural Policy 

for the Arts raises both constitutive and instrumental 

pol icy issues. "Constitutive pol icy issues arise from 

art's capacity to create and inculcate languages for 

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

22. 

23. 

See Lloyd I. 
India", 984, 
ibid (p.15). 
ibid, (p.5). 

Rudolf (Ed.), "Cultural Policy in 
Chanakya PUblications, New Delhi 

72 



24 
identity." .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 created to 

promote interests in the Arts is in part a reflection 

of its paternalism, the Government's habit of authority 
26 

and the penchant for discretion that accompanies it. 

The attempt has been to link the outlook and actions of 

todays' government officials to traditional forms of 
27 

court patronage and to highlight the tension between 

the performing arts which are tmderst.0od as a 

Government service that meets a low-priori~y public 

need as well as a form of life that shapes perception 

and reality. It further elaborates differences over 

standards and the allocation of resources that separate 

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, in Rudolf 
(Ed.), "Cultural Policy in India". 

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

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

indispensable for national development and security. 

The autonomy of cultural policy for the Arts is more 

problematic. For policy makers not only is Art more 

exntic but even more exoteric. It is more accessible 

to ~"ide r pub 1 i cs than the sciences and they can more 

easily claim sufficient expertise to pass informed 

judgements with respect to the Arts, rather than the 

sciences. 

An Implicit cultura~ 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 statellite 

cultural agencies which this department and the 

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, t.hen, 

has emerged ad-hoc and peacemeal through administrative 

actiohs that reflect, (for the most part), the views 
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and preferences of administrative officials or those 

dependent on them. For example, the three National 

Akademis or Art were administrative creations. The 

three National Review Committes (Bhabha in 1964, Khosla 

in 1974 and Haksar in 1980) have prepared reviews and 

assessments accompanied by some programme 

recommendations but have made little impact an official 

doctrine and practice. Unlike other areas (like 

science where organised communities of specialist 

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 

t.ut.e 1 age and cont.ro 1 . I n d i v i d t.J a 1 s representing 

communities of practising artists are less influencial 

in policy bodies, less evident in organisational roles 

than are, lets say, acti~e and retired government 

servants. The system of government nomination to the 

Akademis and official staffing of Akademi secretariats 

de facto have vitiated 
28 

rhetorical commitments for 

artistic autonomy. Accomplishments in the cretive 

28. See o. Gupta, "Sangeet Natak Akademi; 
Bureaucracy's Tight Grip," India Today, March 16 
and 31, 1991r 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). 
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arts are best apreciated by a country's own 

connoisseurs, critics and performers. Because the 

creative Arts are in their initial 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 Indian artistic 

community of practitioners develop forms and channels 

of contervailing pressure and power that can 

effectively represent their common interests, the 

Government may continue to pursue a cultural policy for 

the Arts in its accustomed paternalistic, patrimonial, 

patronising (and hence discretionary) manner. Without 

a degree of representation and autonomy accorded to 

artists they will continue to be asked to deliver a 

service that meets putative public need rather than to 

enhance or transform cultural perception and meaning: 

Indian artistic and intellectual activity is 

29. Indigenous concepts and definitions are delineated 
in writings by both Indian and non-Indian 
scholars. Recent-articles and books on this topic 
include G.C. Pande, "The Meaning and Process of 
Culture, 1972, Shiva Garwal and Company, Agra; 
Milton Singes, "On the Semiotics of Indian 
identity", in 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 propagate 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, preserving what is old and valued but 

pe~haps dying, as well as what is new, less understood 

and essential for national identity and confidence. 

Performing, visual and literary arts can cr~ate this 

confidence and may even shape national unity and 

identity. For example, the national integration 

policy of post independence India promoted the concept 

of the classical arts as a lJnifying factor culturally. 

Fears of unruly fissiparous reg~onalism were met by 

giving 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 in "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) in, 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 distinctiv~ 

efforts by the government after 1947).The first was a 
31 

textual legitimisation of performing arts and the 

second was an attempt at enlargement of regional styles 

to all-India importance. These two became the dual 

motives of an explicit Cultural Policy. While western 

(European) cultural progress promised on change-i.e. 

the acceptance of new directions 1n the fine and 

classical arts-India's state supported cultural 

development featured dissemination of extant cultural 

forms to an urban and sophisticated audience where the 

previously segregated religious and secular 

performances, conjoined. Even the folk performing 

arts which were peraded annually to mark the Republic 

Day celebration the capital were to promote the goal 

of, secular national integration. 
32 

As mulk Raj Anand 

says, 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 
detai 1. 

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-princes 

recognised innovation as accomplishments that adorned 
33 

t.hei r states. After independence and integration of 

p r i nee 1 y st.ates, artists were expected to produce "art 

for arts sake". Giving awards to artists and 

separating honoured fellows from governing Council 

members were ways of maintaining a style by the 

Government which was similar to former pr~ncely 

patronage. ·By enlarge experimentation and innovation 

(to for example, traditional Indian arts), threatened 

its preservation and thus was less supported by the new 

state. National institutions, autonomous but funded 

entirely by the Central Government (like the National 

Art Akademis), concentrated their efforts, concerns and 

on major metropolitan centres and on 

established art centres (Evaluation of grants given to 

institutions on a 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 in sample 

years 1966-67, 1971-72 and 1980-81 namely, New Delhi, 

West Bengal, Madras and Maharashtra. Least supported 

states were Goa, Kashmir, Haryana and until 1981 l 

Punjab Rajasthan, Karnataka ~nd Manipur. A.l though 

there has been some change in st<=~te boundaries in this 

period, the charting 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, tv1adras and 

M aha rash t r a , st. i 1 l leading the list of states which 

benefitted). The folk Arts too were preserved as 

ethnographically interesting variation and interpreted 

in ways that promoted secular national integration, or 

else were reviewed and expanded as potentially 

commercial ventures. And the Government t.h rnu ah 
. . - ··-· its 

"autonomous" institutions became involved in 

programmes, awards~ scholarships, research, grants, 

festivals, competitions, seminars, training programmes 

and publications. Thus "autonomy" (as the basis of 

a state's science policy, fot- 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-connoissellrs, critics, attentive 

lay public-people who may or may not be sophisticated 

about particular artistic performance standards and 

traditions. Thus artists are less readily acknowledged 

at the national level (as leaders or even decision 

makers in their own field). Thei t" ct·eation and 

performances are subject to influence and criticism nf 

their audiences and patrons. They are more dependent 

on others to establish their legitimacy through support 

and honours there is no external measure of their 

success-such as victory in ~var, 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-fulfilling 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 
34 

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) 
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problems and trends in the field. Only then can we 

16ok forward to a National Culture Policy which may be 

more forthcoming than any attempted policy perspective 

previously. 

PART II 

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

THE APPROACH PAPER (1992): 

The Department of Culture, Ministry of Human 

Resource Development in late 1992 circulated "An 

Approach Paper" which was an attempt to voice some 

views and issues which were thrown up during an array 

of seminars, workshops, symposia, etc. organised by the 

Government and other concerned institutions especially 

in the past two years to muster urban public awareness, 

if nothing more, on a perceived need for a National 

Cultt.we Policy. However, the final shape in which 

this paper was drafted turned out to be somewhat 

different than what was deliberated upon (even in 

written form) in many of the above mentioned meets. 

this part is an attempt to elaborate upon some of the 

contents of this Approach Paper. 

82 



In it's opening statement the Approach Paper 

relates "Culture" to life in general and as part of 

"Development" stating that in the last thirty-five 

years, Rupees six hundred thousand crores have been 

spent on Development out of which the amounts spent on 

cu 1 ture have been around 0. 11 pet-cent of its annua 1 

expenditure approximately. Keeping in view that this 

newly discovered "dimension" of Cult:ure as a part of 

the State's "Development" endeavour (in terms of five 

year plans, yearly schemes and programmes etc.) is a 
85 . 

recent policy orientation, policy 

perspective of the Government of India, this acc~1sation 

by the Government itself seems quite amazing. 
.36 

culture is seen as only a "dimension" 

Besides 

been comensurate with the broad social needs, intrinsic 

values to improve the qua 1 i ty of. 1 i fe. Thus marking a 

view which says that culture is a dimension, not a 

whole way of life 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 
Department of 
paragraph 1.1) 

on Culture, An Aproach 
Culture, Govt. of India, 
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aspects. This "dimension" then has to be 

departmentalised, developed and disseminated through 

out civil polity through Government policies. The 

Approach Paper Says that the "Country" has reached a 

stage in its ec:onomtc: 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 been neglected 

till now, although not in so many words). While on one 

hand 1 this paper admits the mistake in its previous 

policy or- i en tat i on on divorcing from 

development. on the other hand by stating as above 1 it 

shows that conceptually it still differentiates between 

the two when it sees that economic development is 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 neg 1 ec:t.ed 

department of Culture' (since we do not have a Ministry 

37. ibid; (p.1, Paragraph 1.2). 
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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 

t.hat there is a need for multi-culturr=!l and 

pluralistic conceptions in which different ways of 

living, different belief systems (and) values are 
38 

.3ccommodated ...... " 

And although this Approach Paper of the Government 

does acknowledge the role and importance of this much 

neglected dimension of cultural activity in our 

national life in general along with a need to re~djust 

and redefine its significance, it also clearly reaserts 

the need to mark out" the area of public intervention 

38. Refer to the Final 
Governmental Committee 
cultural development. 
Annexure- IV, (p.3) 
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in culture'' (in effect meaning state intervention} i.e. 

"the role of state 
39 

1n Culture assessed ahd 

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 young to creative expression in a 

framework of values which are generally accepted as 

those which enrich the quality of life". 

"It is also t.o devise strategies to promote the 

development of the various forms of creative expression 

to preserve what of abiding v~_lue in the 

manifestation of creative expression which may be 

chang i_ng_ -0-~--g j vi ng_.way -to others :--and· -t,o · rec0gn i se-- the --

diversity in these forms which taken together 

canst i tute what can be ca 11 ed the Ct.J 1 tt.~re of India", 

At the outset, it is a little 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 expression On the most it can 

only attempt to create the necessary facilities, 

opportunities and infrastructure for the promotion of 

Cultural and Art activities which may inturn lead to 

the above mentioned state of the individual. Also if 

"values" are set within a framework they tend to become 

more rigid, obstinate and narrow visioned in their 

·constitution having more of an adverse influence than 

qualifying to "enrich the quality of life" and becoming 

the conceptuAl foundations of any National Culture 

Policy. Besides "Creative expression" may be a quality 

is constituted by its very capacity and 

resilience to constantly renovate, and develop 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 pt~ogt~ess of the present 

generation and celebcation of----l-i-fe in -ea.ch -sph-ere of - . - -·· -------

civil society. Each generation then is able to 

contribute 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 legitimised by, for example, such 
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Government documents, as those generally accepted" t'hen 

this expression is accorded a special bureaucratic 

status in the Government's hierarchy of priorities on 

the basis nf which it devises "strategies to promote 

the development of var-ious forms of creative 

expression'', then maybe it is time to examine whether 

this expression really is able to r-emain "creative" at 

all; 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 in 

capacity of this "ct-eative expn:<ssion" to build and 

move forward whirh it can nnly do on the basis of the 

"va 1 ue" c t-ea ted at each successive stage that one hears 

t.he need tn "preserv8" the abiding values of the past. 

Creative expression is dynamic, one cannot preserve 

it. It cannot be fossilised or el~e the expression of 

creativity which lies in its capacity of relisience and 

evolu~.ior:'_wi1_1 9ie and __ it,_~ill oo_]_Q('lger_be ___ cre_atjv_~_._ 

Evolution of creative expression is only possible if it 

moves on the basis of the intrinsic value of its 

previous stage. It uses the previous stage as a 

stepping stone to evolve and move forward. Its like 

a1p~abetica1 progression. New contemporary language 

can only be created by the alphabets which have been 

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

"resisit the widespread coarsing of sensibility, loss 

of sense of values, erosion of pluralistic vision and 

reduction of vast masses into passive recipients rather 
41 

t.han active participants in processes of cu 1 tu re" . 

One wonders how a policy can resist a process of 

"v.,idespread coersing of sensibility" (for whatever the 

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 be of many kinds and from many quarters. 

One of the most recognised source of coersion is state 

pol icy itself, 

The paper further spells out national identity of 

India. as truly and inevitably pluralistic". "The 

policy would insist that Indian culture cannot be 

ide~tifi~~ 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 ...... . 

Part II of the Approach Paper entitled 

41. ibid. 
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"Objectives" talked about an attempt to "deliberate a 

blue print for areas which need urgent attention and 
4.2 

public support." It professes the need for actior 

by individuals 1 numerous voluntary agencies and 

community participation on the whole, thereby not only 

sharing the responsibilities of this policy with those 

agencies and individuals but also declaring that thie 

pr-oposed pol icy ~vould be "dealing not with the. total 

spread and complexity nf culture but only with some of 

its aspect.s a.nd segments" , However what exactly 

constituted some of these aspects w~s not specified. 

It also t.alked ."!bout replacing the "old motion of 

patxonage" by that "of public support", effpctivE 

coordination between the activities of various agenciee 

in the st.a.tes and the centxe and "decent.ral isatior 

being a key factor in cultural promot.ion". 

Hence, this paper felt it was necessary that e 

Nat. ion a 1 Culture Policy should ensure communit) 

participation at all levels, including agencies such af 

Panchayats, local bodies, etc. And the other 

suggestions like better coordination of infrastructura· 

facilities to provide multi-points for promotion, fundE 

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-III, of Action" at the outset 

clarified that "although the state has a very definite 

responsibility to foster and nurture the seminal value 

which manifest themselves in creative expression and 

endeavour in different ways, direct State intervention 

needs to be :3voided." This meant, according to the 

Approach paper, that the state would provide fund and 

fa c i 1 i t i e s b u t. not t h r-ough any d i r- e c t g r-ant g i v i n g 

activities, Such an avoidance, the paper assumed would 

eliminate var-ious forms of intervention such 

bw·eauct·atic ·and pol i_tical". 

In the context of providing more accountability 

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

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

statutorv 
. J 

body to be called "Bhartiya Sanskri ti 

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 would evolve a system of 

evaluation of ~orks of the various grant receiving 

institutions whether voluntary or set up by the Central 

Govern~ent for which they would be receiving grants 

from the Council. The Parishad's relationship with the 

three National Akademies and other institutions would 

be provided for in the proposed law. 

Even though the Government is making an effort, 

such tasks of policying in our country faces a 

multiplicity of complex proble~s confronting the 

country needing constant effective support of the 
43 

community. 

Sometime in April last yeat- (Apr-il 30, 1992) the 

Prime Minister Mr. P v Narasimha Rao addressed a 

meeting of some officials of the Information and 

Broadcasting Ministry. It was a meeting of a network 

of field _fqn_cti__orH:}Tie~? _v!_hQ~_E?. j_ob~_~as_ to ~x_plain to the · 
-- -.~r ·- -~ ......._. ---~ 

people the policies and programmes of the government in 

simple language, attempt to establish a support with 

them and communicate in an idom that people understood 

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) 
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policy and implementation levels. In our 

"Dharamashtras" commentators were better known as law 

givers themselves and did such a fine job that took the 

law to every home and explained how a particular 

'sutra' applied to a p~rticular situation. These 

"Prabandhkaras"l 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 

been able to do any note worthy work is yet to be seen. 

For to expl~in a Policy, a lot of creativity and 

innovation may be needed to break the apathy of the 

pt.Jb 1 i c. 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 r-elation t.o f~_r:n_i __ l__i_.?:r _____ ~YI!JPO_l s; ___ i dQms, __ 1 angl)_age_, 

figures which are understood and identified by the 

"drishtantas" of the common people. This imaginative 

endeavour can be undertaken with a "Burrakatha" or a 

"Nautanl<_ i" 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 language. India's heterogeneity- (in 

t·ace, re 1 i g ion, 1 anguage etc) than that of 1 est say, 

the United States, which again has the advantage of at 

least one dominant language and a_constantly operating 

social device called the 'Melting Pot' which grills and 

brews all unlike into the Culture of an ideologically 

reguvinated ma~ked mechanism is not simply a matter of 

certain structw·a 1 arrangements, it faces almost 

intractable problem. 

Al Lloyd I. Rudolf says, "In India a faction, 

party, group can raise but not settle an issue in 

cultural policy. At the same time be6ause the states 

public resources authority play a large and definite 

role in India, than in any other industrial democracy, 

"Sa rkar" . j§ _ as__ __ f'Tl~~ch~ __ _t._h~.-~ prob 1 !?._m __ _g_§_ __ i t __ L~ __ the 
44 

solution. 

When the state indulges in the Business of cul-

ture, in the process it takes upon itself the task of 

disseminating and interpreting the One Best Way To Do 

Cu 1 tt.Jre. The definition of what constitutes Culture. 

--------~----------------------------------------------

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

Policy statements and progra~mes and an entire paraphe-

nelia to support this task. It creates entirely new 

hierarchies in 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 the 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 

Literature situated at New Delhi. 

Consequently, art produced is of a certain type in 

its form, content, illustration and symbolism. It is 

state funded Akademic art designed to fit in neatly 

s__l_i_ce_d _comp_artments (of D_artce, __ D_cama, _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 

"culture for the people" by giving ·direction to culture 

~f the people i.e .. popular culture. To just take one 

example, this was self evidently reflected in the 

state's organization of a series of Lok Utsavs and Apna 

Utsavs a few years back under prime Minister Mr. Rajiv 

Gandhi . 

Even though the Haksar Committee report categori-

cally denies, on the behalf of the state on having made 

any distinction between culture of the people. and 
46 

culture of the elites, various instances in the form 

of sporadic legislations or policy initiatives in the 

field of Art and Culture including the singular ideas 

behind establishing National Art Al<ademis 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 Akademi 

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 lJrban publics. 

Policies launched after 1977 by the Janta Government 

were somewhat continued by Mrs. Gandhi in 1980. the 

emphasis remained on regional performing arts and 

performances by folk professional artists. (One 

evident consequence of this new policy direction was 

that many artists like classical Urban dancers etc. 

sought to seek avenues of independent and private 

patronage rather than depend wholly on the state). 

Furthermore the modern Indian state, while 

carrying forward the tradition of state patronage and 

recognising that India's traditions are widely 

47. Akademi Culture is 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. 
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48 
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 1980-81 

"Annual Report" of the Sangeet Natak Akademi note 

policy changes since 1977 at the Akademi "with a view 

to be in line with the changes taking place all over 

the country"(p.3). However, shift (more than any 

structural or cognitive change) meant the launch of an 

array of Government-sponsored programmes designed at, 

for example, recreating traditional performances (which 

were neglected due to their regional roots and hence 

dying); rewriting ancient stories (like Indian fables 

etc.) so that they could present contemporary even~s 

and issues; annual Ram Lila shows, dance dramas with 

themes of work and progress; inculcation of family-

planning information in (for example) Maharashtra's 

fold theatre; in corporation of expressions of 

nationalist aspirations using traditional symbolism in 

Urban poetry's "ghazals" - are all examples of th.is 

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 legislation 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 

level Art and Culture show. A relay of Utsavs of 

native India, tribal and folk art and 

classical dance and music gaiety shows, art exotia, 

establishments of government bodies called Zonal 

CtJltural Centres to cover most of visible India, 

fo ll C\ved, Many states of India, for example in the 

Regions, or some of the Union 

Territories, d-o-n-o-t:-h-aV'e any S1:-:a-t.e Af<aaemis for Art, 

some have local centres which in most cases are poorly 

funded and ill equipped. for many the Government 

49. 'Free Dance' and 'Modern Dance Drama' as initiated 
by Uday Shankar, is discussed in Mohan Khokar. 
'"Traditions in Indian Classical dance", . 1979, 
clarion book, New Delhi (pp 152-9). 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. Nairn. "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 'Ar~ and Culture' come under 

Ministries like Travel and Tourism or even Fisheries 

(!!) For example, in Kerala - Cultural affairs are 

looked after by the Minister for Fisheries and 

Cooperation; Museums along with zoo's by the Minister 

for Sports and Y6uth Affairs. In Maharashtra 

~ultural affairs are looked 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 dep~rtments got duplicated with these zonal 

cultural centres. So instead of trying to integrate 

the efforts for the promotion 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 of 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 1989), See Appendix. 
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integrated Akademi Culture with material or Popular 

culture both moves taken as obviously democratic. 

However all this was within a perspective which saw 

getting rid of elite texts as getting rid of the elites 

themselves, but not quite. 

Today we see, earring on with the same argument, 

·that there has been a substantial expansion in the 

meaning of popular to accommodate a very different kind 

of invasion in the socialisation process of the 

citizen, namely, the invasion ushed in by the satellite 
~ 

electronic media. Today the government, after having 

allowed this, has started to redefine ropular as a 

discreet set of cultural objects like melodramas, 

harlequin romances, commercial television and cinema 

etc. 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 

forms or practices of Akademi culture. In other words, 

what we are witnessing today is a shift in the 

government's ''c0lture of the people", that is, Popular 

culture in order to justify its support/allowance ·of 

such an invasion- which consequently has challenged 
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the sacredness of all previous cultural objects in many 

ways. The endeavour here would be to try and build an 

argument for the case of the Art and craft as also 

being 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 the claim that this material is in fact 

'popular' with all its weighty political resonances. 

One tune of such questioning picks up objections made 

long ago by Horkheimer and Adorno with their resistance 

on prefering the term Culture industry to 'Mass 

culture' or 'poptJlar ctJlture' - a. preference implying 

that this material is commercially produced by a 

powerful segment of industry whose marketing interests 

very much depend on the pretense that its products are 

not its 

popu 1 at-, 

own but of people. 

the better their 

The more they 

sa 1 es. the 

appear as 

academic 

proponents of popular culture turn into little more 

than the sale agents of the industry. 

Secondly, it becomes necessary to question the 

alleged popularity of this material. This can be best 

illustrated by an example, let's say, of classical 
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Indian Dance; an established taste associated for it is 

seen as being representative of members of the older 

generation and hence is denounced in two ways. 

(1) The first way sees it as elitist, that is, of 

higher skills and minimum as~essibility so 

should be denounced by an alternative set of 

objects posed and declared to be ·pop11lar and 

democratic. Even if this means calling commercial 

cinema as more tuned to the common person's life 

and und~rstandings to give an example. 

(2) The ·second way is to replace the old with a new 

set of values, definitions and tastes. Here the 

informing spirit on a whole way of life does not 

necessarily have to depict forms of asthetics 

which now seem to be in orthodox 1 hacned, outdated 

and exhausted moulds. For example, matters of pure 

entertainment and pleasure could now easily 

replace the inculcation of those kind of cultural 

resources or assets within an individual, which 

were built with strict discipline, self 

and hard work, Ask a middle-class 

educated youngster whether she/he would 

control 

English 

like to 

spend an. evening watching a classical ·dance 

recital or going to a discotheque and you will 
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have your answer. A new taste system has come up 

to dislodge the career of other taste systems. 

We, 

that 

see 

the 

So we see another very interesting trend. 

that toda~ it is not'immediately obvious 

social and political elites are the primary recipients 

of skilled art practice. Thi~ may have been the case a 

d~cade or so ago, but not any more. This is a decisive 

shift which ought tn mark any perception on government 

policy on culture today. 

While I do admit to a connection between high 

income and aesthetic taste, this is simultaneously more 

fle.>:ible and complex than can be encompassed by 

simplistic dotJbl ing of the vertical metaphor of High 

and Low (social status) from society int6 art, despite 

the seductiveness of this doubling. 

This could have been done in the social history of 

culture in the 18th century bourgeois societies where 

there was a need for class-coding of culture and where 

polarisation or differentiation between aristocratic 

and bourgeois institutions was more marked. 

But presently class lines in culture are more 

complex. In addition, the desire to settle back and 

forth between Culture and politics is probably a legacy 
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of communism which during some phases attempted to 

articulate cultural politics based on the assumption 

that certain aesthetic forms correspond well 

particular political positions. Hence, there 

search for politically correct art. 

to 

was 

Interestingly, if one looks close enough, this may 

be precisely what happened in India. the establishment 

of a state-run paraphenelia for art practise which was 

modelled on a deliberate and particular conci.ousness 

that art conciousness which corresponded to (if not 

emminated from) all the ramifications of a certain 

concept of ar~ practise seen as that of an aspiring 

'modern' nation which the nationalist elite chose after 

1947. More simply, the concept of establishing 

Akademis for Art practice was itself· imported. It 

corresponded to th~ setting up of the bourgeois Indian 

State. the linkage between the contingency of taste 

and imperitiveness of politics had yet another 

consequence in the context of the Art Akademis. this 

link was not an aspect of democratic politics in the 

realm of culture, but rather the pursuit of a 

particular kind of politics. The politics of careerism 

within the Akademi where the stakes were more mundanely 

tanure and promotion, and not exotic, like 

demolishing hierarchy, emancipating minorities, peace 
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and freedom, bread and roses etc. These Akademis came 

to hold agendas for professional status, a new class 

career strategy, not very much concerned with anything 

beyond either· art practice in studios or 

democratisation of their concept of art to include 

craft or other mediums of art representations like 

Tamashas or street theatre etc. to give an example. 

thus, it is no wonder· that .Jay a ,J a i te 1 y says that the 

Tamasha Wa1 1 ,"Jh exists under the gaze of the state yet 
51 

unseen by it. And wonder of wonders that the 

Handicraft .3nd cottage industries are shuttled from the 

Ministry of Textile to that of Industry but never seen 

as artistic ennugh to be appropri;:~ted ,_mder a separate 

Art Akademi. (This is by no frame granting the view 

that building state run institutions for art are an 

exemplar case for the encouragement of the same). 

51. Jaya Jaitly, "The Philosophy of ~andwork", The 
Eye, Jan-Feb, 1993, SPIC Macay Publications 
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CHAPTER FIVE 

THE HAKSAR COMMITTEE REPORT 
(JULY 1990) 

"Reform must come from within, not from without. 
You cannot legislate your virtue" 

Cordial Gibbons 
"'Address"', 1909 



The affairs of the National Akademis 

have been reviewed previously on two occasions. So the 

Haksar Committee report is not the first of its kind. 

The first occasion was in 1964 by a committee chaired 

by Dr Homi. J. Bhabha and the second by Justice G D 

Khosla (between 1970-72). However, this report was 

chosen for this study for mainly two reasons. Firstly, 

it is a telling and contemporary commentary of official 

discourse on its perspective of the present Art scene 

in the country, even though it may be based on the 

amalgation of views of a majority of 'distinguished 

peopleF, as the report itself claims. Secondly, it has 

been quite thorough in its review in two senses. One, 

it has dealt with some common problems of the National 

Ak.ademi s and it has a separate chapter on each A.l<ademi s 

attempting to focus on details of their role and 

functioning. Two, it has attempted to given an "all 

pervasive" perspective of the forms of cultural 

activities that it is able to see, and the kind of 

promotion they deserve. This is most marked in its 

introductory and concluding chapters. So a reading of 

this report could then mark out some very interesting 

questions and issues ~or debate. And this is probably 

exactly what followed. For after the report was placed 

in Parliament, a member of public debates were 
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initiated, even though they were limited to the major 

metropolitan cities of India. The print media 

discussed issues which were either highlighted by the 

report or based on some recommendations made by it. 

For example, the recent controversies about 

occupation of some important decision - making 

with the Sahitya Akademi as well as the Lalit 

Akademi, the report too has been quick to voice 

the 

posts 

Kala 

the 

growing resentment of a large section of urban artists 

concerned with these institutions as well as the 

apparent inability of these Akademis (as stated by the 

report) to perform accordjn_gJ.Q-EH<-f3Be-t-a-t-iun-s--5otnlli 

terms of their accessibility or reach to the people 

outside the metropolises and in terms of the amount of 

government funds allocated annually for the past forty 

years or so to these Akademis. The government has 

attempted to make this report a "talked about" document 

inspite of its talk being confined to small circles. 

Consequently in the past two years (1990-92) it has 

organised National Seminars, symposia, etc. 

has attempted to herald debates and gather 

where it 

(written) 

views of the public at large as well as some invitees. 

Even though due to constraints of time this present 

work has not been able to detail the minutes of such 

meetings and general public opinions (consensus or 
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disagreements) on many of the pressing problems of the 

Akademis, yet it was on the basis of such activity that 

the next official Government document, a preliminary 

blue print on the proposed National Culture Policy, the 

"Approach Paper" was formulated by the Department of 

Culture in the Ministry of Human Resource Development. 
52 

So the issues thrown up by this report and the 

·consequent debates become even more relevant today, 

than ever before, for the attempt of any such line of 

study should be able to highlight the deficiencies and 

mistakes m~de in the past in order not to repeat them 

in a new Policy orientation which is now 

suggested by the Government for the future. 

52. This has been talked about in the 
Chapters 
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PART ONE A CRITICAL EVALUATION OF SOME ASPECTS 
OF THE REPORT 

A LITTLE ABOUT THE REPORT 

The Haksar Committee Report is a report of the 

"High Powered Committee appointed to review the 

performance of the three National Akademies of Art and 

National School of Drama. 

It was sponsored by and submitted to the 

Department of Culture, Ministry of Human Resource 

Development, Government of India in July, 1990. It was 

consequently placed in Parliament and has seized to be 

a confidential document since then. 

Since the Ministry of Human Resource Development 

has created a Department of Culture, which reta·ins a 

vast "Cultural infrastructure" modelled prymidically 

with the three National Akademies of Art at the apex, 

the Government of India perceives the necessity 

periodically to constitute such expert high powered 

committees to go into, what it calls, - "The 
I 

Performance of the three National Akademies, viz. the 

Lalit Kala Akademi, the Sangeet Natak Akademi and the 

Sahitya Akademi. 
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In persuance of the recommendations made by the 

National Council for Culture, headed by Mr. Rajiv 

Gandhi, a pannel of experts was set up on March, 24, 

1988. 

The composition of the Committee was as follows: 

Members E. Alkazi 

Member Secretary 

Chairman 

Indira Parthasarthy 

K.V.Ramanathan 

H Y Sharda Prasad 

Prem Lata Sharma 

Gulam Mohammed Sheikh 

M.V. Rama Krishnan 

P.N. Haksar 

According to the Terms and Reference The 

Committee was to review: 

"Working of 

Sahitya Akademis, 

subsidiaries and 

the Sangeet Natak, Lalit Kala & 

alongwith their affiliates 

the National School of Drama, 

and 

with 

reference to the objectives for which they were set up, 

and keeping the mind the recommendations of the 

Committee set up in the past on this behalf". "To 

recommend struct.qral or/and any other changes that may 

be necessary in the Memorandum and Articl~s of 

Association and Rules and Regulations of these bodies, 
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consistent with their Autonomy and Public 

accountability". 

To make recommendations on the role and 

functioning of the three Akademis and the National 

School of Drama as apex National Institutions in their 

respective spheres and suggest steps, for their 

networking with similar state/central bodies and other 

cultural institutions of eminence in the country. 

Scrutinization of records of institutions etc; 

Contact with a nation-wide cross-section of people 

concerned in their individual as we 11 as 

institutional capacities; 

Interaction with as many distinguished people in 

the concerned fields as possible; 

A system of free discussion with individuals 

separately and in small groups - to - "reach out 

to the minds of people far more searchingly than 

the structured questionnaires and written re-

sponses"; 

It is interesting to note here that (according to 
53 

a Book edited by Mr. D.S. Rao) the Khosla 

Committee Report (1972) used a Methodology which 

53. D.S. Rao (Ed) "Three decades - A short history of 
Sahitya Academi 1954-84". 
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the Hakser now thinks as inadequate. This 

methodology used formal structured questionnaires 

for ten selected people; 

Mr. P.N. Haksar, Chairman of the Report, says that 

he wrote to some Vice Chancellors and some eminent 

persons for the first time constituted of not just 

government officials but owners of disting11ished 

industrial houses (! ). 

Their sample size was over a thousand people, 

representing what they- call every aspect of 
54 

artistic and 1 iterary 1 ife i_n the country" 

Also, their methodology of group discussions" to 

take care of some of the " articulate students in 
55 

the National School of Drama, New Delhi was 

good. 

Their own reading on their assessment has been 

" ..... We have been able to secure an integral view 

of the cultural scene in our country ..... " Howev-

er, no criteria for qualification to the 'distin-

guished category of persons was mentioned. The 

emphasis throughout was on 'Senior Government 

Officers, official heads of renowned bodies, 

Government eouncil Memfiers~ etc. 

54. ibidf p 4, (1.7) 
55. ibid, .P 4, (1.8) 
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Although the interviews were conducted in 

different regions and in keeping with all the 

subsequent talk of decentralization, delegation of 

responsibility, ~emarkation of sphere of autonomy etc. 

- yet they did not involve people at local cultural 

centres, thereby enh~ncing these centres significance 

and importance, a concern which has been voiced 

throughout the report. Is it then surprising that they 

use the same approach that they are so critical of. 

In an interview with Kavita Nagpal (a free lance 

art critic for newspaper dailies) she recalled an 

instance when the theh Sangeet Natak Secretary Mr. K. 

Kothari did not allow any other official to use his 

discretion in selecting deserving trainees for· 

promotional schemes, festivals, organised from time to 

time by the Akademi. So he personally toured different 

states to seek out "artists" for National and 

international festivals. 

With this kind of orientation of the system which 

gives leverage to allow the existence of such an 

approach by decision making departmental heads of the 

Art organisations, does not the talk of 

decentralisation and dele~ation of responsibility ring 

as hypocritical(?) 
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Besides within this kind of an orientation of the 

Art Executives-incharge of the responsibility of 

selection and consequently promotion of deserving 

talent through the various ~overnment sponsored 

programmes, schemes, utsavs, designed, allocated and 

funded for this purpose-if the Government actually 

adheres and submits to the demands of more and more 

increase in functional and decision making autonomy 

asked for by such persons of authority for their 

concerned organisation, then outcomes probably could be 

more inconducive and unfavourable to the above men

tioned objectives and tasks in hand, than otherwise. 

Fo~ then, the authority and (official) autonomy of such 

.Art directors would go completely unchecked, 

them almost a free hand in the manner in which 

prefer to conduct their day to day business 

giving 

t.hey 

of Art 

activity promotion and management. Some may follow 

what they preach but most of them would not, as it is a 

gen-s.ral tendency not to resist, the extra perquisites 

of concentration of power coated with their positions 

in the centralized hierarchical structu~e of Art insti

tution, organisation and networking. Hence, if this 

Haksar Committee Report, unlike all previous such 

reports, 

spheres 

was 

of 

rea 11 y 

autonomy 

serious aboL~t 

delegation 
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accompanying 

organisations 

breaking the 

responsibility within the concerned Art 

itself, then it would first talk about 

authenticity. of the traditional 

bureaucratic centralised administrative structure of 

this Art institutional network which spreads through 

out the country (having) affiliates in states, union 

territories, townships, right down to the Zila or 

District 

jargon 

level). However apart from some 

in its second introductory chapter, 

populist 

where the 

report has spoken about decentralisation as just one of 

the issues among a sea of other equally imperative 

ones, like how promotion of culture is as important as 

a policy prescriptive and technology etc., there is no 

scheme suggested or model recommended for decentralised 

~lternatives for breaking the centralised control and 

monopoly of such apex organisations. Yes, there is 

talk of these National Akademis responding to the 

centripetal and centrifugal pulls and forces of 

regional Art imbalances and trends but it has not been 

able to work out actual schemes whereby these Akademis 

would become repositories of assistance to either 

marginalised Art practices or promotion of Art 

practices which have been discarded by the market 

demand supply continues. In fact, one often wonders 

whether this should have been one of the first work 
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plan attempted by such a committee, keeping in mind its 

terms of reference. For was this not the very pretext 

for which state funded organisation of Art management 

prevailed in the first place. 

Confidentiality and Accessibility: 

Formally the report is no longer a confidential 

document. It was presented in Parliament in 1990 and 

since then it is to have made itself available to 

"public at large". 

However, in reality it is a highly inaccessible 

document. It was given out to a few selected artists & 

'eminent' persons through the majority of the 'artist' 

community and press criti~s lament on its 

unavailability. 

However its state of inaccessibility is not as bad 

as previous such Reports, which, as many have said, 

have gone into hybernation. Further, due to such a 

problem many misconceptions about the content of the 

Report were flaunted. There has also been a general 

lack of an adequate debate on it, though recently there 

have been many attempts by the Ministry of Human Re

source Development in organizing seminars and 

symposiums in which "distinguished" academicians, 

artists and concerned involved citizens at large have 

been invited to speak and attend. 
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A Content Analysis : 

The title of this report seems to be more 

prohibitory than encouraging. A report of a "High 

Powered Committee" would make a lay person, a student 

or even a field artist instantly uncomfortable with a 

direct but subconscious relation to the exclusive 

policy making processes and bureaucratic echelons of 

power,both symbolically inaccessible to the reach of 

these people and to their presumed sensibility levels. 

At a cursDry glance it seems to be a very comprehensive 

dodument which has been quite thorough in detail seeking 

analysis of the functioning of three .National Akademis 

of Art and the Natio~al School of Drama, New Delhi. 

However, a more careful reading of its introductory 

. d. chapters seem m1xe up as 

statements as it proceeds. 

it contradicts its own 

But it is precisely here 

that it is interesting to note the silences of its text 

and then an uneasiness to read between the lines 

completely vanishes. For it is now that one realises 

that this report is like Part One of an incomplete text 

which needs another part to concretise its suggestions 

and enunciate a pragmatic work plan to mak~ its 

recommendations a reality. The reader finds, however, 

that the report in its entirety, inspite of being such 

heavy reading has no where spelt (even in simple words) 
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the actual structural deficiencies in the entire system 

of operation. Gathering from repeated talk in the text 

to refer to its appendices (which persons 'Government 

officials', people in 'positions of concerned authori-
. ' 

ty' and even some articulate students the panel met 

during the course of its touring to the various parts 

of the country), it seems that the report is more a 

collection of personal views (through unstructured 

questionnaires, based more on informal interviews, 

delivered during the course of two years as the report 

proclaims) on one hand and on the other an amalgamation 

of preplanned structured issues which were predecided 

among the committee members to circulate through out 

the regions they visited and people they met. 

However, accepting this as so, it would be a 

sacrilege to demand conceptional precision. And yet 

when it comes to simple logical consistency, an 

expectation may still stand its ground. The report 

does not always meet these requirements. At the same 

time to deny the report a serious consideratiori or to 

conclude a'prior that it lacks a coherent argument, 

would not be correct either if not a symptom of 'high 

attitude' predilections. After all arguments carrying 

serious social and political import are not always 

renowned for self conscious philosophical awareness. 
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It would therefore be foolhardy to look for 

something in the report which it never really believes 

it has. On the contrary, it must be judged for what it 

is and what it stands for. It presents 'VIP's profound 

observations on cu 1 ture, Arts, Ethics and 

Democratisation. This is not to say that it is not 

sincere, 

powered 

embodied 

but it possesses the sincerity 

review, the honest judgements 

in the expefiences of a pannel 

of a high 

of history 

of cultural 

judges who have stood above the common mass and seen it 

all happen. Alas, sincerity and honesty do not always 

make true statements! As it is to be expected then, 

this painfully arrogant report contains no analysis but 

presents a point of view. It projects to use a much 

maligned term, an ideology an approach; simpler still 

it contains ideas and ideas, which must be treated with 

utmost respect, if for nothing else solely for their 

enduring quality. If there is one point on which the 

reviewer finds him or herself in agreement with the 

report it is on the issue of ideas. And this, rather 

more because of the scant attention paid to them by 

others such previous reports rather than what these 

authors have to say about them. We are still fond of 

picturing our artists more like revolutionaries going 

out to conquer objects with a paint brush and a chisel. 
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The report is anything but patiently engaged in thought 

experiments in order to systematically understand just 

what it is that needs to be or can be overcome. The 

reviewer often be.comes d i stastefu 1 of ide as, often 

confusing them with idle talk ~hich surely is not 

conducive. In a hurry to change the world, we too 

readily forget that this world is not made up of 

objective physical process independent of unseparable 

from these ideas, but that the latter are part of its 

internal constitution. If that is indeed the case, 

ideas become important in a non-trivial sense. Indeed, 

those which are deeply embodied in our practice assume 

a sharper significance than the ones furnished in our 

Art and Culture industries. And just may both coincide. 

Looking at them, this report attains a fresh 

vitality, for it gives insight not only into some of 

those 1 
.. ways of being" that have become part of our 

social milieu but into those that are a true index of 

the politica) pr~ctice of some of the most important 

sections of our ruling elite. This is an important 

reason why reports like these deserve to be ready 

studies and, alas, reviewed. 
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Rarely 

about the 

does one find such a painstaking 

general state of Indian Culture 

document 

which 

focuses not just on our major cultural institutions 

but on the large ramifications of development, politics 

an~ education in which these institutions are placed. 

Official in tone, the "bureaucratize" of this report is 

unmistakably couched in the Nehruvian rhetoric and 

affermations of its Chairman. For example, in the 

obvious pitch being made for the State intervention of 

the Arts, there is a kind of historical amnesia about 

the prodigious production of Art that survived and 

resisted colonial rule through varying traditions of 

dissent, strategy and sheer creative brilliance. The 

first stirrings of "'modernity" in fiction (and not 

first Tagore's) are also not acknowledged. Also ignored 

are the adaptations of 'realism' in popular theatrical 

idioms, noteably the 'Parsee theatre' movement, which 

is yet another sheer scale and effervescence. As for 

the radical intervention of Indian cinema and its 

negotiations with industrial capital and the market is 

not even mentioned in the report. One line of 

justification for this exclusion could be 

that these issues lie outside the perview of the 

report. But on the other hand a more critical reading 

could be that they were left out to enhance the view 
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that modernity in India developed through the 

mediation of the State, through the ~nlight~ned aegis 

of the Nehru administration. At a very discreet level, 

the report does acknowledge the importanc~ of 

'creation'in culture, (f6r example through the 

Akademis) but its critique also couched in enphemisions 

that it is almost negligible. Thus we learn that the 

"impact of the Akademis has not been widely felt"' ·(p 

147). But how many people really know about them, let 

alone concerned, except for artists in search of grants 

and awards. 

on research 

publications 

home (ibid) 

Then also we learn that the "'accent placed 

is not strong enough (ibid) and "'their 

do not reach out to the average educated 

but do they really reach the artists to 

begin with? ''The interaction with sister institutions 

is far from adequate'' (ibid) .. But one has to look into 

whether it exists for official purposes and the 

organisation of general meetings, not for publication 

of interaction of ideas, thoughts etc. 

The very first pages of the report have taken 

great pains to specify that it is within the perview of 

its terms of reference that the "networking with the 

Zonal Cultural Centres be reviewed. The emphasis on 

attempting to review the "networking"' of the entire 

cultural infrastructure is a new trend manifest in the 
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report. It is interesting to note that this task was 

not present in the Terms of Reference of either the 

Khosla Committee Report (1970-72) or the Bhabha 

Committee report (1964). So that Haksar Committee 

report has been more thorough. 

However it should have clarified that they were 

simply reviewing a previous system of organisational 

functioning, accountability, chanelling of resources 

etc. and not suggesting a new 

operation/~etworking. Even in its 

recommendations,· the Haksar Committee 

system of 

chapter on 

report merely 

marks out the deficiencies in the prevailing system of 

channelisation of resources, allocations and adminis-

trative directives. It lacks in giving any concrete 

suggestions. The Report has been thoughtful enough to 

save the reader the problem of grapplin9 between the 

lines to detect its conceptual frame work, for chapter 

two is called- "Indian Society : An approach to Cul

ture, Arts and Values''. The previous chapter ends with 

the lines",, ....... to relate Culture and Arts to the 

life of the people ........... ," and, therefore, since 

there arises a need for an approach to frame perspec-. 

tives & formulate definitions of Arts and Values (not 

forgetting that of Culture itself). They say "our 
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definition of Culture quite consciously reaches out to 
56 

individuals and communities as a whole ............ .. 

. . . . . . . . . . . . the relationship between culture creativity 
57 

and social processes ......... . 

However, the report while expliciting the havoc 

wrought by imperi~lism upon artistic activity, does not 

even bother to mention the significant decline of an 

entire self sufficient mode of production that is of 

the Handloom, Handicraft and cottage sectors. Instead 

the report simply says that a comprehensive critique of 

the havoc wrought is st i 11 to be at.tempt.ed. And "we do 

not propose to embark upon such a task in this 
58 

report" And yet they don't mind "embarking" upon 
59 

spending time and space talking about what we have 

read all along in our history books under the history 

of colonial India. 

The report claims that it's views are different 

from what they call "Commentary upon development 
60 

According to them this commentary says 

56. ibid, p.7 (2.3) 
57. ibid, p.6 (2.4) 
58. ibid, p.15 (2.22) 
59. ibid, pp 15-17 
60. ibid, p. 10, (2.10) 
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that "it is only underdeveloped societies which refuse 

to differentiate between objects of utility and objects 

of aesthetic excellence ....... ," whereas the report 

feels that Our notation of creative 

activity would promote the desirability of cultural 

production which is aesthetic and functional at the 
61 

same time ............ . 

One often wonders, when they want "to elaborate a 

little more upon the relation between cultural 

production and artifacts of utility and when they talk 

of the functionality and aesthetics of a product, could 

they have unconsciously left out any talk of the 

artisan and his creation. So it may have been 

deliberate. The need for such a deliberation could 

have arisen because it is common knowledge that for the 

Government of India, Department of Culture, Ministry of 

Human Resource Development, the craftsman is not the 

artist. Craft needs a different categorization 

altogether. So for the Report it is safer not to 

specify the sources of prod~ction of "artifacts" (even 

though there is ~a constant reference to them). 

However, the inevitable questions do come up. For 

61. ibid, p. 10, (2.10) 
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example, what kind of creative production is this? Is 

it the production of painting and poetry? If yes, then 

how can such production be functional (in the sense 

they imply here). If not, then does this kind of 

production include skills of pottery, printing, weaving 

etc? If yes~ then these skills are manifest with 

artisans. Then how is it that the Report has 

overlooked a review of this sector? Is it because the 

Akademis do not entertain this sector? Then why do the 

Akademis not do so? Nevertheless, if this is the case, 

it is a little difficult to believe t:hat. t.his High 

Powered Report of a 'Panel of Experts' has carelessly 

incited allegations of this sort upon itself by 

bringing up talk of this sort and then leaving it where 

it is. Yes, this seems to be the case. 

There also seems to be some amount of 

contradiction in what the Report has to say next. It 

says - 'No discourse about culture and creative arts 

can be complete without the mention of the vexed 

question of high and low cuiture ..... we suggest that 

any theory of culture which commences with a 

differentiated view of activity .. is .. a flawed view of 
62 

such activity. Then in the next statement they seem 

62. ibid, p. 10 (2.11) 
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to be falling into the same view which they consider as 

flawed that "our concept of culture as creative activi-

ty addressed to the whole community rather than to a 

few privileged citizens does not however, involve any 

surrender to vulgar and so called "democratic" and 
63 

populist forms of artistic endeavour" 

A Historical Perspective 

'The formation of Indian Society rests crucially 

upon the migration of folk communities from Central and 

West Asia and beyond, in successive ways ..... and these 

novel forms were successively integrated into the 
64 

existing life styles of the people of India ...... .. 

The adherence is to a "composite culture" view. 

It was a notion widely developed in rewriting of 

nat.ionalist history and by Nehru in his "Discovery of 

India" etc. 

The report states that there was a remarkable" 

openness and resilience in Society .... 

63. ibid, p. 11 (2.12) 
64. p. 13 (2.17) 
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Resilience Yes, but Openness, one's not very sure, 

about. Whether it was openness or simply the influx of 

different cultural influences is debatable. However, 

the report is correct to mark out the culture of 

amalgamation which developed, which is both remarkable 

and should be honoured. The Bhakti and Sufi tradition 

furth~red the resilience of the Society. However, this 

influx also had another side to it, which the report 

does not mention. That side let to the birth of some 

orthodox, customs or conventions like the Purdha, Sati, 

bygamy, female infanticide etc. Further one agrees 

with the view that what this influx actually created 

was a "Public culture" in interaction of sense of 

'Neighbourlyness' which was not front-to-front 

composite (as is the dominant construction) but a back-

to-back (functional) tolerance and mutual respect of 
65 

social differentiations etc. 

In its approach the Haksar Committee report 

envisaged a continued role of the State as a patron of 

Art and Culture, so that Art is not all profit making. 

Although it warned against.. "vulgar intrusion of the 
66 

State ..... " They say that the market which is 

65. Dr. s. Kaviraj - Lectures on Politics and Culture, 
Nov. 91 

66. p.22 (2.35) 
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normally set up to the tune of mass production, chooses 

to ignore creative endeavour drown it in the muddy 

waters of mass culture', projected by the media i.e. 

while recognizing the importance of market in the 

production of goods and services, we must also accept 

that the State has vital role in the field of 
67 

culture" 

They also mark state patronage for another reason. 

They say "those who seek to shape and articulate 

popular aspirations and the changing sensibility of 

people through new art forms should receive support 
68 

from the state" 

However, what the report does not mention is that 

apart from other things, the state ~hould also take up 

the "promotion and development of such" artist - "craft 

persons which have been discarded by the market. For 

example, the sanganeri Printers of Rajasthan who had 

made hay while Indian exporters shone on their district 

in 1980's, are in a bad shape today with almost no 

domestic market demand to fall back upon. So is the 

case with "Kasuti" embroidery makers of Dharwad or the 

GorakhptJr Prajapathi 's etc. 

67. p.22 (2.37) 
68. p. 22 (2.35) 
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The basic thrust behind the report's approach is a 

conception based on two constructions. 

"We recognise the validity and creative role of 

the market in the area of production, material goods 

and services so there is a "dire necessity of 

relating the development process to the crucial need 
69 

for culture and education." 

"This is our biggest challenge. This integral 
70 

nexus have yet to be conceptionalised and how in the 

past this dimension has been clearly overlooked. 

Market Forces Development Process 

Production Education 

Material Services Culture Development 

goods 

One presumption is irresistible. This 

construction is underlined with the admittance of a 

general assumption that the Indian market today has 

reach a stage of development from which it can acquire 

its own autonomy. So there is a new thrust which is 

pleaded for by this report in Policy orientation and 

art i c u 1 a·t i o h . 

69. p. 22 (2.35) 
70. p. 24 (2.38) 
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This thrust needs to be emphas1sed now and make an 
71 

important component of the planning process. 

71. p. 25 (1st para) 
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PART TWO 

THE SAHITYA AKADEMI. THE SANGEET NATAK AKADEMI AND 
THE LALIT KALA AKADEMI: 

"On adamant our wrongs we must engrave, but write 

our benefits upon the wave". 

-William King, 'The art of love' 

SOME COMMON CONCERNS : 

Based on the views of the interviews in various 

region on the State of Culture and the Art as well as 

on the role and impact of the three Akademis, some 

common issues were identified. In fact, it seemed that 

almost the entire Haksar Committee Report was drafted 

on the basis of the views from such interviews. 

Some of the issues identified by the Report, have 

been talked about in this chapter under the following 

headings:-

1. Impact and interaction of the three National 

Akademis 

2. Grants 

3. Genera 1 Counc i 1 

4. Chairperson 

5. Cu 1 tura 1 infrastructure 

6. Zonal cultural centres 

7. Culture and Education 

134 



8. Staff and institutions 

9. Finance 

10. Licensing of performances 

11. Government and Parliament Scrutiny 

ON IMPACT AND INTERACTION OF THE THREE NATIONAL 
AKADEMIS ON NATIONAL LIFE IN GENERAL 

To start with, the report responded with a typical 

comment on how the three Akademis have done good work, 

but could have done better as their presence was not 

adequately felt in various regions, particularly in 

broader areas of the country, it observed that there 

was a widespread feeling that ''Akademis were essen-

tially Delhi oriented'' and do not fully respond to 

national needs. In the light of such observations. 

With an orientation of concentration of funds, 

resources, energies and policy initiatives all at the 

central level National Akademis, thus was more or less 

inevitable. Even in the composition of the panel of 

members of this report, this trend was evident as out 

of the six listed members, three were from Delhi. They 

were Mr. P.N. Haksar, the former Deputy Chairman, 

Planning Commission; Mr. E. Alkazi, former Director, 

National School of Drama, New Delhi and Prof. Indira 

Partha Sarthy, Prof. of Tamil, Delhi University. 
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They talk of primary objective of the Akademis as 

fostering a process of conservation and dissemination 
72 

of our cultural heritage" 

There could be mainly two objections to this 

reading. First that by talking of conservation, they 

are essentially meaning to relegate any practical 

application to cultural practices and heritage to 

monumental, musiumatic value. In other words, may be 

to talk of preservation of the existing cultural 

-------- from destructive violent influences of society 

would be more apt instead of using the term 

conservation. One would have expected Nehru in detail, 

along with Maulana Abdul Kalam Azad, DrL Radhakrjshnan, 

and talk of modernisation at length. One would have 

expected some of the accompanying talk of keeping 

contemporary art practise updated and in tune with 

changing circumstances - by say, integration of new 

modes of technology, new techniques of communication, 

idea formulations, new approaches to policy and 

concepts, new attitudes etc. for example, recently 

there were a set of model techniques developed on a 

range of personal computers at the National Gallery of 

Modern Art, New Delhi, where some known artists like 

72. ibid p. 28 (3.2) 
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M.F. Husain etc. experimented with sketches on the 

screen and pr.oduced computer print etchinge. As 

contemporary art practice is also a part of our 

heritage. 

The report sees the Akademis as stimulating and 

catalystic organisations only in a whole network of 

6ther institutions, so the National Akademis alone 

could not be held wholly responsible 
73 

for the 

situation. The comparable institutions in the states 

and union territories, as well as separate bodies which 

the state has for performing and visual arts as well as 

for literature, are equally responsible for non-

performance. 

However, one of the most forthcoming recommenda-

tions of the entire report has been made here. It 

suggests a close interaction and coordination 
74 

(networking) between other separate ~odies" and work 

out efficient system of grants thereby 
75 

actively 

involving them in their activities. The details of 

this system have to be worked upon by each Akademis 

separately. 

73. ibid p.28 (3.3) 
74. ibid p.29 (3.4) 
75. ibid p.153 (9.9) 
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The report also recommended that cultural 

institutions at state and regional levels should be 
76 

freed from political and departmental interference. 

it mentions that chairpersons of many state Academis 

are political personalities and hence suggests detailed 

procedures for their unbiased selection in the 

concerned chapters dealing with each Akademi in detail. 

But what about the staffing of such evergrowing 

structures, which in itself is a problem which the 

report decrees at first, but does not see it is a 

problem here. 

Another forthcoming suggestion of this report was 

to reintegrate the Khosla Committee view (1972) to help 

institutions at state level to become autonomous. 

However, what they have not specified is that what sort 

of'autonomy would such proposed structures have if they 

are built on the same lines as the Academis at the 

National Level. 

The report also very rightly decries the overlap 

of jurisdictions, functions and responsibility between 

many state Akademis and the state departments of 

culture, leadin8 to undue wastage of national reserves 

76. ibid p.29 (3.5) 
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as well as the diminishingly meager sum assigned for 

'Art a~d Culture'. 

However if one refers to Appendix - 5 a cursory 

glance at the "State Administrative set up for looking 

after activities under Art and Culture'', one would 

observe that majority of the states and union 

territories do not even have separate departments of 

culture. Cult~re and art promotion activities are 

usually added as additional responsibilities of other 

Human Resource DeVelopment departments, like Tourism or 

public relations or department of education or a 

combined department for Archives. Archeology, 

Libraries and Museums. So however, this suggestions 

rather self righteous, it is also ambiguous. On the 

basis of such vague recom-mendation how can remedial 

measures be taken to improve the lot of the Akademi? 

And with reference to Appendix-1 one would notice that 

while the AKademis have well marked spheres of duties, 

functions and responsibili-ties, these state 

departments, on the other hand, would neither have the 

capacity or the sphere of jurisdiction to indulge in 

this kind of promotion~l work in detail so even if 

there may an overlap of functions, this overlap would 

be rather insignificant and could be easily converted 
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to a process of mutual cooperation rather than mutual 

exclusion in performance of proposed tasks, with the 

greater share left in the court of the purposefully 

constituted Akademi and then affiliates, and these 

government departments assisting then in all ways 

possible. 

Also, while on one side the report regrets that 

the Khosla Committee's objective (1970-72) of 

establishing independent state Akademis on the lines of 

the Nation Akademis have not been fulfilled, on the 

other side, in the same paragraph itself, it recommends 

the funding of state Akademi by National .Akademis "to 

an ex.t.end necessary and possible". The State Akademi 

are to pattern themselves for the fulfillment of 

National Akademi objectives by granting the central 
\ 

.Akadem is the access of "uti 1 i sat ion of t.he i r services" . 

Grants: The report starts by saying, ......... Culture 

t.oo requires f i nanc i a 1 sustenance ..... ". It describes 

previous grants given by the National Akademis to other 

institution (after quoting figures) as "meager and 

marginal" and talks of uncertain expectations". 

"Constraints of resources". However, after 

recommending larger resource allocation and greater 

measure of autonomy it· recommends that the Akademi is 
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assistance to individual at present is marginal and 

must be stepped up. 

The purposes for which such grants were sanctioned 

included the purchase of equipment, training 

programmes, production of plays and organisation of 

participation in art exhibitions or a National Akademi 

from seeking out, on its own initiative, a handful of 

people who are. striving in their own limited ways to 

preserve and disseminate the country's traditional arts 

or to promote modern trends, is-; a total feeling of 

inaccessibility present with both organisations and 

individuals in state. That to secure any support from 

any National Akademi even reputed institutions have to 

go through cumbersome procedures with very uncertain 

expectations. There are num~rious hurdles like there 

is a total lack of initiative or sense of timing or 

responsibility by clerks dealing with files, papers, 

forbidden clauses, unstable men l.ike policy 

perspectives in grants, total lack of accountability 

resulting in unnecessary delays, red tapism etc. etc. 

There are three kinds of grants that are presently 

in nreration. 

The first, is in the forms of assistance extended 

by the National Akademis to cover deserving individuals ' . 
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as well as other culture and art promotion institu

tions. The report reintegrates that at present, the 

Sangeet Natak Akademi has not programme for giving 

grants to individuals. But the need for this has been 

recognised by the Akademi which now has a proposal for 

offering assistance to traditional gurus, performing 

artists, free lance scholars, field workers etc. To 

give an example, if one is to refer to Appendix-1 of 

this disselation, one would observe that apart from 

awarding prizes and recognition to deserving 

individuals in the Sangeet Natak Akademi Constitution, 

there are other clauses like-

to encourage instructions in actors training, 

study of stage craft and production of plays; 

to encourage and assist production of new plays; 

to revive and preserve folk music, dance, drama in 

different regions; 

to take suitable steps for maintenance of adequate 

standards of education in music, dance, drama etc. 

All these clauses of the Sangeet Natak Constitu

tion, apart from others, would be complemented by 

encouraging Guru's in the field to continue with then 

work, by providing than adequate sustinance by the 

Akademi. 
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Needless to mention that the same criteras holds 

for the other two National Akademis also. For example, 

the Sahitya Akademi has a scheme of travel grants to 

authors for visiting linguistic regions other than 

their own. But the sums are rather inadequate, with a 
// 

maximum limit of Rs. 3,000/-. The total commitments in 

the past three years were almost negligible, being 

Rs.13,000/- to Rs.27,000/- each year, divided between 

seven to nine authors.* 

Similarly, the Lalit Kala Akademi has recently 

started a programme of research-grants for selected 

young artists who utilise the studio facilities inits 

regional centres; but these grants too are not 

substantial (being Rs. 1,000/- per month for twelve 

months) and the annual expenditure on this account is 

only the order of about Rs. 1.5 toRs. 2 lakhs. 

Ironically, about two decades .ago, the then 

Sangeet Natak Akademi Vice-Chairperson Ms. Kapila Malik 
77 

Vatsayan noted that the Government's policy, through 

the Akademis, was to encourage organisations promoting 

art and not individual artists. Today it is virtually 

the other way round interestingly it was the feelin~ of 

some people that I interviewed during the course of 

77. Source: Sahitya Akademi Library, Dada 1989-90 
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this work, that this recommendation of the report was a 

change of thrust inpolicy orientationfor the National 

Akademis were initially envisaged to avoid exactly such 

an eventuality. The second type of grant is in the 

forms of scholarships offered by the Department of 

Culture, Government of India, to young workers in 

different cultural fields, fellowships to outstand 

artists in the performing, literary and plastic arts, 

and also financial assistance to deservingpersons who 

are in indigent circumstances. These grants were of 

the order of Rs. 30 lakhs in 1989-90. 

The third type of grant which is quite substantial 

is sanctioned by the Government for institutions, 

buildings,celebration of centenaries etc. The 

Government also dispurses grants to meet expenses on 

salaries, theatre productions, seminars, symposia, 

research surveyes etc. In 1989-90 the outlay onthe 

latter category was Rs. 70 lakhs approximately covering 

about 200 cases. 

Here, a very forthcoming suggestionof the Haksar 

Report says that the Government must concern itself 

with only major grants for creating and maintaining the 

cultural infrastructure, or for very special ventures 

or occasions like special endowments, centenaries etc. 
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All research or promotional grants, whether offered to 

institutions or individuals must be given by the 

Akademis. Provisions should also be made for this 

inthe financial allocations to them. Moreover, even in 

exercising its powers the Government must consult the 

concerned Akademi. The procedure will not only enhance 

the Akademis stature but also ensure greater academic 

inputs in deciding grants. 

However, the issues that were left untouched by 

the report were - the amount of grant to be given to a 

particular institution or individual and what criteria 

was to decide this amount, that is how wanting is a 

particular institution and what were the prescriptives 

that helped to evaluate this. Secondly, once this was 

decided upon, how to channelise this grant, the 

streamlining of the money. Which were the stages at 

which it was needed, in what qualities, for what 

purposes and in whose hands. These are crucial and 

pragmatic issues which would be a basis of any work 

plan for issuing grants. And these were left out by 

the report. 

General Council: "To ~roduce a dynamic impact on 

creativity the Akademi needed the involvement of "many 

distingished persons in particular areas of concern at 
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9 
policy making as well as operational levels* so the 

constitution of the Akademis calls for setting up of 

'General Councils'. The National Akademis are at the 

centre of a vast panaroma of artistic and literary 

activity, to which the Akademi is expected to provide 

stimulation and shape'', through these distinguished 

persons constituting the General Council of the 

Akademi, of course. This· set of "distinguished 

persons are responsible for approving and overseeing 

all the projects ahd programmes of the Akademis. They 

are to be picked from all parts of the country and 

include nominees of the states and Union Territories. 

Some are also elected by the General Council to be 

members of the Executive Boards of the Akademi. 

An objection made 'by the report was that according 

to the constitutionof the Sangeet Natak Akademi and the 

Sahitya Akademi, their General Council were to ordi-

narily meet only once a year: and Lalit Kala Akademi is 

constitution presecribed a norm of twice a year. In 

the past five years the meetings of the General 

Councils have lasted only a single day. On a couple of 

occasion the sessions of the Sangeet Natak Akademi's 

General Council lasi.ed two days. Also, these meetings 

have to go through quite a large agenda- reviewing all 

the programmes, sanctioning budget resources and 

146 



discussing other matters, so one can well imagine how 

will the General Council are able to perform each of 

th~se tasks considering they ~eet for only a day in a 
j 

whole year. One also wonders how any serious ·and 
-

meaningful discussion can take place among its members 

in~uch a short span of time. The GeneralCouncil of the 
! 

Ak~demi, therefore~ need to meet more frequently to 

spend enough time on tis deliberation or else there is 

skeptism or their being reduced to rubber stamp 

or~anisations merely reflecting the federal nature of 

our "distin-guished judges" in matters of art. and 

culture coming from various regions of India (or may be 

not quite even so). . I 
I 

Hence, the Haksar Committee Report contends that 

not only should the meetings of the council be conveed 

mote regularly but also that they should graduate to 
i 

the position of "thinking bodies, searching bodies" 

further concerned Akademis. 

Now, one does not contend that longer duration of 

the General Council sessions and the effectiveness of 

this outcomes are mutually exclusive but there was 

definitely no suggestion or concrete plan outline given 

by th1s report on streamlining the composition of each 

Akademi keeping in mind its special needs. 
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It left by saying that it would be beneficial if 

the "participation of this important assembly of 

distinguished persons is not restricted to a bUsiness 

meeting'' and "each Akademi should organise an important 

academic activity to coincide with the council meeting'' 

However, there was no talk of chanelisation of addi

tional funds for these added activities and sessions. 

The Report further suggests that the composition 

of he General Councl should consist of besides 

National, State 

Fellows of each 

high achievement 

and Regional representatives, of 

Akademi, since they were persons of 

and hence deserved administrative or 

official representation in the General Council. And to 

foster closer interaction between the Akademis and the 

two mass medias, the functional heads of Akademi and 

Doordarshan should also have a representation inthe 

council. Although how this would help was not 

mentioned, besides exchange of view points in the 

meetings, though one would suggest that the Akademis 

could use their services -occasionally to disseminate 

awareness of marginal used art forms, apart from other 

things. However, the rP~ort has made no such effort to 

work out such details, instead simply left its 

suggestions as a series unworked out hypothesis. 
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Another rather irregular practice was that the 

representatives fro~ each state or Union Territory to 

the General Council were usually nomiated by the State 

Government department officials dealing with art and 

culture or by the Union Territory administrations. The 

Haksar Committee Report has been very forthcoming in 

its suggestion that representatives of each state or 

Union Territory to National level Akademis should be 

nominees of the corresponding Akademi (or an equivalent 

institution) in the state. If one refers to Appendix-? 

of this text, then a list of such institutions at the 

state level are given. These institutions have been in 

the field for many years now and are recognised by the 

Central National Akademis or the Human Resource 

Development Ministry. Only in the event of there being 

no such state Akademi or equivalent institution (which 

in itself is a comment on the state of Government's 

organisation of 

Administrationmake 

art promotion 

the nomination, so 

activities). 

one of the 

essential tasks of each Nationa Akademi's General 

Council would also then be to identify equivalent 

institutions and ensure their basic sustainance in 

terms of provision of infrastructur,l facilities etc. 

in case there are no state Akademis ptesent in that 

area. 
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However, many a times, in certain areas, instead 

of State Akademis there ae other similarly funded art 

promotion institutions established by the Government 

and moulded inthe same structure. of thinking and 

functioning as the state Akademis only they cover a 

larger area than just one state and their activities, 

juris-diction and prerogatives have been limited or 

rather focussed elsewhere, namely, for the promotion, 

"conser-vation and disseminat.ion" of folk, 1 inked 

popular or village art practice. These bodies are 

called Zonal cultural centres. One would wonder why in 

areas where there no existing state Akademi, does the 

Government not encourage fund and sustain these bodies 

in a more substantial way by enhancing their capacities 

of per-formance and increasing their limited functions 

to cover the work of the state Akademis too. In this 

way these institutions would also get a boost and since 

thebasic infrastructural an dother facilities are all 

already present there would probably be less of wastage 

than these would in funding a mushrooming art promotion 

society (which had been the case number of times as 

well). Besides their reach in terms of their organisa

tional set up in far more than ae state it cover a 

whole Zone which may include a whole region sometimes 

so there could be more inter disciplinary compressions 
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of different art practices of the same region, thereby 

somewhat coming closer to what the constitution of all 

the Akademis holds as its premier objective, namely, to 

achieve a sense of 'cultural unity' in this vast sea of 

diversity. And the art and craft of one style, one era 

and one area can benefit from complement arity created 

by close contact with another style of another area and 

even author era (for example, tribal art forms amalga

mated with contemporary would probably lead to a better 

understanding of both and in the process, may be this 

is on its way of creation of something more novel which 

could bear the signature of our times today and 

characterise this present for future reference). 
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CHAIRPERSONS 

The Chairpersons of the Sangeet Natak Akademi, the 

Lalit Kala Akademi and the Sahitya Akademi should be 

persons of highest eminence in performing arts and 
78 

1 i terature respectively. However the report was 

pragmatic enough ·to conceed that this was not 

sufficient and only qualification. This essentially 

talented, eminent and renowned personality had to have 

qualities "of a sound administrator as wellas those of 
79 

leadership that an organisation requires" to 

"in it. i ate ideas, involve people in their 

implementation, and win the confidence, cooperation of 

other cultural instit.ut.ion "as well as" to enst.Jre the 

smooth running of the organisation. 

The recommended attempt here was to lessen the 

prerogative, role, duties, functions and 

responsibilities of the secretary and the bureacrats 

and increase those of the Chairperson. "Authority 

must reside where it belongs, namely in the hands of 
80 

the chairpersons.~ 

78. p34 (3.25) 
79. ibid 
80. p 34 (3.26) 
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The report draws upon the patriotism and sense of 

honour of these chairperson that even through the the 

duties of this post are part time, they set their other 

devote themselves whole-time to the Akademi's business. 

thus following high examplars set by previous talk 

Chairpersons like Kamaladevi, Chatopadhayaya. for 

this the report pleads for "charges in the 

organisational arrangements which would enable the 
81 

chairpersons of the Akademis to give their best" 

Incedently, even throt.Jgh the report very 

categorically states that "t.he appointment of 
82 

chairpersons should be on whole time basis . yet it 

does not recommended any accomopanying changes by which 

this could be made plossible. Change like an increase 

in the salaries or perques~ion of the chairpersons with 

full-day involvement and employment etc. Or is it that 

the report means to have a nominee who would accept the 

post with the responsibilities, preoccupations of a 

full time job but the stipent and credit of a part time 

one? 

On the other hand the report's plea for changes in 

the organisational arrangement seems to be quit.e timely 

81 . p35 ( 3. 29) 
82. p35 (3.30) 
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and thus it would be welcome for the present systems of 

appointments of chairpersons are not uniform in the 

three Akademi's of art. The chairperson of the 

Sangeet Natak Akademi is appointed by the President of 

India; in the Lakit Kala Akademi, the Genreral Council 

submits a panel of three names to the President of 

India who then appoints the chairpersons; and the 

President of the Sahitya Akademi is elected by votes of 

the General Council based on the recommendation of the 

Executive Board. These differences are on result of 

having varing context in which the institutions 

evolved. And now after more than four decades of 

functioning, when the corners of sharp ideocencracies 

have been rounded off and the processes of imitation of 

varied procedural arrangements have worn thin, -it is 

time, that for getting rid of the pompous rituals of 

bureaucratic selection and appointment, we should 

initiate a syncromisation amongst the three Akademis 

for, if nothing else, than a combined and cooperative 

effert to perform the tasks at hand. 

In the interesting to note that inspite of so much 

talk -t1y the report about structural changes in the 

internal organisational functioning of the Akademis, 

especially for the post of the Chairpersons, it fall 

back into its typical preconceived view of prefering 
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back into its typical preconceived view of prefering 

the system of "appointment" by the Government rather 

than election. The report state, "while the elective 

process has the advantage of establishing a democrtic 

practice, the method of nomination by the Government 

has the advantage of facillitating 
83 

dispassionate 

evaluation". Apart from the of the statement, 

prolonged experience of the practise of Government 

appointments has shown first the contrary. In fact 

this is a system which has been in function in two out 

of the three Akademis, namely, the Sangeet w~ata~ 

Akademi and the Lalit Kala Akademi. Thi ~ 

statement/recommendation of the report, therefore was 

made only in honour of the Sahitya Akademi whose 

President was elected by its General Council based or 

the recommendation of its Executive Board. 

Nevertheless the recommendation of standardisin~ 

the method of selection of the three Akademis is note 

worthy for in certain cases there is also a lack of 

syncronization between the terms of the Chairperson anc 

that of the General Council, which does not conduce tc 

report, apart from other things. The Haksar Repbrt'~ 
84 

ideal method" for the procedure of Appointment o1 

------------------------------------------------------
83. p35 ( 3. 31 ) 
84. p35 (3.32) 
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AKADEMI CHAIRPERSONS 

Akademi Chairperson was generously elaborated as 

follows :- The ... idea 1 method" recommended for a 11 the 

three Akademis and their affiliates was that the 

President of India was to appoint a person chosen from 

a small panel drawn up by a search committee consisting 

of "eminent persons who could look for the right 

candidates in a systematic manner. 

More precisely, the search cdmmittee was to 

consist of three members, one of whom had to be 

nominated by the General Council of the concerned 

Akademi, while the President of India was to nominate 

the other t.wo, one of whom had to be a part 

chairperson/Peres i edent. of same Akademi. The 

President of India had a choice from a panel of three 

names (arranged in alphabeticalorder) drawn up by the 

search committee. The qualification for this panel 

was to be on the grounds of their 'distinguishers' a 
85 

spare time to devote adequated "time and ene~gy'' for 

the affairs of the concerned Akademi c:) In any case 

ample space is left for indiscretion even at a the 

·Report's non-defination of "Dishinguished persons" 

selected by the Search Committee. In fact the 

85 Source : Sahitya Akademi Library, *24 p36 (3.33) 
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criteria for selection of the second member of the 

Search Committee who is to be nominated by the 
86 

President of India has been left on completely. 

86 P.36 (3.33) 
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THE RECOMMENDED "IDEAL" PROCEDURE FOR THE "APPOINTMENT" 

OF CHAIRPERSONS OF THE THREE AKADEMIS 

CHAIRPERSONS APPOINTED 

Formerly 

THE PRESIDENT OF INDIA 

Makes the appriintment from 
the choice among the three 
candidates of the panel 

Choice 

A Panel: Of three names. 
No necessary qualifications for this 
selection were specified 

To select 

THE SEARCH COMMITTEE 
consisted of three "eminent persons 

Composition No. of Members 

1. Candidate one : 

2. Candidate two 

3. Candidate three: 

Their Qualification 

Nominated by the Presi
dent of India; Qualifi
cations were not specified. 

Nominated by the President 
of India should be a past 
Chairperson/President of 
the same Akademi 

Nominated by the General 
Council of the Akademi 

General Council : Consisted of 
"Distinguished Persons" 

NAtional representatives ) 
S~ate and Regional representatives ) 
All India Radio and Doordarshan 
heads ) 
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I 

At a closer look if one tribs to read between the 
I 
I 

lines, it will become quite apparent from this chart, 
I . 

that the 'ideal procedure' reco~mended by the Haksar 

Committee Report for the apointmint of the chairpersons 
I 
I 

of the three National Akademi~ of Art seems to be 
I 

selection rather t.han election, \by a closed panel of 
I 

'distinguished judges' whose 1 qualification for 

. . h . . f ld. . . t enterta1n1ng sue pos1t.1ons o 1 1st1nct1ons seem .o 
I 

have been held back even througH they are of crucial 
I 
I 

importance and the pulse of t~is entire procedure, 
I 

could be a major defeciency and\ drawback. At each 

stage, this has seemed to be I case. For example, 
I 

I 
whether it is the stage of sel~ction of the three 

I 
I 

members who are to constitute th~ search committee or 
I 
I 
I whether it is the final panel of Qames drawn up by this 
I 
I 

committee for appointment by the Rresident. 

the 

I 

Then the underlying criteriJ, the basis 
I 
I 

appointment by the President lof India is 

left untalked of. 
I 
I 
I 

on which 

made, is 

H6wever, besides this, the rebort has also pleaded 
i . 

for· increassed state funds for mak1ng the perquisites 
I 

and day packet· of the official pos~s of the chairperson 
I 

and t-he Persident of the Akademi more attractive and 
I 
I 

remunerati~e. The remuneration an~ perqpuisites packet 
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was to include official transport a house in the 

capital with a telephones. Hence~ elevating these 
I 

packets to compare with that given Ito a Minsiter of 
I 
I 

State(!) I 

I 
I 
I 

Though many Delhi artists like Jolly Rohatgi have 

· d f h h ,I "d · · · h d expresse ears as to w et er a rea ty 1st1ngu1s e 
I 
I 

I 
artist" would be selected for such a wellcushioned 

I 
I 

post. Would not favouritism, nepotism~ psychophancy, 
. I 

I 
• I 

functionalism ride h1gher for suchja post which now 
I . 

combines perquisites, power and pre~tige? WoUld not 

the declaration of autonomy to the Akademi and then 

vesting a sole position with 'all t~e power' 

undmocratic kpractise? This is be~ides the 
I 
I 

lead to 

sagging 

comptsion of finding a suitabl4 match with a 
I 

combination of the artist and the ad~inistrator. 
I 
I 
I 

It a 1 so made a not.e worthy sug~estion of 
I 

granting 
I 

an office room to the President of t~e Sahitya Akademi 

"along with an office and personal itaff commensurate 
I 

I 
I 

with his high responsibilities". JThough how 
I 

this 
I ' increased bureaucratised base of 'culture bab1es' will 

assist and further the cause of pro~otion of art and 

lite~ature achieves in the country, ~eeds a second look 
I 
I 

• I in fact, has practical exper1ence not shown otherwise? 

There seems to be no directly relation between 
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increasing the office capacities to p~ovide employment 
. I 

to class II and class III government servants and a 
I 
I 

pronounced efficiency in dessiminatibn of government 

funded promotional schemes for Art o~e one hand, and 

the restictions of . b '1 . tl access 1 1 1 .y as we 11 as 

politicisation I 
of the posts of fhe chairpersons 

I 

Pr.es i dent h , h 1 I , f by en anc1ng t e ucerat1on o their 
I 
I 
I 

official capacities and perquisit.~s. 1 K.eepint in mind 
I 

the same objectives of the Akademis ~hich they exist 
I 

for, on the other hand, in fact makihg these posts so 
I 

l lucrative and remunerative would onlyllead to 

· · 1 · d 1 · .I · canvass1ng, man1pu at1on an po 1t1fat1on, 
I 

exactly what should be avoided. i 
I 

CULTURAL INFRASTRUCTURE I 
I 
I 

increased 

which is 

The report . seems to have heard people from all 

over the country complain I 
about absence or a lack of 

I 

adequate infrastructural facilities! abvailable with 
I 
I 

Akademi centres and other similar ins~itutions for the 
I 

encouragement of artists in painfing, 
. I 

exhibition space, theatres to rehearse and 
l 
I 

to perform. Hence the report found 
I 
I 
I 

sculpture, 

auditoriums 

it quite 

"condusive" to invest public funds in "creating a 

physical enrironment in which the artists persuits 
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became easier and more rewarding". 
87 

I 
I 
I 
I 

I 

The Haksar Committee Report,/ in a realistic 

suggestion after admitting the ab~ence of adequate 

. f 1 f '1. . f h .. 1 . f t .. 1n rastuctura ac1 1t1es or t e promot1on o ar s 

at a decentral ised level, said that! "the creation of 
I 

I 
such infrastructure should be the fommon concern of 

National and State Akademi, financi~lly supported by 

them respective government as well jas by the various 

I existing Zonal Culture Centres. O~hers bodies which 
I 

can help are the Municipalities and jurban corporations. 
I 

*6 Though the report talked of ajwell defined time 

f · h' h t 1 t h r..l~lt.L•ral t 'th rame 1 n w 1 c a_. eas one sue _ • _ • _ cen re w1 . 
I 
I 
I 

adequate facilities (like studios, auditoriums, 
I 

) I . . rehersal rooms etc. was to be establ1shed 1n every 
I 

I 
district of the country, it did not either recommend a 

I 
specific duration or at least the butlines of 

I 
i 

such a 

plan, the details of which could bei the concerned state 

Akademis, nor did it talk of corresbonding suggestions 

on availability or chanelization! of National/Stat.e 
I 
I 

funds for this purpose, not to men~ion the enromity of 
I 

I 
the task of setting up such ~acilities in 

I 
each 

district. 
I 

This is not i mposs i b 1 e jbut needed concrete 
I 

backups in term of additional resoJrces, schemes, funds 
I 

----------------------------------~-------------------
87. p.37, (3.37} I 
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and other motivational factors. \ 
I 
I 
I 
I 

The report talked of constrJcting sales counters 
I 
I 

which supplied subsidized art ma~erials on outlet fot 
I 

publication of National and Stat1 Akademi and a pl~ce 

where artists could get together.\ On networking the 
I 

report talks of a perspective plan[ which could stretch 
I 
I 

over ten years, or even more to be worked art by the 
I 
I 

Central and State Governments and ~he Union Territories 
I 

with adequate support from publiclfunds. Instead of 
I 
I 
I Grant-in-aid allocated by Central Government, the 
l 

report suggested practiccing-gran~s to be given by the 
I 

States as well, however, when the~ talk of established 

new cultural centres in each disti~ct, could it have 

crossed 

I 

I 
the minds that may be in sburce districts 

I 
I 
! 

the 

main art form practised are not\ Akademi stylished 
' I 

studio arts but crafts, village theare etc. Theatre 

such centres to encourage 

transplant urban forms? 

I 

I 
' and \sustain 
I 

these 

Considering past precedents, i~ is usually not 

the nature of such reports to talk\ of the scope 
. . . . . l assoc1at1ng 1ndustr1al and commerc1a~ concerns also 

I 
I 

such ventures. Hence, the Haksar C~mmittee Report 
I 

the first of its kind to talk of \channelisation 
I 

I 
private initiatives for the creation \of facilities 

I 
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theatres, 

planned 

I 
I 
I 
I 

I 
I 

art gallerys etc. "within the framework 
I 
I 

, I 

development of cultural: infrastructure", 
I 

of 

of 

course. It gives examples of "creative endeavours 

undertaken by private institu~ions like "National 

Bom\b-ay, Centre for Performing Arts in Sangeet REsearch 
I 
I 

,I 

Akademy in Calcutta", etc. It 1:s for the first time 
I 
I 

that the Chairman o~ such a commi~tee wrote to a number 

of ''distinguished industrialists~, seeking their view 
I 

1 
. I • . • on how one cou d susta1n, on a cpnt1nu1ng bas1s, an 

I 
I 

organised involvement of Indian! Industry, trade and 
I 

commerce in the field of art and fulture and enquiring 

whether one could envisage the c~eation of a National 
88 

Dndownment Fund for the Arts. \ The response, the 

report saw, by enlarge 
I 

I 
• • I as pos1t1ve. 

I 
I 
I 

I Consequently the idea for such a fund was taken 
i 
.I 

from the method of corporate fund1ng operations in the 
I 
I 

United States of America. The ~eport quotes Robert 
I 
I 
I 

Hughes, a distinguished American :Art critic where he 

explicitely 
I 
I 

enunciates the ne~d for a National 
I 

Endowment for Arts fund by saying \that "Our problem is 
I 

I 
too little government support fo:r the arts, not too 

much." 
89 I 

I 
I 

I 
I __________________________________ L __________________ _ 
i 
i 

88. p38 (3.41) 
89. p22 (2.37) 
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I 
I 
I 
I 

I 
I 

I 
In an interview with Mr. M!L. Khatana, (Section 

Cultlre 
i 

Officer, Deptt. of responsible for 
I 

implementation of the HaksAr Committee Report 

proposals) he revealed that thislwas one recommendation 

which might be taken up seriouslJ by the government He 
I 
I 

, I 
said that presently (March-Apr11, 1992) the secretary 

I 
I 

of the Ministry of Human Resourc~ Development was an a 
I 

tour of Europe to Study the ope1ation of such a system 

in France and U.K. Through ni time frame has been 
I 

fixed by the Government for the ,mplementation of these 

proposals, he is hopeful that even if 50% of the 
I 

I 
reports recommendations are ful~illed it would make a 

"marked" difference on the state of Culture and Arts in 

the country. 

ZONAL CULTURAL CENTRES 

In the seventh five year plan (1985-86), the 

Government of India, envisaged a new thrust to culture 

policy formulation and ori~ntatioh, innagurated by the 
I 
I 

I ' ' new elected Prime Minister Mr. : RaJlV Gandhi, which 
I 
I 
I 

apart from other plans and programmes, conceived a 
I 

scheme for setting "D five Zonal bentres for culture. 
- I 

I 
I 

Two more centres were added in 1r86-87. They claimed 
I 

to cover the. entire country ~ith four to eight 
I 

' I state/union territories part1cularly in the activities 
I 
I 
I 
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of each zonal cultured centre. 

associated with two centres. 

Appendix - 3 of this text where 

divided into seven zones with 

I 
I 
1 Seven states were 

I '1 h . Defa1 s are s own 1n 
I 

th~ country has been 
I 
I 
I ' 
~he1r corresponding 
I 

The specific common objeJtives of the seven 

zonal cultural centres apart from oJher things, listed 

centres. 

. I 
out in their memorandum of ass1ciation, are "to 

. d 1h . . d preserve, tnnovate an promote b e proJect1on an 
I 
I dissemination of arts in the concerned zone; to develop 
I 

and promote their rich diversity; to\ encourage folk and 
I 
I 

tribal arts and the presenvation \of vanishing art 

forms". 
I 

The centres are to encoura~e the involvement 
I 
I 

of youth in creative cultural commutication, and lay 

special emphasis on the linkages among different areas. 
I 

I 
Every centre is expected to develop a cultural complex 

I 

\ 

including exhibition gallaries, a~ditoria, cultural 
I 
I 
I 

park.s, musical archieves, etc. : Initially the 
I 

' I 
Government of India envisages grantin~ of Rs. 5 crores 

I 
I 
I 

to each of the Zonal Cultural Centre ~owards equipment 

and infrastructure including buildinbs. The centres 
I 
' I 

activities were to be financed f~om the in~~rest 
I 
I 
I 

accruing from a "Corpus Fund" 1 built out of 
I 
I 

I 

-----~----------------~--------------l----------------
90. Source: Indira Gandhi National Centre for Arts, 
documentation section. 
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I 
I 

contributions received from the states. Subsequently 

· · I . f d · , 1t was dec1ded that part of the Government o In 1a s 

contribution could also be utilisld for building up the 
I 
I 

corpus fund. The land required\by each centres was 

provided free of cost by the state in which its offices 
I 

were located. The Government of fndia has released its 
• I 

\ 

promised -contribution in instalm~nts during the last 
. I 

I 
I 

Each centres has a1so received between 
I 

five years. 

Rs.3 to 5 crore approximately ~rom various states. 
I 

I the total outlay of the centre and 
I 

Thl~S st.ate 
I 

for governments has so far been Rs. ~ to 10 crores 

each Zonal Centre. In addition thJ Government of India 

has also made other specific grJnts for the centres 

participation in 

initiated by it. 

I 
I 

inter-zonal I ct~ltural festivals 
I 

Th~ pattern of ~xpenditure incurred 
I 
I 

the Zona 1 centres so far ,I on t.hei r 
I 

by various 
I 

activities and promotional program'mes is illustrated in 
' 
' 

!-'A..~::P.J><P'-"'e:.!...n!...::d"'-'i'"'"x~_-_4::!;. of th i s text . As o~e can see from this 
I 

chart that except in the case of ~he North-East Zonal 
I 
I 

Centre, the proportion of expenditure on the creation 
' 
I 

of assets is low in relation to tre amounts spent on 

impresario activities. 
I 

Each Zpnal Centre has 
I 
I 

a 

govern'i ng body, whose Cha i rpersonl is the Governor of 
I 

the State where the headquarters are si.tuated. 

. . . . I . part1c1pant state or Un1on Terr1to~y 1s represented by 

I 

Each 

I 
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I 
its Minister and/or the senior\most official dealing 

with cultural affairs. The C~airman of the Sangeet 

Natak and Lalit Kala Akademis 1n the president of the 

Sahita Akademi are members of \the Governing Body of 

every Zonal Centre; so are the Jnion Minister of State 
I 

for Education and Culture and k.he Secretary of .the 
I 

I 
Department of Cultre in the Gove~nment of India~ 

I 
The 

I 
Governing Bodies may appear to be too large for their 

purpose, ~hich has caught the altention of the Haksar 

Committee Report. 

I 
I 
I 
I 

I 

I Due to the fact that the amongst of funds with 
I 
I 
I each Zonal Cultural centres has e~ceeded far beyond the 

initially planned 
I 

f
. I 

Ruppes 1 v~ 
I 
I 

crores (doubling 

perhaps), in addition to specifi~ grants given for the 
I 
I 

centres participation in inter-zo~al cultural festivals 

initiated by the Government of India; the report fears 
I 
I 
I 

that these centres with excess o~ funds, by and large 
\ 

have been functioning on their own, overshadowing other 
I 

institutions and without botherin~ about accountability 
I 
I 

to the governments, state Natibnal Akademis. the 
I 
I 
I 

report calls this a "reliable financial corpus". It 
I 
I 
I 

says, that the~e centres seems\to be creating an 
I 
I 

unhelpful contrast with other pu~lic-funded cultural 
I 

institutions in the states. 
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there may be the ''possibility of duplication of 

efforts. Institutions at the centre and their 

corresponding bodies at the states level may be working 

at cross purposes with zonal cultural centres. Hence, 

I · · · f h the report recommends that substant1al por1t1on o t e 
. I 

resources available with these cent~es should be put a 
I 

side for creation of infrastructu~al facilities for 
I 
I 

6ultural activities, whch as sma~l open a theatres, 

space for rehersal, art gallaries ~tc. Such centres 
I 

should be set up in district headquJrter areas and even 
I 
I 

smaller towns. thereby complemetting the reports 

previous recommendation of planned development of this 
- - \ -

cultural edifice. It also recommended leaving the 

responsibility of organisations of folk and tribal 
I 

performances to the National and State Akademis. 

Haksar Committee Report 

I 

I 
I 

I says~that these Zonal 
I 
I 

Cultural Centres alongwith Art Akade~is at National and 
I 
I 

State levels, should take up the idocumentation and 
I 
I 

dissemination of ''authentic" folk ar~ forms in a major 

way. 

I 

Now, firstly, if the organisatioh of performances 
I 

have to be handled by the National ahd State Akademis 
I 
I 

then would the "Lakit Kala" and ··sangeet Natak" be able 
I 

l to reach (at such a deccentral1sed level) the 
I 

I 
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.. 

I 

I 
"authetic folk art form,s" (~t they describe them, 

I 
overlooking the ambiguity in treir definition of the 

I 
term itself) in a manner as fa~iliar and as available 

as with the Zonal cultural cent~es. One is not making 
I 
I 

the argument that these zo~al\centres have been an 

f\ f. . h h . exemplar and have been almost e 1c1ent and t roug 1n 

their appropriation and disse~ination of these art 
I 

forms, but simply that since !hey have been in the 
I 
I field for about six to seven years now they would be 
I 

I 
I more familiar with the same. 
I 

If this is the case, then,\ Mr. B.C. Sanyal, Ex-
1 

Chairperson of the National LJlit Kala Akademi in an 
I 

interview had suggested, that wry does the Government 

not go down to the Block Distript officer level in its 

supposed jest for decentral~sation, instead of 
I 
I 

confining its efforts to the Zon~l level only. Besides 
I 
I 

what happens in states where\ there are no state· 
I 
I 
I 

Akademis? And there are many st.tes like these. For 
I 
I 
I 

example, Maharashtra, Sikkim, Assam, Arunachal Pradesh, 
I 
I. 
I 

Mizoram, Nagaland, Dadra and Nagar Haveli etc. (Refer 
I 

I 
to Appendis- 5 of this text). 

I 
i 
I 

I 

Secondly, while suggesting ~hat the Zonal Cultural 
I 
I 

Centres should "closely· associa~e with the Akademi at 
. I 

I 
National and State Levels" p.4~ (3.51), the report 
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I 

i 
I 
I 

seems to have forgotten that the /National and State 

level Art Akademi only deal with limited forms of art 
I 
I 

production, mainly studio arts,! plastic arts etc. 
I 

while turning a blind eye to an ex~sting proleferation 
I 

of Art forms at the district, sma~l town and village 
I 

level. These areas probably sti~l (inspite of much 
I 

invasion and attended exposure) /live in a distinct 
I 
I 

paradigm of art creation, appreci~tion and cognisance. 
I 
I 

For these levels art may have a ~otally different set 
I 
I 

of. meaning-constructions, bot~ conceptually and 
I 
I 
I 

practically, probably enev~loping~i~ it's .construction 

many more forms of product1ve creat1ons wh1ch have not 
I 

been compart.mentalised yet 'in bl~reaucratically defined 
I 

I 
categorisation, like, for example~ art versus.craft or 

I 

I 
t.heatre versus "Nal~tank i" etc. 

Thirdly, 

Akademi s, in 

I 
I 
I 
I 
I 

if in any case thle National and State 
I 
I 

. I 

one of their i main constitutional 
I 

I 

objectives, are professing toipromote research and 
I 
I 

documentation in the fields of c~eative arts then would 
I 
I 
I 

it not mean a duplication of efforts and wastage of 
I 

resources 

cultural 

Akademis? 

I 

here while recommending that the 
I 
I 
I 

centres repeat the sam~ task along with 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 

Fourthly, in its Terms of /Reference, 
I 

the 
I 

I 

111 I 
I 
I 

I 

zonal 

these 
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I 
I 
I 
I 

I 
I 

Committee Report has only includ~d in its task, 

suggesting steps, for the networking pf the central and 
I 
I 

State Akademis with the zonal cultur~l centres. Now 
I 

how can crying and concern about ~he situation of 

"excess-funds" with these centres be rectified by the 

attempts of this report, if it does n~t indulge in more 

than "networking" of these zonal cent~es. For this it 
I 

h~s to thoroughly go through their ro~e and functioning 

too. 

I 

I 

Fifthly, in Previously mentioned\predelictions of 

the 
I 
I 
I 

the report there was much hue and cry on 

politicisation of official positio~s in the state 

d . '1 1 1 . lt. t' an s1m1 ar cu tura 1ns 1tu~1ons. 
I 

akademis [P29 
I 
I (3.5).] The report goes on to SfY we want art 
I 

programmes to be administered by artists and not by 
I 

political personalities and bl~reauc~ats". However, 
I 

wh~n it comes to these Zona1 Cultu~al Centres, the 

report seems to be content to 

Chairperson of the governing body of 

mention that 
I 
I 
I 

each centre is 
I 

' I 

the 

the 

Governor of the State, where its !headquarters are 
' I 

situated. Each participant state o1 Union Territory 
I 

is represented by its Minister and ori the senior most 
i 

bureaucrat dealing with cultural aff~irs. The Union 
I 
I 
I 

Minister of State for Education and 1 Culture in the 
I 
I 

Government of India is also a member iof the governing 

I 
I 
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body of every zonal centres. 

I 
I 
I 
I 
I 
I 

I 
I 

I 
I 

\ 

\ 
I 

Sixthly, another proble~s arises when 
I 

the 

administrative setup for lookin~ after activities under 

'Art and Culture' are groJped under different 

departments at the state level.\ For example, how would 

the orientation be for such a clltural administration, 
I 

if they are, as they ~re in ~erala-where ''Cultural 

affairs are looked after by the ~nister for Fisheries; 

and museums alongwith Zoological parks by the Minister 
\ 

for Sports and Youth Affairs; or ~s in Chandigarh where 

cultural affairs are handled by\the Public Relation 
I 

Department? (Refer to Appendix- 5\of this text). 
I 

\ 
I 

FINANCE AND BUDGET 

A survey of the past fast few\ years itself would 
I 
I 

make it evident that in the total scheme of the 
I 
I 
I 

Government of India's expenditure, \the share for the 
I 
I 
I 

promotion of cultural activities i~ a marginal, if not 
I 
I 
I 

a negligible one. For example, in the first year of the 
I 
I 
I 

seventh plan (1985-86) the expenditure as art and 
I 
I 

culture was about Rs.50 crores, \thus making the 
I 

proportion of the outlay on cultJre to the total 
I 

\ 
expenditure of the government as only\one-tenth of one 

\ 
percent. Expenditure of the Govern~ent of India as 

I 

\ 
I 
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I 
I 

Art and Culture from 1985 to 1~90 is given in APQendix-

13 of this text. Expenditure of a 11 states put 
. I. 

together as art and culture rn 1988-89 was Rs.105 

crores only. The proportion\ of this to the total 

Governmental expenditure was yery small, being less 

. I h than half of one percent 1n most cases. For t e year 

1988-89 statewise expenditure 1s art and culture and 
I 

its proportion I t.o the tot a 1 
I 
I 
I 

state government 

expenditure is given in Appendi~-14 of this text. 
I 
I 
I 

In 1988-89 the expenditurJ of the three National 
I 

Akademi aggregated to about Rs.r.4 crore or a little 

less than four percent of the ~otal culture budget. 

(Refer to Appendix-15). 
\ 

The Union Government 

I expenditure of about Rs.135 crores on art and culture 
I 
I 

in th~ same year which included\the outlay on museums, 
I 

public libraries, Archaeologic~l and Authopological 

surveys, the National ArchieJes, and promotional 

activities including cultural f~stivals and those of 

the Zonal Cultural Centres. 
I 
I 

~he Haksar Committee 
I 
I 
I 

Report in a move towards strengthening the 'Autonomy' 
I 
I 
I 

of the Akademi is has made some f?rthcoming suggestions 
I 

whi.ch have pleaded for structural and constitutitonal 
I 
I 

changes and need to be mentioned] First of all, it 
1 

asked for substantial augmenta~ion of the present 
I 

I 
I 

I 
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' 

I 

i 
I outlays, i.e. larger resources be made available to the 

three Akademis in future. Thil is while saying that 
I 

I 
the Akademis must make a ''forlceful impact on the 

I 

I 
cultural life of the country" (~45) and for this the 

. I 
need to increase the scope of ~inancial support they 

are extending to institutions and individuals all over 
I . . 

the country, and must undertake more extens1ve research 
I 

documentation and publication \projects as well as 
I 

I 
initiate schemes for implemerlting some of their 

I 
I 
I 

projects the agency of their courlterparts in the states 
I 
I 

and Union Territories. lh. . For t 1s the Akadem1s need 

full freedom to utilise availJbl~ resources. But 

again the report did not give any plan as to how this 

should be done. The Haksar Committee Report fully 

endorsed the Khosla Committee's suggestion (1972) which 

had asked for the creation of "Cultural Fund" to free 

the Akademis from financial cconstraints imposed by 

annual budgets. In this each Akademis had to be paid 

a lump sum grant every year, to be indexed for 

inflation and also allowing for a progressive increase 

in activities. 

This wo~ld be paid into a separate fund in the 

case of each Akademi, and all its receipts were also to 

go into it. Each Akademi was to prepare its own budget 

every year and would have had full freedom to incur 
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expenditure from its fund subject to its own approved 

procedures. This would end the need for each Akademis 

budhget proposals to come to the government for 

approval for the annual reports of the Akademis would 

provide government the basis for judging their 

effectiveness and perform~nce. The Haksar Report has 

further suggested that in each Akademi there should be 

a well devised system of periodic internal review, not 

only for its financial transactions but for its 

performance as a whole. 

Another recommendation of the Haksar report for 

streamlining the financial organisation of the Akademis 

was recruit the Financial Advisor of each institution 

as a full-time functionary, appointed by the Akademis 

and answerable to the General Council of the Akademi. 

Presently the Financial Advisor of each Akademi is an 

officer in the department of culture nominated by the 

Government be a member of its General Council. Hence 

these officers have their own departmental work to do 

and can denote their services only marginally Appendix-

1Q shows the present composition of the Finance 

Committee of each Akademi as prescribed in their 

constitutions. The full time financial adviser of each 

Akademi would also be a member of the Executive Board 
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and the Chairperson of the Finance Committee. His 

qualification, the report suggested, 

to be a "Senior enough financial 

Government of India of of the Public 

WOlJld entai 1 him 

officer of the 

Sector, whose 

services could be borrowed on the basis of deputation 

for a sepecific term not exceeding five years. The 

financial advisor of the Government of India's 

dep~rtment of Culture would also be a member of the 

governing council of each Akademi. However, these 

suggestions would require certain changes in the 

constitution of the Finance Committee of each Akademi, 

the composition of which ts prescuted by each 

constitution o~ the Akademis. So this would in turn 

entail same amendment to the Akademi's constitution but 

would also lead to more autonomy in day to day 

financial allocations. 

CULTURE AND EDUCATION 

(Formal and Non-formal Patterns) 

It is time t.hat. we grow out of the "1 i mi ted-need" 

administrative system in education today which has been 

existing far too long now, a direct hangover from our 

colonial past. The kind of educational system 

established then had only a need to train a small group 

of Indians for minor clerk jobs. The curriculum was so 
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biased in favour of a literary approach with an 

emphasis on English and European history and 

civilisation. There was a total neglect of Indian 

language (here languages taken as an entire way of 

life, a system of living, thinking and belief) and an 

absence of an approach which would inclulcate a sense 

of cultural homogeneity and identity of the Indian 

people with their National Cultural morings. What 

happened after 1947, was this transplanted, favoured 

policy orientation of the imperial power towards 

infusing its own values and systems in education of 

Indians, was replaced by a this new cult of english 

educated Babus who were a consequence of this former 

process. The appearanceP a minority educated class 

capable of holding official posts and manning 

educational institutions was inevitable then, but it 

became a group apart, separate and isolated from the 

large uneducated but cultured masses of India its 

isolation from traditional scholars as well as rural 

masses was also complete. While the effects of this 

educational pattern are socio-economic growth were 

inevitable, by and large the system.was not geared for 

preparing the individual to meet the social and 

economic needs of the nation. 
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However, in spite of its definite aim and bias, 

limitations and handicaps, it was this kind of 

educational system which produced a group of Indians 

responsible for inculcating a sense of deep respect for 

the learning acquired through foreign languages and 

culture while retaining a sense of identity with their 

national heritage; it was this group which provided the 

intellectual perceptiveness characteristic of many 

national, political social and literary movements in 

the late nineteenth and early twentieth centuries, 

examples like Raja Ram Mohan Roy, Chittranjandas~ Mohan 

Das Karam Chand Gandhi, Jawaharlal Nehru, Rabindernath 

Tagore, Abindranath Tagore etc. who are symbole of the 

action and interaction of being influenced and provoked 

through a confrontation with an alien culture. 

Characteristically branches of the Indian tree which 

had grown to tough alien ;skill through back roads into 

the ground. But all did not possess the potential of 

these grants; the educational system needed a cultured 

orientation. Independent Indian attempted to redefine 

the goals of education and reshape the tools through 

which this would be achieved even though it was keeping 

the basic principles of elitiel e~ucation the same. 

Besides the monumental problem of numbers (of the 

teeming millions) the new Indian had to be prepared 
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With a recently shaped novel identity, altered to 

his/here culture, capable of inter-regional dialogues, 

equipped to play a significant role as a citizen of an 

independent nation, both domestically and 

internationally. Even though the Government launched 

policies for universal free compulsory education for 

children of school going age, social education for 

illiterate adults, the higher education to provide 

manpower for the developing economy of the new social 

order, extensions and advancement of scientific and 

technical education, but the introduction of some 

cult.ural content (for example understanding, 

comprehension and tolerance to the great Indian 

diversity etc.) in the educational curricula was 

missing. From 1950's to 1970's many committees were 

set up to review and reorganise elementary, secondary 

and university education; other expert committees were 

set up to reorient~cientific and technical education 

to produce the skilled knowledge necessary to meet the 

challenge of modern science and technology. 

Out. of all Sl~Ch committees the most significant 

review~ was of the commission appointed in 1964 in 

context of redrafting the cultl~ral content in 

education. It recommended to formulate a national 

integrated system of education which would be, it 
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hoped, rooted in basic values and cherished traditions 

of the Indian nation. 

A programme of Education with an orientation for 

sensitivity to culture and promotion of the Arts 

This Education Commission appointed in 1964 went 

into all aspects of the educational pattern and 

recommended the introduction of creative activities at 

the lower and high primary stages. Mahatma Gandhi has 

propounded a similar system based on developing the 

entire curricula at these stages through a craft or an 

art. In 1933 there were a number of schools all 

outside the governmental orbit, which followed this 

pattern known as basic education. From 1950's the 

Indian Government attempted to assimilate some of the 

unique features of this pattern into the educational 

system now recommended for all schools in India. About 

fifteen to seventeen state governments are following 

this pattern in their lower and higher primary stages 

in which a craft activity is compulsory. At this level 

many claim that there is some introduction to art, an 

attempt made both through regular curric11la and through 

special courses, to introduce the study of some aspects 

of Indian heritage to familiarize the child. This 

attempt} however, should be carried for the development 
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of secondary education as well. 

some schools, amongst other 

for the government 

things, the basic 

reommendation of the Education Commission was to shift 

the emphasis of the secondary curricula from a literary 

content to a variety of disciplines and fields. From 

amongst the eighteen boards ·of High Secondary 

education, 

on Indian 

there are eight to ten which offer cou.rses 

music and dance. In the Central Board of 

Secondary Education, for example, a stlJdent has to 

offer a craft as a compulsory subject : this includes 

spinning, weaving, wood work, me~al-casting, leather 

work, pottery, printing book craft, designing,. paper 

craft etc.* The student has the option of choosing 

courses in music (vocal and instrumental), drawing and 

painting, modelling, sculpture and dancing. 

However, courses offered at this stage naturally 

do not prepare the student to take up a professional 

career, but twenty to thirty who take these subjects at 

the higher secondary level. However for such 

programmes which protest a fundamental consanguinity, a 

great deal of reorientation is necessary both of the 

reading material of the intellectu~l equipment of the 

teacher. Course in art also need to be designed in 

such a way that they also able to inculcate a sense of 

182 



taste rather than providing mere skill in~ 

art or craft. But then both are 

particular 

integrally 

complimentary. Unfortunately, art courses especially 

fine arts are still considered peripheral to formal 

education and have continued to be neglected, sometimes 

on the lack of adequate facilities for the training of 

teacher in music, dance and individual arts and the 

difficulty of getting teaching aids easily. In order 

to attempt a rectification of a situation (which was a 

consequences of defective policy orientation of the 

government in the first pl~ce itself) the Ministry of 

Education, in 1970's 1 aunched a scheme ca 1 1 ed 

"Propagation of Art and Culture in Schools and 

colleges. The scheme was designed to prepare teachers 

to teach courses in Indian art and at the higher 

secondary and junior college levels. A complete audio

visual kit was prepared for distribution to a certain 

percentage of schools and colleges. A supplementary 

scheme related to the award of scholarships to children 

of the age group, seven to seventeen who were 

exceptionally gifted in any of the arts. It is 

proposed to provide opportunities for such children to 

get training both in the schools and outside. 

Another such programme was the establishment of 

Bal Bhavan's (Children's homes) by the Union 
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Government. These institutions were set up as 

autonomous bodies~ and were financed by the Ministry of 

Education. They have several sections comprising of 

short term workshops for art teachers, demonstrations 

in art teaching, puppet and doll making activities for 

children and grouo activities centred around, dance, 

dramatics and music. These institutions (in. a network) 

also have a science education centre which enables the 

children to gain experience in electricity workshop, 

radio, mechanics etc. These bodies are primarily out 

of I school institutions and enrol children of a 

particular area. Refer Appendix-6 of this text. 

However, the period 1990-S3 has been exceptionally 

detrimented to Bal Bhawan. This unique national 

experiment for the overall balanced development of the 

child, has suffered a setback because of financial 

constraints and a visual lack of concern by the 

government. the Bal Bhawan. Director, Dr. Madhu Pant, 

feels that the problems created by financial 

constraints were further compounded by the attitude of 

scorn shown by parents towards the non-formal education 

being imparted here. The Statesman, October 3, 1992 

'Bal Bhawan hit by lack of funds. It is apart time 

that non-formal education system. 

184 



The financial constraints are so severe that more 

than two-thirds of the budget of the institution went 

towards payment of salaries to the staff and building 

tax among other things, leaving virtually nothing for 

other activities and the growth of the institutions. 

Now in all its drive to establish and pronote such 

institutions is it not for the Government to also 

sustain them? For one does not dispute the resource 

crunch but there are way of helping such a government 

funded (yet proclaimed as autonomous) institution by, 

for example, reducing not the faculty members but the 

additional staff in the office concerned mainly with 

nothing more productive than paper work, or by 

exempting organisations from building tax (like they 

have granted land free a cost to the ;three 

Akademy of Art at a private location in the 

National 

capita 1). 

Once acclaimed as a national movement for building up a 

healthy future, the Bal Bhavan was granted merely 

Rs.1~5 crores a year, out of which Rs.1 crore went 

towards non-plan expenditure like payment or salaries 

and taxes(!!) 

Another possible input to rejuvinate such an 

organisation would be to encourage the 

vocationalization of education as this would send only 
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the really interested ones towards academic pursuit 

while others could be absorbed in vocation of their 

choice. 

However the Bal Bhawan founded in a tin shed at 

Turkman Gate, Delhi by Nehru, has grown throughout the 

length and breadth of the country and its total 

membership from a mere 300 in 1956 has grown to more 

than a lakh in recent years. What is comendable is 

that to meet the requirements and needs of children who 

cannot affort to participate in Bal Bhawan activities 

in its Centrai office on Vishnu Digamber Marg in 

Central Delhi, 52 Kendras have been opened all over 

Delhi. Similarly a whole network of state and District 

level Bal Bhawan's have been established and all of 

them affiliated.to the main Bal Bhawan at Delhi . 

. 
Yes, the Government cannot affort to let such 

·organisations die due to mismanagement, defective 

policies and channelisation of funds elsewhere. For 

this is a movement where children grow internally to 

become multi faceted, talented, independent and strong 

human beings. Through the basic concept of Bal Bhawan, 

the activities are designed in such a way that an 

attempt to bring about remarkable changes in the 

conciousness and sensibilities of our future generation 
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are embarked upon. Children have absolute freedom to 

create objects of their own concepts, they learn 

through playing and without any fear of workload, they 

learn through a free environment of expression of ideas 

through different media of puppetry, dance, theatre, 

music, painting, sculpture, pottery, photograph, 

building, games, computers; all helping in the all 

~round 'balanced' growth and development of the child 

who is the focal point of all initiative and programmes 

are so designed so as to explore the inner potentials 

and express ions. 

A somewhat similar line of policy-reasoning, 

purely at a pedagogical level, saw the setting up of a 

National Institute of Educational Research and Training 

with a department of Art Education for experimenting in 

producing art-education kits for teachers at the school 

level. 'Some aspects of cultural polici~s in India, 

UNESCO, 1970. There are ~oughly about some four 

hundrdd special institutions providing institution in 
I 

the vfsual arts, music, dance and other fine arts, fun 

by voluntary effort and occasionally with assistance of 

the state governments. Many professional artists have 

been droducts of these art schools, particularly those 
, 

s i tuat;ed in ca 1 cutta, Bombay, Baroda, De 1 hi. 
, 

\ 
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The Government of India has a Central Board of 

Technical Education which lays down policy and finances 

art schools and polytechnics. There is also a school 

of Planning and Architecture run by the Central 

Ministry of Education which offers an integrated course 

in town and country planning, architecture and urban 

des~gn. An in continuation of this line, the 

Universities facilitate curriculums in commercial and 

applied arts. Other institutions provide training for 

teachers in fine arts who are absorbed by high schools 

and university departments. 

Training Programme in the arts, outside the 

pattern of formal education 

Training in fine arts today has become more or 

less institutionalise. 

Besides, the Government, there is a vital role 

played by voluntary organisation especially in the 

field of fine arts. For example, the All-India 

Gandharva Mahavidyalaya and the Bhatkhande Vidyapeeth, 

have been responsible for making musical training 

accessible to persons belonging to. the middle and the 

lower middle classes. Such institutions are of all

India character with a country wide network and then 

diplomas and certificates are unanimously recognised, 
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by including 

Appendix-2 

of dance, 

institutions 

the Government of India. Refer to 

Kalamandalm 

of this text. Similarly in certain forms 

particularly Bhartnatyam ~nd Kathakali, 

such as Kal~shetra and the Kerala 

acclaim national international 

meetings. The austerity of Bharatnatyam continues to 

be maintained in the training imparted in Kalakshetra 

Kerala Kalamandalm does the same for Kathakali and the 

genious of the poet Vallathol was responsible for 

obtaining the cooperation of the best traditional gurus 

of Kathakali. The remarkab1e feature of the training 

imparted in these traditional centres has been the 

capacity of the graduates of these institutions to 

project these highly contextualised art forms before a 

largely unfamiliar national and international audiance. 

A scheme was lanched in 1960's by the Government 

of India, to provide fellowships to enable traiditional 

masters to train/students and performers in the age 

group of 30-40. The objective was to maintain the 

continuity of the oral tradition and that traditional 

aft forms were used for new experimental work. For 

example, a Guru versed in a tradition of a particular 

classical dance form is attached to a new and 

experimental group working on choreography. attempted 
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at a complementarity resulting in valuable enrichment 

to modern choreography as distinguished from 

traditional forms. 

Theatre, however, has always qualified to present 

problems of a different level, both in traintng and in 

opportunities for professional work. Theatre does, not 

form part of the curricula. Professional training 

programmes are available in less than half a dozen 

academic institutions of the country. the most 

prominent of these are - the National School of Drama 

which is centrally financed. Since theatre continues 

to be mainly in regional languages of certain areas 

(Tamil Nadu, Maharashtra, Bengal etc.) graduates have 

difficulty in finding suiabable academic posts. Some 

of them are absorbed in schools for extra-curricular 

activity few in radio and television and yet others in 

the film industry. A few have continued their amateur 

activities while taking up other jobs. 

With a view to bridging the gap between training 

programmes and the maintenance of professional groups, 

another limited scheme was launched in 1980's by the 

Government of India which will giv~ grants to training

cum-professional voluntary organisations and 

institutions so that they have regular sustained 
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financial support. 

The cultural dimension of educaiton is quite 

obvious but suprisingly one often tens to lose sight of 

it. In reality our schools and colleges, indeed our 

entire system of education is not geared to the task of 

promotion and spontaneous assimilation of this kind of 

education. 

The National Policy on Education formulated by the 

Government of India in 1986 was an attempt in this 

direction. It read : 

"The existing scheme between the formal system of 

education and country's rich and varied cultural 

traditions needs to be bridged. The preocccupation 

with modern technologies cannot be allowed to sever 

our new generations from the roots of India's history 

and culture...... Education can and must bring about 

th~ five syntheses between change oriented technologies 

and the country's continuity for cultural tradition. 

The curricula and processes of education will be 

enriched by cultural content in as many manifestations 

as possible. Children will be enabled to develop 

sensiti.vity to beauty, harmony and reftnement .... the 

role of old masters who, train pupils through 

191 



traditional models will be supported and recognised. 

Linkages wi 1 1 be established between the 

university system and instructions for higher learning 

in art, 

attention 

archeology, oriented studies 

will be paid to the specialised 

etc. Due 

disciplines 

of fine arts, museology, foldlore etc. Teaching, 

training and research in these disciplines will be 

strengthened so as to replenish specialized manpower in 

them". 

In 1979, the Government of India had set up an 

autonomous body called the Centre for Cultural 

Resources and Training (CCRT) situated in the capital, 

it has been oganising a variety of in service treacher 

training programmes to enable teachers of different 

regions to exchange their different cultural knowledge 

and attributes to become better equipped to deal with 

an integrated cultural aspects of education. It 

organised orientation and refresher courses, seminars, 

workshops etc. and also produces cultural kits 

consisting 

literature, 

architecture. 

of audio visual material covering 

visual and perf?rming arts and 

It also has a scheme for cultural talent 

search scholarships. 

While the objectives of the CCRT are praiseworthy, 
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in practice its activities are seen as marginal. In 

1988-89, for example, the number of teachers trained 

were only about 2,300 and the number of cultural kits 

issued were less than 400. On the whole, so far, the 

total number of teachers trained and kits issued is 

around 15,000 and 4,000 respectively, whereas these are 

more than 5.3 lakh primary schools and over 2 lakh 

middle, secondary or higher secondary schools in the 

country. The Haksar Committee Report, 1990 P.42 

(3.55). This Centre for Cultural Resource and 

Training has now been entrusted with the task of 

developing pilot projects for the implementation of the 

National Policy on Education. 

This institution is the modal agency for five 

specific scheme envisaged by the Government of India -

1. namely, pproduction of cultural resources and 

software for education; 

2 . Introduction of the cultural component of 

education in schools; 

3. Assistance to state and Central Institutes for the 

preparation of model studies and cultural 

software; 

4. Studies in value oriented education; and 

5. Setting up of evaluation studies. 
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Apart from this, the Government has circulated a 

policy document titled 'National Policy on Education-A 

Programme of Action (November 1986). Under this the 

National Council of Educational Research and Training, 

the Union Grants Commission and the Centre for Cultural 

Resources and Training have all be assigened specific 

roles. However, what has to be seen is whether the 

actual resources allocated to the ambitions programmes 

would make a meaningful impact on the lakhs of primary 

schools spread through art the length and breadth of 

the country. 

The key to success of this New Education Policy 

orientation (with its special homage to issues 

sensitive to Art and Culture lies in the will of the 

Central 

India. 

Advisory Board of Education, Government of 

The Haskar Committee Report here recommends 

changes in the Constitution of the Central Advisory 

Board of Education, if necessary. The report 

recommends that matters relating to education and 

culture be looked after by the same department of the 

Government both at the Centre and the States in order 

to bridge the growing dichotomy between the two as 

subjects of ~overnments concern ;what is happening 

however is the contrary. Refer to Aopendix-5. as 
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mentioned before in several states a separate 

department has been created to look after culture as a 

compartmentalised activity and in others of lagging on 

culture to Public Relations or Tourism as if it was a 

package to deliver publicity material and earn foreign 

exchange. 

The Cultural content in education is more than a 

matter of introduction of courses in fine arts and 

practical crafts. Problems such as lack of appropriate 

reading material, 

adequate physical 

teaching arts, 

and financial 

trained personnel, 

environments are 

constantly being battled against; socio-cultural 

education continues to be neglected. 

The shift in the educational system has certainly 

diversified the acquirement of skills and opened many 

new avenues of pursuit, but h~s not been able to 

produce a rounded integrated personality as a product 

of the system : A few individuals who have succeeded 

have done so in spite of it, not because of it. The 

Akademis, special institution of art have been somewhat 

more successful but there is still a wide gap between 

the qualitative training of a Shish~a under a Guru and 

those brought up in such institutions, with exceptions 

of course. Most disturbing of all is, that in spite of 
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so many Government and other efforts, there the lack of 

courses or opportunities for the educational community, 

both in urban and rural areas to become initiate into 

the appreciation of the arts or to participate in a 

corporate manner in creative activities such as the 

crafts. Nevertheless a sizeable minority to keep 

appearing to raise hope that from among these will be 

found people who will have the capacity to communicate 

with the past and keep pace with the future, to hold 

the "st.ill centre" of inner life would continually 

adapting and renovating outer forms, providing vital 

dynamism to a listless soulty white retaining faith in 

human va 1 u.es. 

STAFF STRENGTH OF THE ART AKADEMIS 

The Haksar Committee Report justifies the staff 

strength in context of the "increasing activities of 

the National Akademis, there has naturally been a 

progressive growth of their staff'', The Haksar 

Committee Report, 1990, p.43 (3.60) Appendix-a of this 

text, shows the pattern of such growth since 1972 and 

the proportion of staff salaries to the total 

expenditure of each institution in 1984-85 and 1989-92. 

The staff strength of the Sangeet Natak Akademi 
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has doubeld since 1972, that of the Lalit Kala Akademi 

has tripled, and for the Sahitya Akademi, it has 

increased by 33%. Between 1982 and 1989 the staff 

strenth has- grown by 33% in Sangeet Natak Akademi, 58% 

in the Lalit Kala Akademi and 59% in the Sahitya 

Akademi; staff salaries accounted for 16% of the 

Sangeet Natak Akademi's expenditure in 1988-89. 

It was 24% in case of Lalit Kala Akademi and 32% 

for the Sahitya Akademi. It is interesting to note 

here that after reading the above increase. The Haksar 

Committee Report does not even hint at an attempt of 

debureacratisation of Art institutions should undertake 

intensive work studies under expert guidance, as a step 
' 

towards optional utilisation of existing strength and 

any future additions to the staff must be made with 

discretion. It thereby does not suggest any step for 

cutting down the mounting expendityure from the limited 

funds allocated to these Akademis, which go in paying 

salaries to these progressively increasing staff 

members. 

Instead, the Report talks about certain 

disparities in the salary scales of comparable staff in 

the three Akademis, starting with their secretaries. 

(Details of these are shown in Appendix-10 of this 
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text). It is recommends that the status and pay scales 

of the three secretaries of the three National Akademis 

of Art and literature, should be identical and equal to 

that of a profession in the Universities. For 

disparities at other staff levels in the hierarchy, the 

Report recommends a measure of parity between staff of 

comparable functions which would be arrived at any 

mutual consultation between the three National Akademis 

and the National School of Drama. Technical personnel 

who have no,normal avenues for promotion may be brought 

under s cheme of assesment and advancement of higher 

grades} as in the case of technical staff in autonomous 

bodies in the field of sci~nce and technology. 

The Report, after admitting that in these 

institutions there may be functionaries who may not be 

either efficient or sensitive to the requirements 

their official. posts demand, who may lack 

·knowledge, training or background necessary 

that 

the 

for 

performaing their tasks with understanding, initiative 

sensiti~ity and communication - does not even remark on 

their dispensability. On the contrary it seems to be 

content in saying that effective programmes for 

training and retraining the staff in all the 

institutions should be initiated. Where does the 

orientation, will resources.and funds come for such 
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programmesi the Report does not even consider. 

OTH~R ASPECTS : 

Licensing of Performanc~s 

Theatre activity thrives on different kinds of 

professional theatre groups, the National Theatre of 

the country and a variety of amateur organisation. 

However, one of the hangovers of colonial rule in our 

country has been the statutory imperative of a licence 

from the police and the magistrate to enact dramatic 

perfo~mances. This more~. or less entatls pre-

censorship, the obvious damage of which is a common 

knowledge. The Haksar Committee Report not only 

touches upon this issue, but also leaves it by saying 

''Pre-censorship has no place in our democracy and must 

go'', (p.48). However, it does suggest the exemption of 

entertainment tax for dramatic performance in many 

states in India. Except for tickets exceeding fifty 

rupees, there should be exemption from entertainment 

tax. But what about cultural shows, programmes etc. 

which are sponsored by private pations, the ITC 

sammelans etc. which have very high priced tic~~ts 

making their entry very restricted. for the common 

person. There are a host of other similar issues which 
\ 

the report has not even seen let alone highlighted 
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defeciencies of recommended solutions. 

GOVERNMENT AND PARLIAMENT SCRUITINY 

The general tenor of the Haksar Committee's 

recommendations is that almost the whole of 

governmental support to activities in the fields of 

Sahitya, Sangeet, Natak and Lalit Kala should be 

channeled through the Akademis. It further states that 

the Parliament then has to ensure that "this does not 

develop into an exercise of patronage of any kind 

either by t.he Government or by the Akademis themselves" 

(P.50). It suggests that both the Government and 

.Akademis "should desire maximum benef.it from the twin 

concepts of accountability and institutional 

(ibid) ther~by making it essential for the 

to concentrate its scrutine only on broad 

freedom" 

par 1 i ament. 

issues of 

government policies, programmes and initiatives leaving 

internal autonomy of day-to-day administration to the 

officer of the Akademis. 

ON AUTONOMY GOVERNMENT AND MARKET 

The Haksar Committee report very categorically 

affirms the imperativeness of 'Autonomy' for the 

working and sustainance of the Akademis. It states; 
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"we want to declare unmistakably that we are for less 

and not more state control of art, we want art 

programmes to be administered by artists and not by 

bureaucrats·". (p.41). The report also quotes 

approvingly from the speech made by the first Vice-

Chairman of the Sahitya Akademi, S. Radhakrishana, 

during its inaugural cremony; " ..... if we are to have 

creative literature and not managed literature in our 

country, it is essential that the Akademi should remain 

completely autonomous. I am glad to know that Maulana 

Saheb who just gave it, the first push recognises that 

it will not be right for the government to interfere in 

the activities 
\ 

Ak.ademi ...... " 

and the administration 

( p. 8). It even echoes 

of the 

Kamaladevi 

Chattoppadhyay, who categorically rejected the 

necessity of a ministry of culture in India. Speaking 

during the one of the discassions in the first Drama 

Seminar organised by the Sangeet Natak Akademi. She 

made a notable intervention : "Again and again I hear, 

not only in this seminar but also oatside, how nice it 

would be to have a ministry of culture. God forbid, if 

such a thing happen there will be an end of all 

cultural activities in our country. J do not cherish 

such a hope because I know how the governmental 

machinaries function. A ministry is a ministry and, as 
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such, it will have to go through so many formalities 

and procedures. I remeber a very pertinent remark made 

by Krishna Menon in the film seminar about the creation 

of a ministry of culture said he you should be 

thankful that there is no ministry to interfere with 

your activities. I do not say that the government will 

interfere but I firmly believe that no ClJltural 

activity can be carried on by a ministry. All the time 

they will be busy in collecting data, statistics, blue 

prints and hundred and one theories. That is the way 

how they work and sow seeds of discontentment. All of 

us know it. So please banish the thought of having a 
91 

ministry of culture from yotJr minds." 

Everything Kamaldavi was protesting against - re-

tapism and bureaucratise of the worsk kind - may have 

all been consolidated through the assured 'Autonomy' of 

the Akademis themselves. Hence this makes one a little 

skeptic of the issue of "right of self-government in 

91. Source Sahitya Akademi Library, Documentary 
Section Excerpts from discussion of Mulk Raj 
Anand' paper at the first drama seminar organised 
by the Sangeet Natak Akademi. It is a telling 
comment on the state nf our Akademis that such 
valuable cultural documents have not been 
published in a book form or available for wider 
distribution. In the printed version of the 
proceedings of the seminar Kamaldevi's comments 
are to be found on p.357. 
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the Arts, especially when institutional autonomy is 

almost proposed by every government sponsored document 

or policy statement. For example, while examining 

official cultural discourse of the mid~so's in India, 

one can observe that our leaders were very keen on 

keeping art free from political surveillance. So even 

though we have no ministry of culture, we have a 

department. of culture and a whole network of Art 

Akademis that ftmct ion (more or less) exactly the way 

Kamaldevi Chattopadhyay feared in the above statement. 

However, what needs to be addressed here is - can 

the case for institutional autonomy be sustained, if at 

all, through such strong governmental ties assuming 

that these ties are impperative to bind an 

infrastructure for the sustenance of art form. (For 

example, even though Kamaladevi viewed governmental 

ministries as destryers of creative autonomy, yei she 

was not averse to coopperating with the government and 

in the irst drama seminar she announced that she was 

"drawing up a programme under the five-year plan'' that 

would enable the Sangeet Natak Akademi to finance the 

construction of a single theatre in each state (ibid). 

And then are we not falling into a paradox which on one 

hand sees a ministry of culture as a weapon of 

political interference and on the other its absence 
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legitimising the government's lack of responsibility to 

the arts on the name of protecting 'Autonomy'. This 

leads us to con~ider the self-defeating possibilities 

of government funding for cultural institutions in the 

absence of multiple sources of funding and other modes 

of ensuring self-sufficiency. 

92 
Rustom Bharucha and even the Haksar Committee 

report talk of the National Endowment for the Arts 

(NEA) fund in the United States of America where too a 

general critique of governmental interference in 

cultural matters have been propounded. He says, even 

limited government funding to organisations like the 

NEA and "ideological" or "Moralistic'' grounds have not 

stopped this interference. The Haksar Committee report 

quotes extensively (in pp.22-23) from Tobert Huge's "A 

Loony Parody of Cultural Democracy", which criticises 

the attempts from senator Jesse Helms to prohibit 

government funding to any ''obscene or indecent" art 

projects that "stray from the centreline of American 

eithical beliefs." In america, however there has been 

a strong corporate support for the arts, which in India 

92. See, Rustom Bharucha, "Autonomy of Official 
Culture Discourse. A non-Government Perspective", 
economic and political weekly, August 1-8, 1992 
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is just beginning to emerge. Lately there have been 

some sponsorships of "gazhal nites" 'Jugalbandis' by 

cigarette companies etc. But the Indian corporations 

are fairly new to this task and it would be sometime 

before they are able to commit themselves to long term 

sponsorship of the arts, not just of particular shows 

and specticles but of activities and groups on a more 

permanent basis. 

On the whole, Indian artists have remained 

hopelessly in need of financial support, what with 

limited state funds and resources and the markets more 

or less self-regulatory demand-supply mechanisms. Even 

then many art forms, (such as the traditional street 

acrobats, jugglers or 'Nats', the 'Nautanki' or 

'Tamasha' performers, the 'ek tara' street singers of 

Bengal and Maharashtra etc.) being outside the perview 

of the state's concerns for promotion of the arts, have 

all managed to survive, more or less, but barely at a 

subsistance level. This has eseentially meant two 

things. firstly that they er~ nut some sort of a 

living relying totally on their own facilities and 

capabilities while being present in the market. And 

seondly that it is time that any official cultural 
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discourse or review recognises, if not encourages, such 

art performers, who too may have a lot to contribute to 

the general 'art and culture' scene in the country, on 

the whole. It is here that the Haksar Committee Report 

has been more than forthcoming by saying, "it is the 

market rather than the patronage of the state which set 

the pace for cultural endevour after 1947", (p. 21). 

But-this may not be altogether true. For the report's 

consideration of possibilities of other avenues of 

funding for such art promotion activities may be due to 

keeping the tune with the new economic policy of the 
. 

government which sees "liberalisation" as a way of 

organising discourse which seems to be integerally 

connected to mernity. On the other hand, if these 

alternative avenues of funding are not considered, 

existance of active solicitation of different views and 

possibilities may also go unmarked. Our government at 

the core of ;this new policy perspective keeps the 

;view that when chasing between relative roles of 'plan 

and 'market' the flexibility offered by the latter is 

of greater benefit than the costs associated with 

atomistic decision-making by the ~tate -in any avenue of 

planned civil life (whether industry, agriculture, 

techology or culture). However, the nature of a market 

is defined by a set of structures which predefine the 
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distribution of economic benefits. 

The equilibrium of the market which is set on 
<!".' 

making not just money to break even but even profit 

will then obviously not invest in non-commercial 

venture~ or gamble with such art forms which are 

experimenting with new techniques and forms of 

presentation or which have been marginalised by 

mainstream national life. It is here that the state 

can help but with a strong respect for artistic 

autonomy whereby state support and encouragement can be 

drastically differentiated from state interference, 

intervention or even dictatorship. 

State support is essential, for lots of admirable 

art does badly at first, it's rewards to the patrons 

are not immediate and may never come. Hence, there is 

a need for organisations like the NEA of United States 

of America or the "Culture Fund" suggested by both the 

Khosla committee Report (1992) and the Haksar Report 

(1992). Such funds could help self-realisation of that 

form of artistic activity which is not immediately 

successful. Corporate underwriting may produce 

maginificent results but it requires a delicate balance 

with government funding to work well. 
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On the other side, however, the Art Akademis have 

great difficulty in sustaining their Autonomy and this 

can be due to their centralised administrative 

structures in the capital and a lot of political 

manuvering for some of their decision making posts. 

Even in smaller capitals, the report complained of 

undue interference in the activities of local Akademis 

which has resulted in their becoming mere "limbs of the 

state government" {p.29). For autonomy tied up with 

time and effort consuming details of governmental 

"clearances" and "advice". To counter this, one may 

need to necessitate a fundamental restricting of the 

Akademis. for example, the chairpersons need not be 

"appointed'' by the President of India as annunciated in 

the report, but should be elected and then one could 

give the President the option of selecting two members 

on a three member Search Committee. To give another 

example, the report recommends that the financial 

matters of the Akademis should not be supervised on a 

part time basis by an officer of the department of 

culture. For autonomy to sustain itself, artists 

themselves will have to be more actively involved in 

the programmes and policy decision of the Akademis. 

(But how ? The report does not evan give a clue to 

its procedural details). The members of the General 
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Council will also have to meet more than once or twice 

a year for their deliberations. The chairpersons would 

have to be more than titular heads who use the Akademis 

to enhance their own prestige rather than serve it. 

But most crucially there is a need to explore multiple 

channels of funding so that the Akademis would not have 

to rely on meagre funds received from the government 

(in light of their varied activities) which almost 

circumscribe their 'autonomy' in the first place. 

' All these issues need to be substantiated before 

one can see through realise the strong and yet 

unrealised recommendation made by the Khosla Committee 

in 1972 regarding the establishment of independent 

Akademis- in all the Indian states, on lines of the 

National Akademis. Even the Haksar report, before 

entering into the minutiae of how such Akademis should 

be linked (with its terms of reference including 

"networking") much work is needed in reconstricting the 

model of the National Akademis and most of all in 

redefining "Autonomy'' in terms of the needs of the 
93 

artists and people rather than the state. 

93. See, Rustom Bharucha, 'Autonomy 
cultural Discourse in India : A 
Perspective', ibid 
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THE CONCEPT OF CULTURE IN THE REPORT 

Any cultural discourse assumes a specturm of 

definitions in relation to culture. It has meant 

varied things to different people. It is not as if it 
94 

is a hard word to define, but it is a concept which 

is explored and interpreted differently by people in 

different cultures. The Indian synonym of "Sanskriti" 

however is made up of much more than the arts, 

"Sahitya, Kala and Sangeet." may denote much more than 

what constitl~tes "CtJlture" in English. For inst.ance, 

"Vidya, tapa gnyana, sheel, guna, dharma". The report 

defines culture as "What distinguishes human beings 

from other creatives in the process of 
95 

natural 

evolution." Without this we would be like ... mere 
96 

animals even if we did not possess horns or tails." 

However, in order not to be like "mere animals" "with 

horns and tails", in order to be seen as cultured, one 

had to refer to a list of traditional attributes q~oted 

from an ancient sanskrit source which the Report 

provided. Not that there was any ambiguity here, but 

94. 

95. 
96. 

As Rustom Bharucha contends 
Official Cultural Discourse, 
Perspective", Economic and 
August 1-8, 1992, (p.1670). 
P.7, Haksar Committee Repp9rt 
Ibid 
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just that it indicated, "how much work is left in 

grounding these indigenous nuances and attributes of 

Indian Culture (not just Hindu culture) within a 

predominantly western idiom of official 
97 

cultural 

discourse today." The report further illustrates 

the definition of culture as that 'activity which is 

closely related to other social processes in society 

and ... culture and cultural creativity, as we 

perceive it, are integral constituents of the totality 
< 98 

of social activity within a communit.y." 

Nevertheless neither does the report care to talk 

about the importance of community activily within 

~ociety nor its place in art practice. For it is not 

social activity, but community activity within society 

today which seems to be more threatened, especially in 
99 

the domain of art practice. While on one hand, the 

report states "Our definition of culture quite 

conciously reaches out to individuals and communities 

as a whole. It does not differentiate between the 

specialist creator of clture and cultural antefacts and 

the lay citizen, who partly draws upon the creative 

world of the specialist, partly also countributes to 

97. Rustom Bharuch, ibid. 
98. P.7, Haksar Committee Report. 
99. This aspect has been talked about in Chapter one. 
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cultural production through his own creative efforts" -

on the other hand, in the same breath, it 

contradicts the above statement by saying ... in 

modern societies, ktyhere is necessarily an allocation 

of specific roles and productive functions to different 

individuals. For this reason some individuals become 

specialists in culture and cultural production, while 
100 

other specialise in generation of material goods." 

Besides in the former statement there seems to be a 

tendency to standardis all are activity and talent. 

Then does one not give consideration to the exclusivity 

of art and skills which have to be acquired, not 

everybody has them. Besides if there is no 

differentiation between the specialist creator and the 

lay ;citizen, then why bother to have specialist 

institutions like the Art Akademis at all? there is 

also t.he issue of the attempt to standardise 

creativity. Just like one cannot sponsor the creation 

of culture one cannot create specialists of culture 

either. The furthest the Govt. can propose to attempt 

is to give shape and direction to Form in creativity. 

But within that form one has to l~ave ample space for 

individualised innovaiton, individualised techniques of 

100. P.7, The Haksar Committee Report 

212 



perfection of 

innovativeness 

i ndi vi dL~a 1 s. 

skills. As representations of 

are different with different 

To validate this line of 

could give 

traditional 

an example from Folk, 

forms of representation 

reasoning one 

classical or 

in art. when 

creativity is civilised and socialised, i.e., enmeshed 

in everyday living and practice, it produces a form 

which can be inculcated by acquiring, articulating and 

perfecting of skills. Creativity, generally speaking, 

is· inherent in humans. It m~kes them progress and 

skills are produced, learnt and taught by practicai 

experience. within this Form. Through skilled 

technique, there is always enough space present, left 

or given for innovation and genius. But this basic 

Form has t.o be learnt. It is known as "Parampara" in 

the classical Indian arts (i.e., condensed knowledge 

and tradition). For example, the form in classical 

Indian Music is called "Gharana" and the skills for all 

talented, innovative artists are the same, known as 

"Sur", "taal", and "laya". Each "ustad" or "Guru" 

(Pandit) within the ''Gharana" has had the opportunity 

of mastering the same "Ragas" so within t~~ broad 

principles of a 'Gharana' they have had an opportunity 

to practise and perfect their own stylisations. 
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The critique then is not against the idea of 

exclusivity of art which is also progressed by the 

Akademis but against first, the elitisim of these 

Akademis in their inability to reach the entire 

country at large; secondly, against the 1 imited 

cogregation of art practice that these Akadmis have 

envisaged (limited to same studio arts, plastic arts, 

visual arts and some urban literatures) leaving out a 

host of folk, tribal, village and other forms of art 

representation and thirdly against the allowance of 

very little space for innovativeness of the kind talked 

of above. Even within the Akademis, urban artists are 

more bothered about connections at high places and 

procedures for selection of government sponsored awards 

than about new forms of experimentations. For it is 

very rarerly (if ever) that a young unknown artist has 

got state recognition in terms of a grants, awards or 

fellowships to carry on with his or her work of 

innovation or experimentaion. Besiqes, the marked 

distinction by the report between culture and cultural 

creativity on one hand and cultural production and 

market production on the other hand, seems to 

illustrate a certain disconnectedness with which the 

reader can quite apparently see that the report itself 

is uncomfertable with. "Materially productive 

214 



activity" and "creative activity" may be both 

culturally produced, for does not our level of cultural 

development reflect our mode of material production ? 

Ft.Jrther, culture denotes, envalopes, identifies, 

signifies creativity, and hence, is a dynamic, on 

going, dialectically progressive and ever evolving 

process, enmeshed in ideas and practises. We also 

learn from the report. that "diverse cultural 

activities" and " forms of artistic self-expression" 

provide "reflective poise" and "spiritlJal energy so 

essential to "maturing of t.he good society" (p.6). 

But what is this 'good societ~'? It is repeatedly used 

again and again in the report until it seems to become 

a scale of measurement of such values and ideas of 

society which themselves are fague and not properly 

defined. Besides whatever one may conceptualise as 

"good", may have constitutive links with power. The 

challenge then is to release this good from this nexus. 

This 'good' can be constitutive of the cultural 

reservoir of resources (talked about in chapter two) 

can be the progressive growth of knowledge or can also 

be innovative forms of creative self-expression which 
. . 

provide the individual and the community with a poise 

necessary to energise productive activity and sustain 

society, provide a sense of direction to the system of 
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interactions of human beings with the environment, with 

each other and the universe as they contemplate their 

future. However, the report nowhere cases ;to 

illustrate what it means by a 'good society'. 

interminably in the report, it sounds like 

pr6saic of absolutes. 

Repeated 

the most 

The report quotes extensively from Nehru's speech 

at the inauguration of Indian Council of cultural 

Relations, Mahatama Gandhi's attitude to culture, Dr. 

S. Radhkrishnan's caution against 'managed literature' 

etc. and thus forgoes the attempt to sharpen its 

discourse through its avoidance of critical inquiry 

research and assessmentr It quotes these leaders as 

though the.ir opinions and words are beyond reproach and 

so stand as aspirations for the nation. 

It takes pains to emphasise that it does not 

differentiate between 'high' and 'low' cultures (p.10). 

"We would like to suggest that any theory of culture 

which commences with a differentiated view of the 

cultural activity of a society is, in oru opinion, a 

flowed view of such activity". (ibid). It acknowledges 

the "variety of cultures" that are created through 

differentiated communities. Yet it does not feel that 

through this diversity or differentiation Indian 
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culture could be meaningfully identified. It realted 

culture of differentiated communities as that of "close 

consituencies" and reiterates the 

perspective which needs to look beyond 

groups. 

need 

these 

for a 

closed 

To summarise the whole chapter, one could start by 

saying that the report is a very comprehensive 

document. It also entails some new recommendations on 

the role and functioning of the concerned Akademis (as 

detailed in the following chapters of this work). 

However, in the study of some of its recommendations 

for each Akademi separately one notices that it has, 

many a times, stated its observations rather than given 

any detailed plan, worked out carefully to recommend 

any structural changes in the role and functioning of. 

the Akademis, as it claims to do in its terms of 

reference. For example, in Chapter Six on the Sangeet 

Natak Akademi, amongst other things, it is content to 

suggest that the "Serious deficiencies which exist in 

classifying, indexing and cataloguing the archival 

material must be made good" (p.166). However neither 

does it give any clue as to how these serious 

deficiencies" which it sees as "constraints of space, 

equipment and experienced staff" (p.106) can be removed 
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nor does it recommend any bck up plan to financially 

streamline the allocation of limited funds in a manner 

which would probably attempt to solve such serious 

deficiencies" (not to forget the) controversial 

dimension of "experienced staff", i.e., would this mean 

an additional increase in the staff strength of the 

already top heavy Akademis, or would it mean a 

replacement of some of the lesser "experienced" staff 

members with those of the former). 

Furthermore the methodology followed by this 

report-informal unst.ructured questionaires, free 

discussions, interviews, letter etc. (p.3) seemed to be 

more condusive to that of the previous Khosla committee 

Report (1972) which used a set of structured 

questionnaires sent to only a hundred chosen persons 
101 

for their "Views and suggestions" as compared to 

the Haksar committee report's sample size of over a 

thousand distinguished persons" [p.3]. Compared to the 

Khosla Committee Report, which claims to have made on 

on the spot assessment", on the impact of the 
102 

Akademis and ICCR on cultural life", (though how 

that is possible itself is quite doubtful), the Haksar 
/ 

Report's metholdology seems to be.more condusive to its 

101. The Khosla Committee Report, 1972. (p.5) 
102. ibid. 
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terms of reference. For example, in a review on the 

working of the three Akademis, apart from their records 

it claims to have scrutinised the agenda and 

proceedings of their policy-making, executive and 

academic bodies and internal committee as well. (p.3) 

But when it comes to giving a concrete assessment 

on i t.s findings regarding the "ro 1 e and functioning of 

the Akademis", it merely concludes by addressing itself 

to battery of questions, the ~nswers of most of which 

it leaves to the disposition and intellegibility of the 

reader. Questions like "What is the state of health of 

cultural institutions in various parts of the country? 

(p.147) or "Is the multiplicity of institutions 

supported by public funds an invitation to order or 

chaos?" or "What should be the kind of linkages or 

working arrangements, and the divisions of labour 

between them"? (ibid) or "Are these i nst i tt.~t ions 

actively serving, supporting, rewarding those engaged 

in literature, music, dance, drame, fine arts and so 

"? on . "To what extent are they actively involving the 

artists among themselves, or doing serious research in 

problems connected with our classical and folk arts 

preserving them, seeing that these are available to 

students of art and 1 i terature ...... "? (ibid.). Not 
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surprisingly then it would make the reader wonder 

whether such querries should have been initial 

predilictious with which any such document should have 

started its research, rather than a conclusion with 

such unanswered formulations. This is over more so the 

case for this report because it's terms of reference 

are addressed precisely to these issues and claims to 

attempt an answer exactly such questions. For example, 

the report's first term of refernece states that it has 

to review the workings of the three National Akademis, 

the second states that it has to recommend structural 

changes consistant with 'autonomy 

accountability' of these institutions, and 

and 

the 

publc 

third 

sates that it has to suggest steps for their networking 

with similar state/central bodies (p.2). Now the 

report in its concluding chapter claims to have not 

only fulfilled the tasks of its terms of reference, but 

even goes a step further to say that, "our terms of 

reference have wider connotations which cover larger 

ground ...... " (p.147). 

Nevertheless, even though the report does not go 

into details, it does say that "We have found that 

while all the three Akademis have ·done some good work, 

there has not been widely felt." (p.147) It says that 

their impact on the cultural scene has not been widely 
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felt and the accent they have tended to place on 

research and documentation has not been strong enough." 

Their publications do not reach out to 

educated home and their interaction with 

the average 

the system 

institutions in the state and union territories has 

been far from adequate, not only due to their own fault 

but because of the poor state of health of many of 

those institutions". (p.147-8) 

sees that the "Akademis have 

And since the report 

not been able to 

c0ntribute much to the growth of active association of 

artists and literacy people'' (ibid), it makes certain 

recommendations suggesting structural changes with 

regard to each Akademi. An attempt has been made to 

review these recommendations of the Haksar Committee 

Report in light of the present role and functioning of 

the Sahitya Akademi, the Sangeet Natak and Lalit Kala 

Akademi in the Chapters that follow. 
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CHAPTER SIX 

INSTITUTIONS OF ARTS AND CULTURE 

IN INDIA 

By churning the ocean of culture with a rod of 

authority we may find to our horror that instead of 

Amrit, what has swirled up is poison and there may be 

no Shiva to drink it up. 



There was a particular orientation with which the 

Indian elites started on their path of national devel

opment and a peculiar context in which the concept of 

institutions of art promotion like the Akademis was 

imported into India. Such institutions which were to 

be autonomous in their functioning yet largely State 

funded, were to be established in a newly independent 

nation which aspired for the kind of modernity which 

illustrated a certain kind of affluence characteristic 

of western nations. Like talked about in chapter one, 

the kind of Art practice to be promoted through these 

Akademis by the State was to be oblivious to indigenous 

Art forms like Handicraft production, cottage or vil

lage industry production (like weaving, pottery), 

traditional forms of entertainment like "Tamasha" 

theatre, "Nautanki" Street Singers, "Nats", 'bauls' or 

the "Chao" dance form or the Birhor wall paintings of 

the tribals of the Chhota Nagpur plateau in Bihar, or 

even the promotion and research of a reservoir of folk 

literature, poetry, ballada (which have all been a 

strong medium of dissemination of certain cultural 

influences and messages of political communication 

during India's struggle for in~ependence). Tt was 

because of such an orientation of our nationalist elite 

that the kind of Aft that was to be promoted through 
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these Akademis was in tune with that of Western 

Anglicised traditions. For example, at the Lalit Kala 

Akademj studio's' at Ghari, New Delhi, there is a 

programme for the extension of sculpture in Art 

pottery. Now both scu 1 ptl~re and "Art" pottery have 

been recognised and promoted by the Akademi, but when 

it comes to the "Murtikars" of Gay a or the 
. 

"Prajapathi's" of Gorakhpur or even the Metalcasters of 

Muradabad, these Akademis have failed to even notice 

this enormous section of artists and craft persons. 

This chapter is mainly an attempt to emphasize on 

two things. Firstly, that there was an amazing diver-

sity of Art practice prevalent in India before it got 

colonised, when it got colonised and even after it 

attained Independence. This diversity has sustained 

and nurtured Art production at all levels of society, 

some of which flourishing through voluntary efforts of 

the community over time (like examples given above) and 

others crying for official sanction and assistance 

(like many of the marginalized and monetarily impover

ished ~orms of entertainment like the santhal paintings 

of West Bengal or the Chitrakathi folk performers of 

Maharashtra or the Kurmi house decoration patterns of 

Chotanagpur platue in Bihar or even the Rajgarhi pot-

tery of the ~utch or the ballad chanters of Madhya 
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Pradesh or the street singers of Bengal etc. who 

would all probably need financial state assistance to 

continue). However due to a host of reasons like 

limitations of funds, a certain accidentalism of the 

nationalist elite etc., the three premier Art promotion 

institutions of India, the National Akademi, aimed to 

concentrate only on a few Art forms while others got 

neglected, marginalised, battling with their circum-

stances while trying to survive on their own with 

whatever meagre ~eans available with them to do so. So 

this chapter also talks about the cultural infrastruc-

ture present at the time of independence. What in 

effect seems to have happened was that some of the 

institutions which had been established by the colonial 

authorities were only further streamlined and consoli-

dated. Very few structural change were brought about 

in the already existing institutions to sensitise them 

to indigenous needs and requirements and very few new 

institutions were built for the promotion of Art and 

culture which would attempt to have a wise access to 

the diverse forms of cultural production prevalent 

throughout the country. The three National Akademis 

have come into focus again and ag~in because they were 

inaugurated and projected as the country's premier Art 

promotion bodies after independence in which a major 

I 
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chunk of state funds and other resources were channe-

1 i sed. Also their functioning for more than forty 

years not has focused on the complexities of adminis

tering culture in the Indian sub-continent today. 

Secondly, part two of this chapter talks of these 

Akademis specifically the orientation, and purpose with 

which these Akademis were established, the need for 

indegenisation of this imported concept (starting with 

the adopted term "Academy"), the institt~tionalization 

of art forms, their role and functioning over the 

years, their reach and target beneficiaries, their 

·prevailing structural hurdles, programmes, 

inefficiencies and achievements. This chapter 

with the Sangeet Natak Akademi and the Lalit 

Akademi, whereas the following chapter deals with 

Sahitya Akademi in detail. 

PART ONE 

their 

deals 

Kala 

the 

An Indian legend regarding the creation of the 

first (and earliest) treatise on esthetics says: Braha

ma, the creator, went into a trance and created the 

fifth veda by taking word from Rig-Veda, and ~Pntiments 

from Atharva-veda, to create a fifth veda, encompassing 

all sciences and branches of knowledge, spheres and 
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religions, accessible to all classes and castes, ena-

bling and creator and participation alike to learn the 

manifold techniques through which a state of 'harmony' 

could be evoked and experienced. A reading of the 

first compendium which is as theoretical as it is a 

practical guide or manual or artists, tries to show the 

existence and recognition of the main streams and 

levels of experiences, categorise in the artistic 

sphere as the highly classical, stylized, and popular 

and common mass. The word culture then could be sub-

stituted for "artistic". However, both this first text 

and subsequent history, bears some testimony to a wide 

prevalence of the practice of the arts & crafts at 

different levels of society but which constantly influ-

enced each other and conditioned form and styles. The 

distinction of the "Margi" and "Desi" (of the path of 

t.he sage and of the peop 1 e) - of "Natya and Loka" 

(sty1ized and realistic) are pointers to these distinc-
103 

tions. Texts such as this and others would make one 

read that cultural activity would be manifest at all 

levels of society. Sometimes the king or ruler was the 

patron-in-chief and other times highly sophisticated 

forms were sustained and nurtured through individual 

103. See Kapila Malik Vatsayan, "Some Aspects of 
Cultural-Policy in India", 1972, UNESCO, Paris 
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effort of a small group of people subscribing to a 

particular faith which normally revoked around a monas

tery or a temple which served as important cultural 

centres. The agricultural cycle of a season, astronomy 

marked by the moon calender, and festivities revolving 

around the epics of Ramayana or Mahabharata and those 

concerning the Buddha provided ample opportunity for 

cultural activity of all kinds. 

The Mughals came in with a distinct culture of 

their own and carried it with them as rulers of the 

society. They took over the position of affinent 

kings, who were patrons and donors. Btu there were 

others patrons like priests and rich traders who min

gled with such individuals who were fostered and pro

moted into positions of social power through such royal 

patromisation for their own social prestige. Finally, 

there were traditional academic schools of learning 

some which could trace their origin back to the univer

sities of Nalanda and Taxila. These too specialised in 

the transmission of knowledge in highly technical 

branches of learning and through the oral and written 

word. Between the sixteenth and the eighteenth cen

tu~ies, a cultural pattern continued to evolve in which 

on one side there was an amazing diversity character-
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ized by a fast developing regional culture and on the 

other side a c~lture restricted to the places and 

courts of the kings and small rulers and the temples of 

the priests. However, what is interesting is the 

evidence of another form of cultural institution and 

promotion in art production. Under these small pockets 

of royal patronage of the ~rts, especially in architec

ture, painting and music there was a flourishing tradi

tional culture sustained through voluntary efforts of 

the community. By the seventeenth century, with the 

onset of European invasions, these patrons felt an 

increasing desire to evolve styles in arts with the 

view to give them official sanction. All these forms 

and styles so evolved created around the end of eight

eenth century and beginning of the nineteenth century, 

especially in dance and music, were deeply rooted in 

the folk traditions of the region. The patron, who was 

usually the ruler was culturally isolated from the 

people but had a choice to identify with them through 

the medium of music, dance painting and architecture 

above all, while maintaining his authority of power and 

at the same time enabling him ·to participate with the 

people of his region. The origins of contemporary 

schools of classical dance could be traced back to this 

period. 
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However, by then, interestingly, one trend had 

treated in due to the limitations of funds, cultural 

activities came to be restricted to those which could 

be practiced without a manifestation of large coopera

tive activity. Music, dance, painting and writing 

received a higher priority than archit~cture. When 

India was colonised, it was being politically conquered 

on one hand, and on the other its culture, or at least 

a curiosity of it, was making in roads into the minds 

of administrators and organisers representing the 

rulers. Many British civil servants who came to India 

were oriented in the eighteenth-nineteenth century 

liberal arts tradition of Europe: Once the cares of the 

states had become routine, they set out to explore the 

cultural treasures of a country whose civilization and 

attainments had already become known to Europe. The 

interest began with literature, with the discovery of a 

few manuscripts but soon spread to other branches of 

learning, particularly art and archaeology. There was 

a plea made with British government for more facilities 

and funds for the establishment of a few societies of 

oriental learning such as the Asiatic sonety of Bengal; 

queen's college, now the Sanskri~ Varanasi Visvavidaya

laya; the Archaeological survey of India, the imperial 

library (now called the National Library); the National 
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Archives; and to establish schools of art like the 

Calcutta school of art etc. 

None of these institutions founded, however, were 

guided solely by the motivation of intellectual discov-

ery and the adventure of Indian cultural pattern; a new 

element of cultural policy had entered the picture; 

this was Lord Macaulay's minute on founding a new 

educational system of India. The specialised institu-

tions so funded sought to demarcate studies of national 

or indigenous culture from knowledge and learning which 

was being imparted to the Indian through a newly estab-

lished educational system which sought to detach the 

English educated Indian from his cultural moorings so 

that he gradually but surely subscribe to a set of 

imported values and ct~ 1 tura 1 patterns. For those 

associated in the new schools and colleges this aim of 

alienation was achieved in a large measure, the conti-

nuity of tradition for this aspiring Indian middle 

class was weakened, if not broken. 

The Cultural infrastructure present at the time of 
independence : 

About a decade or so before independence since all 

energies of the nation at practically all levels were 

directed towards the one goal of attaining political 
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independence, the idea of a common culture with a unity 

took' precedence in Indian political official thought 

even though regional cultural diversity continued to 

evolve. As a consequence, there was an inherent com

plexity of launching a uniform central cultural policy. 

However, just before independence, there was an organi

sational pattern and structure of institutions of 

culture. The central government administered and 

financed a few cultural institutions, such as the All

India network of the Archaeological survey of India, 

the National Library, The National Archives, the four 

central departments called the Botanical, Geological, 

Zoological and Anthropological surveys of India, a few 

institutions of oriental learning, two institutions of 

the visual arts etc. Similar departments of varying 

qualities and in varying degrees were sustained by the 

state governments. The Indian princely states them

selves maintained sustained efforts in the fields of 

performing and literary arts. Mass media units like 

the All-India Radio had been set up primarily for the 

dissemination of official information but had already 

begun to entertain some art forms like music, vocal and 

instrumental,classical folk and light etc. Some univer

sities had introduced courses on the history and civi

lization of India and Europe but they were seen as 
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optional courses with not much academic importance. No 

state, financial or organisational facility was avail

able to sustain what was left of the crafts. But the 

"Charkha'' of Mahatma Gandhi & the 'Swadeshi' movement 

of the Indian National Congress had once again revived 

the concept of small scale cottage and village produc

tion. In 1947 when India assumed responsibility for 

~overning, an honest effort was made. This included a 

gradual introduction of courses of Indian civilization, 

culture and the arts at high school and university 

levels; encouragement of community programmes in vil

lages and districts and of village, cottage industries 

and cooperatives; adult literacy driv~s; strengthening 

already existing cultural institutions like the depart

ment of archaeology, the National Museums, libraries, 

archival collections, etc. Publication programmes in 

literature for children, students, scholars and adults; 

establishment of the Ministry of Information and Broad

casting in the Government of India to supervise All 

India Radio, Television and the Publications division; 

Governmental programmes for rehabilitating the tradi

tional artisan and craftsmen, financed and administered 

under the All-India Village and K~adi Inrlustries Board; 

the establishment of the Akademis and institutions in 

the fields of literary, performing and visual arts, to 
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be financed by state or central government but autono

mous in their policies and programmes;launching schemes 

for assistance and subsidies to voluntary organisations 

working in various cultural fields; assistance and 

maintenance grants to artists in indigent circumstances 

etc. 

An analysis of the working and role of these 

Akademis of Art would probably be able to focus on some 

complexities of administering culture in the India sub

continent, especially the difficulty of carving a 

central cultural policy, in some cases explicit, in 

others implicit. 

PART TWO 

The National Akademis of Art and Literature 

The Government of independent India very soon 

realised that to achieve objectives of promoting and 

fostering 'National integration' a national level 

effort was required through an awareness of "Cultural 

Unity'' (Refer to Appendix 1 of this text) The attempt 

was to do this through the institutionalization of the 

performing, visual and verbal arts embodied in the 

three National level Akademis at New Delhi, namely the 

Sangeet Natak, Lalit Kala and Sahitya Akade~is and 
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,. 
their affiliated state level institutions. The role of 

these institutions, as the Haksar Committee report 

suggests, over and above the extension of sustenance, 

was to provide forums for debate and discussion between 

persons of different regions engaged in creative 

activity. Also to enable artistic work of such 

individuals to reach out to their peers and others. 

The foundation of these institutions were laid on the 

belief that the results of cultural activities would 

shape for the community a sensibility which would guide 

and reflect India's entry into modernity at the same 

time as it married the Indian past to the best of what 

contemporary world had to offer. 

For the government these institutions were the 

most prominent mediators if not embodiment of Indian 

culture. (This was apparent from general government 

policy programmes and funds allocated to these institu-

tions as compared to others, various government spon-

sored review reports etc. from time to time). 

However, it is significant to note that to name 

these institutions, the term "Akademi was chosen (and 

not due to a lack of othPr available names). It is 

more than just a name. It denoted an entire way of 

congregation of art practice more prevalent in medieval 
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Europe, not India. Historically, 'Academies' (from 

which 'Akademis' was derived) emerged in medieval 

Europe in opposition to 'guilds' as 'schools of art and 
104 

learning'. Not only did these Akademis emphasis 

'Secular' learning in contrast to predominately reli-

gious affi 1 iations of "guilds'.', they also focL~sed o'n 

the arts as opposed to the crafts. In working the 

classical model of Plato's Academy, the Akademis in 

renaissance Europe gradually became identified with 

"learned societies" focusing and specialised 

disciplined and areas of knowledge. By the mid 18th 

century these societies became associated with 

"acaderni c ism" to which these were reactions from t.he 

proponents and upholders of mor·e creative expressions 

of art. 

It would seem that when the Akademis were insti-

tuted in India the mid 50s they were viewed as 

'cultural organisations but with pretensions of emulat-

ing ~he earlier (European) tradition of 'academies' as 

'learned societies'. How exactly the term 'Akademi' 

was chosen by our leaders has yet to be clarified . 

Certainly the word was sufficiently equated to desig-

104. See the Encyclopedia of social sciences, volume 
II, pp. 56-60 or see Raymond Williams, "Culture", 
Foutana Press, 1986, pp 60-61. 
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nate the high ideals of an emerging nation which could 

be proud of such national institutions that could match 

the reputation of the long standing academies of art 

and languages, especially in England and France. 

The indigenisation of the word was effected 

through a change in spelling (Akademi) and the use of 

Sanskrit compounds like 'Sahitya', 'Lalit Kala' and 

'Sangeet Natak', whereby the differentiation between 

literature, 'fine arts' performing arts was institutio

nalised. Before 1947, the Urban level, music, dance 

and drama were patronised by the Indian princes who 

subsidised musicians and dancers in their courts 

through a retainer system. IndiVidual artists were 

retained, often with titles which represented cases of 

'official organisation'. In painting and music, espe

cially, this kind of patronage was extremely important 

and lasted for many centuries. The detailed arrange

ments varied, but what is ~enerally true about its form 

of social relation is that the artist was typically 

retained or commissioned as an individual professional 

worker. For the rural masses, the arts continued to 

feature as a major functional, recreational and partic

ipative activity. However, in visual arts, painting 

and sculpture,· perspective and colour in painting had 
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changed irrecoverably; in nineteenth century imported 

academic styles had left their deep impression whether 

in adherence or through a start reaction. The vision 

of the artist had changed; he was no longer the vehicle 

or communicator happy in his anonymity learning heavily 

on literary content but was an individual creator 

expressing himself through the autonomy of the plastic 
105 

medium. The government of (independent) India's 

main effort, then lay in the establishment of the three 

National Akademis of Art, through which it hoped to 

sustain and review the traditional arts and create 

opportunities for artists to express hope and 

aspiration of modern India in contemporary language. 

Briefly one col~ld say tha~ even through the word 

Akademi, was transplanted, in needed to be adapted to 

respond to all the ideocencracies or the varied 

characteristic differentiations produced out of the 

Ihdian environment of working, belief and existence. 

Then what became relevant was not the imported word 

'Academy (or Akademi) but its components (such as the 

thought behind the specialisation, demarcation and 

institutionalisation of art form into different catego-

ries, the type of organisational ~rrangement which it -

105. See Kapila Vatsayan, 'Some Aspects of Cultural 
Policy in India; 1972, UNESCO, Paris, (pp 34-35). 
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signified etc.) which wen£ into making (and viewing) of 

these Akademis of Art as "an entire way" of modern 

western organisation of Art practice. For otherwise, 

one would tend to look at the Indian institutions of 

the 'Gurukuls' (where the Guru-Shishya Parampara signi~ 

fying 'an entire way of living whether it was for the 

promotion of art practice, education or professional 

skill). But this is where the irony lies. What is in a 

name one may ask why so much fuss? May be because it 

gives an idea of the orientation of the institutions in 

question, for example, the government could have adopt

ed an indigenous name like "Sangams" (The Tamil San

gams) which were communities or associations in medie

val India of "creative minds" and have a history as old 

as that of Pll~to' s "Academy". 'Sangam' poets were made 

to perform on a common platform as today's "Mushaira" 

through an agency which brought them together and 

preserved their work for posterity. In fact if our 

National Akademis also intended to indulge in similar 

functions as . the Sangams with longer coverage and 

bigger scope, then why there arose a need to adapt an 

imported concept at all, one often wonders. 

The government of independent India wanted to do 

everything for the people and the people looked up to 
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it from feeding the body to feeding the spirit. 

Religion and cultural activity was food for the latter. 

While it was not only dangerous to double with the 

former 

living 

but ·it 

plore 

it was also too much a part of daily ritual of 

in India. Not that cultural production was not 

was still an avenue for the Government to ex

the "creative potential the Indian mind" and of 

life with its enjoyment. It could unite 

well as divide them) so the government of 

enriching 

peop 1 e (as 

independent India saw this native vitality languishing 

for lack of adequate promotion. 

However, even Mr. Krishna Kriplani the first 

Secretary, Sahitya Akademi (1954-71) believed th~t the 

rna in ro 1 e of these Ak.ademi s was an attempt at "Con

sciousness building'' in art practice and not the crea

tion of ar~ists, which no institution can do. 

They could only attempt to stimulate, strengthen 

awareness, understanding and appreciation of immense 

diversity of culture. At the time of their founding the 

Akademis neither intended to preempt other support for 

the arts nor did they include programme·s to support 

individual artists. Instead, i~dependent institutions 

already in existence were given official recognition by 

the Akademis; a practice later discontinued in favour 

239 



of associating 

level Akademis. 

most regional organisations with state 

Although supported by annual govern-

ment grants, the three National Akademis were adminis

tered by and through government ministeries and their 

bureaucracies. Official have used this close relation

ship to influence the Akademi's organisational activi

ties and policies. Expressions of dissatisfaction and 

efforts to reconsider earlier decisions have led the 

government of India on three occasions to appoint 

committees to look into the workings of cultural organ

isations and make recommendations for the improvement. 

It seems quite interesting that from the initial state

ments of K.Kriplain that the Akademis should not be 

either teaching or performing bodies(!), the Haksar 

Committee report (July, 1990) which was the latest of 

' the three reviews on the role and functioning of the 

three National Akademis and their networking with their 

state affiliates, seems to be primarily concerned with 

mainly with what Krishna Kripalani warned against the 

Akademi indulging in i.e. acting as ''teaching institu

tions for creation of talent". We have certainly come 

a long way. 

Contextualising the emergence of these Akademis 

within the larger birth of the nation, the Haksar 

Committee Report singles out luminaries like Jawahar 
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Lal Nehru, Maulana Azad and Dr. s. Radhakrishnan for 

their seminal contribution to the conceptualization and 

organisation of Indian culture in post-independence 

India. A case is made for state intervention of the 

arts in the context of disappearing most of patronage 

through 'darbars, courts ahd religious bodies', it also 

emphasises t~e limits and dangers of the market in 

regard to cultural creativity. It would seem that the 

Akademis were created to counter these longer socio-

economic trends. 

However, one cannot deny that these Akademis were 

a part of the larger political task of 'nation build-

ing'. They were expected in their inception to facili-

tat.e shaping of a "sensibility" which would guide and 
106 

reflect India's entry into modernity. Instead of 

questioning the seeming equation of modernity in India 

with nation building, the report merely goes on to 

quote Nehru's speech at the inauguration of the Nation-

al Art Treasures Fund in 1955, in which he desired, 

every child in India" to "assimilate, even if in a 

small measure, the genius of India, which adopted to 

modern traditions, would make th~ country grow (p. 

19). One again one is left in doubt as to what these 

106. The Haksar Committee Report (p. 48) 
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modern traditions really c6nstitute. Are they simply 

those traditions which are prevalent in Western nations 

or are they to be imported and then adapted to Indian 

conditions? It may almost appear as if the 'genius of 

India' (the term itself being quite ambiguous), is 

almost not enough for the 'growth' of the nation with-

out intervention of modern mediations like art funds 

and cultural institutions. Along with the growth of 

the nation, the Akademis are also contextualised in the 

report within the larger context of "revival"of culture 

(ibid). Here again it merely illustrates its point by 
I 

quoting Maulana Azan uncritically almost as if his 

words lie beyond questioning. On one hand one notices 

Azad's acknowledgement that '"there has been a 

enaissance in India since the middle of the 19th Cen-

tury",but this is promptly qualified by the explanation 

that "this was due to the release of new forces in 

society and owed little to the state. That is why it 

was not as extensive or deep as it should have been had 

it received necessary state support." (ibid). But at 

least here there an acknowledgement of a renaissance 

before the advent, if not intervention of the independ-

ent Indian state which in turn the report saw as "the 

organised manifestation of the peoples will" from which 

it assumed that arts can draw their 'sustenance' 
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(ibid). Rustom Bharucha while talking on the National 
107 

akademi, says "Today, if we have to talk about 

Akademis, it would be nec~ssary to acknowledge that 

they are neither "learned societies" nor "cultural 

organisations" but bureaucracies that are merely 

extensions of the Government. 'Autonomous in name, they 

have failed to disseminate and explore diverse culture 

activities in their own right, perpetuating the norm of 

a larger machinery". 

Suresh Awasthi, the former secretary of the San-

geet Natak Akademi (1974, New Delhi) stated that, 

"Inadequacies of structt~re, autonomy and resources 

continue to bedevil most of the Akademis established to 

nurture the arts. Our cultural life generally and art 

forms specifically can give vigour by attending to 

strengths inherent in traditional art forms and cultu-

ral. institutions. To show continuing cultural renewal 

in a changing milieu, it is important to organise 

training inarts and provide varied cultural material 
108 

for different agencies". He further added that the 

107. Ruston Bharucha, "Anatomy of Official 
Discourse, A Non-Government_Perspective, 
and Political weekly, August 1-8, 1992. 

108. suresh Awasthi, 1974 Source: Documentary 
Sahitya Akademi Library, New Delhi. 
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administrative structures for planning and development 

of these Akademis are utterly centralised and 

bureaucratic. National Akademis have very few regional 

branches and state Akademis do not have either formal 

links with National Akademis nor branches in different 

region~ of the state. 

Prime Minister, Mr. 

A move was made in 1980's by the 

Rajiv Gandhi to establish Zonal 

cultural centers, instead of expanding branches of the 

state Akademis. Even though the management of these 

akademis is autonomous, it is curbed and artists have 

little or no say in policy making decisions. Resources 

with the Akademis a~e inadequate and authorities have 

still to realise the value of investment in arts and 

culture for a developing country, cultural development 

integrated into programmes of economic growth. The 

programme to support traditional arts has been hesitant 

ahd uncertain all along even though it got high priori

ty in the objectives of the Sangeet Natak Akademi. 

There is also'a need to attend to training in the arts 

as well as the production of popular and academic 

literature of art and artistic material in Indian 

languages. 

teaching 

the mark, 

New methods, techniques, materials for 

arts institutionally have not yet been up to 

(expect for a few examples in the National 

School of Drama, New Delhi). 
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Then may be the above mentioned deficiencies as 

well as achievements of a state promoted system of art 

practice can be studied in ~ more thorough way if one 

looks at its functioning through each of these three 

National Akademis specifically- their role and func

tioning over the years, their present orientation, 

reach and target beneficiaries, their prevailing 

programmes, their discontentments, problems, ineffi

ciencies and achievements. 
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THE SANGEET NATAK AKADEMI 

THE ACADEMY OF DANCE, DRAMA AND MUSIC 

"Four types of idols behest human kind 

The idol of the tribe; 
The idol of the den; 
The idol of the market; 
The idol of the theatre." 
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This Akademi was inaugurated in 1953 and 

registered as an autonomous society in 1961. Its 

objectives as set out in its Memorandum of Association 

and Rules and Regulations are given in Appendix-1 of 

this text. Briefly it aims to do two things: to promot 

research in the field of Indian dance, drama and music 

and to coordinate activities in these spheres, most of 
'-

which have been dispersed, comprising of organising 

competition, seminars, festivals awards to performing 

artists of different categories, grants to institutions 

working in music, dance drama and publication of, or 

subsidy for research work of dance, drama and music. 

In its first few years of inspection, the Akademi 

tried to "revitalise" an interest in performing ·arts 

through the holding of a series of National Festivals 

and seminars. The tasks that lay before this Akademi 

were quite different from those of before the other two 

Akademis of literature and pastic and visual arts. To 

start with the documentation and cataloguing of a 

staggering ulitiplicity of theatrical, musical and 

dance forms prevalent all over the country, was itself 

quite a task which the Akademi professed to do first of 

all for whatever purpose this solved. 

Some of the functions of the Akademi are taken up 
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systematically thereby highlighting inherent problems, 

gross, inadequacies in functioning and management and' 

some recommendations by the Haksar Committee Report. 

The Akademi attempts to sustain its "impact and 

i nf llJence" by confering a number of Awards and 

fellowship on what it identifies as deserving talent, 

funding research and documentation, organisation of 

events et.c. 

AWARDS AND FELLOWSKIPS 

One of the stated objectives of the Sangeet Natak 

Akademi is "to award prizes and distinctions and to 

give recognition to individual artists for outstanding 

achievement in the fields of music, dance and drama". 

In pursuance of this goal, the Akademi had instituted 

schemes of annual awards and Fellowships in 1954. 

These are bestowed on contributions of an abiding 

nature made over a period of time. (Persons below the 

age of fifty are not normally considered for a 

Fellowship; the corresponding age for awards is thirty

five. A person who has received an award is not 

eligible for receiving another; but he or she may be· 

considered for a Fellowship after the lapse of ten 

years. No fellow is eligible for an award). 
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Over the decades the categories in which the 

awards are given have increased. At present, they 

include several categories of music (Hindustani and 

Carnatic, both vocal and instrumental, creative music, 

folk and other forms of music); various categories of 

dance (such as 

Kuchipudi, Manipuri, 

Sattriya, creative 

Kathak, Bharatanatyam, 

Kathakali, Mohiniattam, 

dance;, folk and tribal 

Odissi, 

Chhau, 

dances); 

and, in the area of drama, acting, direction, 

playwriting, puppetry, lighting and make-up. 

The awards are not necessarily given every year in 

each category, not are they restricted to only one 

person in any given category. At present twenty-four 

awards, each carying a monetary value of Rs.25,000 are 

made every year. However, there are is considerable. 

flexibility in deciding how they are distributed among 

the different categories. 

In 1989, there were eleven awards in music, 

including two each for carnatic instrumental and folk 

music, and there for Hindustani instrumental. There 

were four awards for different kinds of dance, and nine 

in theatre (two each for acting and playwriting). 

Until recently the annual award ceremony used to 
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be held only in New Delhi, but of late the Akademi has 

started organizing it in other cities ·also. 

Bhubaneshwar, Calcutta, Lucknow and Bangalore are some 

of the places where this has been done. In connection 

with the functions, short recitals by the award winning 

artists are also org~nised the Haksar Report 

recommended that honoured artists may also be offered 

an opportunity, if they agree to perform at a few other 

places of their choice in the country during the year 

following the award. This may be done in 

collaboration with the State Akademis or other similar 

institutions, thereby ·expressing these artists to a 

larger and more varied guidance'' and making some kind 

of imp~cts on these Akademis at a decentralised level 

too, not just in metropolitan centres. However the 

report recommended that these artists may be given an 

opportunity to perform at a few place of their choice. 

However even without demarcating.specific regions, the 

places, their choice may precisely be big towns cities 

and metropolices, this defeatin~~he very purpose of 

performing in villages and districts altogether. But 

the report does not seem to be bothered with this for 

it is quite vehlment in its view when it says " ... the 

achievements of the Faculty of National School of DRama 

can be most effectively tested .only in a major 
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cosmopolitan environment where there is a well informed 

responsive and critical audience". (p.129). Habib 

Tanvir, the famous folk Theatre proponents while 

narating his experience as a teacher and Director of 

the "Nay a Theatre" of the Chat.t i sgarh district. (where 

he has attempted to sevive many folk theatre styles 

like the "Naya-Nautanki, tradition or the narative 
109 

ballad style Pandavani). States that after having 

critically observed audience behaviour and attitudes in 

many rural and moffussil contexts, he observed the 

audience in these areas are not just "well informed" 

responsive and "critical" but engaged in what they 

are seeing. And this applies as much to the so called 

"ritual" or "traditional" performances as to modern 

works. 

This does not mean however, that the responses of 

rural and moffussil audiences should be valorised as 

more "authentic" than those of the meropolitan 

audiences. The point is that 'ways of seeing have to 

be contextualised within particul~r modes of living and 

should not be differentiated on a qualititative basis. 

It is not that the rural audience are more (or less) 

discerning" than their metropolitan counterparts, but 

109. The Hindustan Times, August 13, 1992, "Wedded to 
folk theatre", Kavita Nagpal. 
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that they are discerning or not discerning in different 

ways in relation to different pressures, taboos, 

contradictions and circumstances. 

This report has also pondered to a process of 

decontextualising modes of seeing which inturn only 

reinforces assumptions of "high" and "low" culture that 

the report tries so emphatically to refute, thereby 

contradicting itself. 

Research and Documentation 

One of the primary objectives of the Akademi is to 

promote research in the fields of music, dance and 

drama. The Akademi's support for worthwhile research 

schemes by the grant of research fellowships and by 

undertaking research ventures in collaboration with 

other institutions has been marginal. The Haksar 

Report suggests that it is not necessary that all such 

research should be done directly under the aegis of the 

Akademi. It should seek out institutions.where the 

potential for purposeful research exists, and sponso 

and support activities through them. Universities, 

State institutions including State Akademis, private 

institutions and private individuals with the necessary 

capacity should all be harnessed for this purpose. 
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In the past few decades, the Sangeet Natak Akademi 

has built up a collection of gramophone discs, 

specially recorded cassettes, documentary films, 

photographs, etc. It has also produced its.own studio 

and field recordings, on videotapes and in sound. 

While the Akademi acknowledges that there are many gaps 

to be filled in classical dance and theatre, much good 

work has been done in the case of classical music as 

well as tribal and folk traditions. 

For the Akademi documentation i the context of 

performing arts means sound or visual recording for, 

there is no matching collection of written material to 

support the recordings which "should not overlooked". 

The Haksar report says its documentation work is 

somewhat disjointed and there are defeciencies in 

classifying, indexing and-cataloguing the voluminous 

archival material available at the Sangeet Natak 

Akademi. The work itself is also handicapped by· 

constraints of space, equipment and experienced staff. 

The maintenance and preservation of archives also needs 

immediate attention. Nor ae nay classified catalogues 

of the collections printed and made available to all 

these who wish to have them. T~ese were some of the 

difficulties that one faced upon trying to get 

information from this section of the Akademi. 
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Besides what is interesting is that how will this 

Akademi achieve its broad objective of reaching to the 

people at large (also echoed by the Haksar report) when 

even senior faculty members in professional teaching 

institutions of the performing arts are unaware of th~ 

contents of the national institutions archieves(!) The 

facilities for retrieval and references available in 

the Akademis premises in New Delhi are sad1y inadequate 

and the Akademi has not even considered the questionof 

making available for sale, subject to consideration of 

copyright audio and video cassettes prepare art of its 

present and future collections, paying the necessary 

royalty. 

There is gross mismanagement evenwhen the Akademi 

concentrates a just being a show window or a house of 

collection and dissemination of collected material. 

The Haksar report has suggested a close collaboration 

with the State Akademis, universities music and dance 

schools and colleges and other cultural institutions to 

improve the country wide accessibility of its archival 

material. 

However, even in the building of its archival 

material, the Snageet Natak Akademi has failed to take 

cognisence of traditional theatre groups, teachers and 
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gurus in classical music and auditorial facilities in 

various towns and cities. Also one of the objectives 

of Akademi (professing the establishement of a museum 

and library for researh) let to a good collection with 

the Akademi of musical instruments (both classical and 

folk), arts facts such a marks, costunies, puppets, 

jewellery etc. about two thousand or so items. However 

only a very small portion is on display on the Akademis 

premises. The Haksar report too bearly touches upon 

this problem without recommending any alternative plan 

for more space and funds. 

Organizations of Events: 

The Sangeet Natak Akademi has a mandate for foster 

cultural contacts between the different regions of the 

country and with other countries in the fields of 

music, dance and drama, co-ordinating the activities of 

regional or State Akademis. The Akademi is also 

expected to revive and preserve folk forms of 

performing arts in different regions, and to sponsor 

national festivals and seminars on music, dance and 

drama, as well as to encourage regional festivals. 

But there has been inadequte interaction between 

the National Akademis and other cultural instutitions 
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in the country. However, a welcome expectation is the 

Inter-State Cultural Exchange Programme for encouraging 

the mobility of performing artists and toupes among 

various States and Union Territories. Since the early 

1980s the Sangeet Natak Akademi has be~n taking part in 

this programme, functioning as a co-ordinating agency. 

An annual meeting of representatives of the States and· 

Union Territories is held ot monitor the results and. 

formulate schedules for forthcomig activities. Hoever, 

there would appear to be some clash 

activity and similar activities of 

established Zonal Cultural Centres. 

between this 

the recently 

Nevertheless, the Akademi countinues to organise 

events. The Kathak Kendra organizes an annual dance 

fes~ival named after the renowned guru, Shri Maharaj 

Bindadin, in which artists from various parts of the 

country, including those belonging to other dance 

forms, participate. Another annual event, the 

Saracchandrika Festival, presents young solo dancers. 

The Kendra organizes seminars and workshops featuring 

not only the Lucknow and Jaipur gharanas which figure 

in its teaching programme, but other styles as well. 

The Jawaharlal Nehru Manipur Dance Academy offers 

instruction in Manipuri Raas and Nata Sankrirtan, and 
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also related music and dacne and matial arts. If 

offers a three-year certificate course, a three-year 

diploma course, and a two-yer post-graduate diploma 

course. The faculty hs a prncipal, a vice-principal, 

thirteen gurus, and six other teachers. The Academy 

also utilizes the services of some old and eminent 

masters as visiting gurus, mainly for teaching the post 

graduate students. 

However, what is the differentiation used in 

qualifying criterias of "Gurus" as different from 

"teachers" in these dimploma-hanging institut.ions and 

programmes has not been specified. The Haksar report 

compalins of the inadequate accommodation at the Kathak 

Kendra, cramped hostel facilities, the scarce 

remuneration offered to facility members and the 

shamefully low scales for visiting gurus incontext of 

the glaring incongruity between the honourable place 

they have in the Akademis scheme of things. The report 

also pointed out to another pressing matter of pending 

with the Union Grants Commission's for recognition of 

diploms/certificates (as the highest stamp of artistic 

ability approved by these state run institutions) given 

by the Kathak Kendra and Manipur Akademis which are 

sponosred by the Sangeet Natak as well as by 
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i~stitutions like the kalakshetra, Karala Kalamandalam 

e~. 

Joan Erdman's paper, "who should speak for the 
110 

performing arts? The case of Delhi Dancers 

foc~sses attention on questions of professional 

standards and representation. Government's reluctance 

\ to respect the autonomy of cultural organizations 
\ 

created to promote interest in the arts (and history) 

is in part a reflection of its paternalism, its habit 

of authority and penchant for discretion that 

accompanies it. She says these characteristics link 

the outlook and actions of todays official to 

traditional forms of court patronage. 

The tension between the performing arts understood 

as a government service tha tmeets a low priority 

public need and asa form of life that shapes perception 

and reality, further exacerbates the dfferences over 

standards and the allocationof reservices that separate 

officials and artists. She illustrates an example of 

protest launched by Delhi dancers on April 26, 1977 for 

modifying policies of the Sangeet Natak Akademi to make 

them more condusive to their benefit. On April 26, 

110. Joan Erdman's paper inLloyd I Rudotph(Ed), 
"Cultural Policy in India", Chanakya Publications, 
New Delhi, (PP 77-104). 
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1977, the Times of India, under an article entitled 

"where is Akademi, ask Dansuses", stated that t.he 

President of the Sangeet Natak Akademi lives in Kerala, 

the Vice-President in Bombay and the Secretary thinks 

there is no standard of dance in India any way. Sone 

one does not know who to talk to. There is always a 

mention of higher authorities but no one knows who they 

are focus on the Sangeet Natak Akademi and the 

Department of Culture of the Ministry of Human Resource 

Development indicated the status of the artists 

discourse. These were not a group on successful 

artists pleading for a share of the states patronage; 

rather they represented India's currently must 

successful dancers living and working in the capital. 

They were protesting for facilities to teach and 

practice, publication of criteria for grants from the 

Sangeet Natak Akademi, funds for projects in 

experimental form etc. What is relevance then is what 

provoks such an out cry of dissatisfactionwith the 

Department of Culture and the Sangeet Natak Akademi 

from time to time? What .makes their performing artists 

want to become involved in the process of selecting 

artists and arts organi~atio~s for grants and 

scholarships? This could 

between the Sangeet 

lead one to see 

Natak Akademi 
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and performance. There seems to be no accountability to 

the artists or the public at large on how annual 

budgets are disributed and spent. The Akademi does not 

involve any 

coordination, 

othe cultural organisations 

assessment and evaluation 

in the 

processes. 

More generally it lack cohesive national programmes of 

cultural activities. "Ad hocism" and "narcissism are 

the rules rather than the exceptions. 

Some of the problems have lingered down over two 

to three decalled with the Akademi. Problems such as 

the questions fo Autonomy of the Akademi, the place of 

expertise in evaluating and selecting grantees ahd 

honoured artists; the need for improved facilities and 

commu~ications networks for artists; adequate 

representation in decisions about the allocation of 

available reserves and their distribution, the balance 

among bureaucratic, politial and artistic concerns on 

policy formulations etc. 

Interestingly, inspite of serious criticism, no 

where did any artists or critics suggests that the 

state should not be responsible for the support of 

performing arts. Private suppqrt was welcome and 

discussed but only in areas where state funding had 
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either proved inadequate or where alternate funding was 

considered. 

Dissemination of material and information 

Dancers and theatre persons have a very 

special problem. Books, paintings, sculptures and 

musical compositions survive the life time of their 

creators. Even 

widely recorded. 

the performances of musicians 

But the art of great dancers 

get 

and 

theatre persons would vanish with them unless there is 

a determined effort to make audio-visual recordings. 

The report talks of this as one of the tasks of the 

Sangeet Natak Akademi to build up archives of such 

recordings. In doing so, a sustained programme of 

collaboration with Akashvani and Doordarshan, as well 

as other institutions, would be productive. (The 

report recommends that the Akademi should undertake 

continuous collaborative projects with organizations 

all over the country to record musical and dance 

performances of all grade living artists. In addition, 

the Akademi should search out rare items of classical, 

traditional and folk music dance ~nd drama particularly 

those that are in danger of disappearing for want of 

performers and record these on audio and video tapes. 

261 



Programmes incorporation 

National Centre of Arts, 

with 

the 

the Indira Gandhi 

State Akademis and 

voluntary 

Performing 

organizations like the National Centres 

arts in Bombay, the music Akademi 

of 

and 

kalashetra in Madras to name only a few, should be 

highly rewarded. 

There is a need to produce a large body of 

on the performing arts, and commerically 

recordings and viewing for the benefit of 

literature 

available 

ordinary 

copyright, 

people. Perhaps there are problems of 

which create some constraints. But 

commercial houses could be persuaded to issue audio and 

video cassettes bearing the stamp of Akademi. It is 

important for the Akademi to realise that such ventures 

cannot be successfully undertaken by itself in 

isolation, but most necessarily be collaborativ~. 

Publication 

The Akademi has brought out books and monographs 

in various categori~s, such as expository works on 

musical dance and theatrical forms, biographies, 

compolation of lyrics, critical histories and research 

volumes. It publishes and quarterly English journal, 

Sangeet Natak. 
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It has also published or assisted in publishing 

rate and old manuscripts. But there are many more of 

these which awain publication. IN fact there may be 

many whose existence is not even known. There have to 

be located and published . 

. The report suggests here again, as in the case of 

the publications of the other Akademis, arrangements 

for the distribution and sale of publications can be 

greatly improved. It should be possible for anyone 

wishing to possess a publication of the Akademi to buy 

it easily in any of the cities or towns in the country. 

If its is necessary to enter into suitable arrangements 

with private publishers and booksellers for this 

purpose, this must be considered. What we have said in 

this regard in the chapter on Sahitya Akademi will 

apply equally here. 

PROLIFERATION OF FESTIVALS 

Sometimes, despite best intentions, the great jest 

of the Government to "promote'', "encourage" and "seek 

out" artists and art forms, does more harm than good 

especially if it results in the organisation of various 

utsav and festivals all over the country. There has 

been a tremendous spurt of promotional activity by the 
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Government at the national and state levels. But 

encouraging of art has come to mean, more or less, the 

arranging of more performances, especially in cities. 

What has snow balled probably began with the inclusion 

of folk dances in the Republic Day parade in the 

capital. These performances have become like packaged 

commodities ready for sale and export and facilitated a 

new class of cultural contractors and middle men. 

In this context, there is a practice of the 

Ak.ademi s and Government agencies to organise 

performance, with free tickets. This more than 

anything seem to be leading to a devaluation of these 

performin9 arts. It is not the monetary value (or the 

lack of it) which serves as an {ndicator to the respect 

associated with performing arts but the value 

identified by a ticket (which can be priced very 

reasonably to sint the common person's pock.et and 

interest) in the general psyche which holds relevance 

at a decentralised stage of dissemination of such art 

forms. 

tends 

Or else, as has been happening, the audience 

to lose seriousness of purpose. Besides 

attending cultural events becomes a station symbol or a 

cultural button hole rather than a quest of artistic 

experience. They can have yet another impact. These 
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festivals may foster a new kind of cultural 

bureaucracy, create a competition for patronage among 

artists themselves and a rush for opportunities to be 

sponsored for visits abroad. Thus in turn would lead 

to undue canvassing politics and manipulations in 

bureaucratic posts in the Akademis, converting them to 

seats of power and corruption, spreading a sense of 

discontentment generally. 

The Haksar Committee Report has been 

forthcoming to highlight this trend, it talks of 

Indian tradition of "sahridayata" namely the 

rappot between the artist and audience which cannot 

analogous to the relationship between the producer 

consumer, it states,". 

very 

the 

deep 

be 

and 

Performing artists who belong to our traditions 

whether classical, folk or tribal - should not be 

treated either as museum pieces or as export 

commodities to be exhinited in India or abroad. While 

some of the festivals of historic spots like Khajuraho 

and Elephanta are imaginative, we should be careful to 

avoid the 'mela' approach. 

We wish to reiterate our strong reservations about 

the value of the so-called big-impact festivals, 

whether held abroad or within the country. We are 
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convinced that there is an urgent need to reorient 

one's entire approach towards the performing, visual 

and narrative-literary arts of the folk and tribal 

people of India. 

THE LALIT KALA AKADEMI 

"the Academy of Plastic and Visual Arts" 

"A 11 works of art are not good simp 1 y becaL~se they are 

ancient. Nor is a work of art to be scorned simply 

because it is modern. A good critic will decide on the 

merits of the work. A dull critic allows himself to be 

influenced by the opinion which he has not formed 

himself." 

- Kalidas 
"Malavikag Mitram 

The Lalit Kala Akademi was inaugurated by a 

Parliament resolution on 5th August, 1954 by the then 

Minister of Education, Maulana Abul Kalam Azad, and was 

registered as an Autonomous society in 1957. Its 

objectives as set OL~t in i'ts 'MemorandL~m.' of 

Association, are shown in Appendix-1. Although the 

aims of this Akademi are wide in scope, its programme 

emphasis has been in two main spheres One of 

publications and the other of exhibitions. In the last 
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three decades the Akademi has established i ts 

institutional personality through the award and honours 

it confers on artists, the exhibitions workshops and 

seminars and it organizes and its publications and 

journals. 

Programmes 

In the 34 years of its existence the akademi has 

organised numerous programmes and brought out several 

publications on art, both in Ancient and Contemporary 

areas. Among the salient features of the programmes, 

the akademi holds annual National exhibition of Art to 

find new talent among artists.. the participation in 

the exhibition is open to all creative artists of the 

country. The awards are given to the best works judged 

by Jury nominated by the General Council. 

Exhibitions and Awards 

The akademi organizes several exhibitions every 

year in India including the annual National Exhibition, 

the international Triennale, and some retrospectives 

and special exhibitions. It receives and mounts 

exhibitions from foreign countries in. collaboration 

with the Department of culture and the Indian Council 

for Cultural Relations, and works as an exclusive 
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channel to select and send Indian entries for the 

competitive international exhibitions. the ICCR and 

the National Gallery of Modern Art also 

exhibitions from other countries and send out 

exhibitions of Indian art abroad as a part 

cultural exchange programmes. The Akademi 

receive 

touring 

of the 

often 

sponsors visits of participating artists to the venues 

of international biennials. Its exhibition hall at 

Rabindra Bhavan, available on rental at a reasonable 

rate, is used round the year by artists and 

organizations for group and individual shows. 

The National exhibition, which is held in New 

Delhi, features around three hundred exhibits, 

including paintings, sculptures and graphics. Each 

aspirant can submit up to three entries. They must be 

works created within the preceding two years in the 

case of paintings, graphics and drawings, and within 

the preceding five years in the case of sculptures. 

the selection of exhibits is made by a jury consisting 

of three or more members, constituted by the Executive 

Board of the Akademi and approved by its General 

Council. The jury also chooses ten of the exhibits for 

the conferment of the Akademi's annual awards, which 

carry a cash prize of Rs.10,000. The signed report of 
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the jury is published at the time of declaring the 

awards. Works by some invited artists are also show~ 

in the exhibition. There is not bar on an artists 

receiving the award on more than one occasion. 

Some of the works exhibited in the National 

Exhibition are acquired by the Akademi on the basis of 

the recommendations of a purchase committee constituted 

by the Executive B6ard/General Council, and added to 

its permanent collection. the outlay on this activity 

amounts to about Rs.2 lakhs per annum. The akademi 

charges 10% on the sale of exhibits from the National 

Exhibition which goes into the Artist's Aid Fund. 

In the past the Akademi had adopted a system or 

a-ttracting the participation of artists in the National 

Exhibition through the corresponding Akademis in the 

States, fifteen per cent of the works shown in the 

exhibition being reserved for this category. But this 

scheme is no longer in force, while National 

Exhibitions have served as the country's most useful 

and prestigious exhibition, several artists reported to 

the Haksar Committee that its standards have been on a 

decline during the last ten year~ or so. complaints 

made that the selection of works to these exhibitions 

was not fair. Some was also said about the awards. 
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The Haksar Report has attributed this to what it calls 

the 'politicization of affairs of the Akademi's as it 

was alleged that underserving works were allowed to be 

selected for the National Exhibition to inflate the 

roll of supporters in the artist's constituency ;which 

elect fifteen members to the General Council of the 

Akademi. However, the Haksar report was content in 

leaving this issue without any apt recommendation by 

stating 'we sincerely hope that the Akademi realises 

the gravity of the situation and take effective steps 

to restore the dignity of the National Exhibition and 
1 1 1 

Awards. 

The Triennale 

The Triennale, which is an international 

exhibition of contemporary art meant to be held once in 

three years, was initiated in 1968. So far the akademi 

has organized six such exhibitions, at intervals 

varying between three to four years, the last one being 

held in 1986. Countries with which India has cultural 

exchange agreements are invited to participate. On the 

last two occasions, more than forty countries took part 

in the exhibitions. 

111. Haksar Committee 
Paragraph 5.6. 

Report July, 
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The Lalit Kala Akademi, acting on behalf of 

committee, which appoints National Commissioners for 

selecting the entries of Indian artists. Every invited 

country is requested to app6int its own commissioner to 

make the ;selection within the country. a 11 the 

Commi s's i oners I are invited to help in mounting the 

exhibition, and take part in related activities like 

seminars and workshops. the exhibition is organized by 

a Triennale Cell responsible to the Triennale Committee 

and the Akademi's Executive Board. 

(The Triennale has over the years established a 

reputation of being an important are event). (The 

massive operation of presenting thousands of works of 

art was handled more effectively in the past, but of 

late the Haksar committee Report sees need to prepare 

appropriate infrastructure and ~nlist the services of 

experts with extensive organizational experience in 

International art). 

However, with the recommendation of appropriate 

infrastructure, the Akademi must also have an active 

and continuing support to the special cell to collect 

world-wide information on artistic events, obtain 

catalogues of exhibitions held abroad, and generally be 

a clearing house of information on developments in the 
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international art scene. The cell can establish and 

retain constant liaison with parallel organizations in 

other parts of the world, to ensure the quality of the 

exhibition as well as the related activities like 

workshops, seminars and visits of foreign 

participants. the cell may send out video-recordings 

of the even to various art schools and organizations 

within the country and abroad . 

... 
However, there has been a progressive decline in 

the quality in th quality of Indian exhibition. The 

Haksar Report, (like many conceived artists) have 

related this to what it calls (the heterogeneous 

selection to accommodate a large number of artists 

represented by one or two works each and t.he 

unwillingness of many deserving ones to be represented 

in this manner. Here a possible solution could be to 

emphasise quality rather than quarttity by selecting not 

more than ten artists, each represented by a 

substant. i a 1 number of work, as the report has 

st.Jggested. 

Research and Documentation 

(The Akademi 's research and documentation 

programme include surveys of contemporary, classical, 
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folk and tribal arts). (There is a continuing 

programme of preparing copies of select murals. The 

Akademi's ancient manuscripts unit located in Bombay 

has done good work. It would be useful .to have the 

research and documentary material transferred to the 

premises of the akademi to facilitate their use by 

research scholars and more interpretative studies of 

classical Indian art and its sociological context are 

undertaken. 

The publications on Pithoro and Warli paintings 

under the Lok Kala series are well-documented. It is 

interesting to note here that while the import.ant 

exhibitions into the capital are photographically 

documented, there is no effective cataloguing or 

retrieval system for scholars to use. It is essential 

that the documentation extends to exhibitions and 

events in other art centres of the country. the 

inadequacy is often reflected in the publications of 

the akademi including the journals of contemporary art. 

An exception must be made in the case of an Artists' 

Dire6tory. However, it needs updating. 

Taking into account the ext_ent of the wor-k done, 

one cannot avoid the impression that greater priority 

should be given to research and much more should be 
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accomplished. the Akademi should also enlist the 

collaboration of the State Akademis in taking up survey 

projects. There is a need to adopt video-recording 

techniques for the documentation of processes of making 

murals and prints, casting of sculptures etc. for wider 

dissemination, in addition to taking photographs and 

making slides. 

Publications and Dissemination 

The best way the Akademi can reach out to a wider 

public is through publications and by sponsoring films 

on art for television or home viewing. The akademi has 

publication programme in classical, folk, tribal and 

contemporary art. It has two English journals, Lalit 

Kala and Lalit Kala Contemporary, as well as a Hindi 

journal, Lalit Kala Samakaleen. However, these are 

published without any specific periodicity and hence 

they cannot enlist subscribers. The Akad~mi might 

consider making them regular. It has also published 

books on classical, tribal and folk art with standards 

of high scholarship and production in values. the 

albums of miniatures and murals, cards and large 

reprnductions are quite illustrative to the urban 

public. The publications on contemporary art include 

monographs on individual artists, albums and books of 
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essays on art, besides the two journals. the standard 

in terms of scholarship, research ;and production 

values is rather erratic, with some notable exceptions. 

While the akademi's publications are generally 

well printed and priced extremely reasonably, they are 

not well known in the absence of an effective 

distribution system. The Haksar Report has recommended 

that the Akademi must consider this problem urgently 

and work out ways of disseminating art in collaboration 

with commercial distributors. 

The Lalit Kala akademi has been working mainly in 

isolation in this sphere. In the area of Publication 

and Dissemination of its art material, it can 

collaborate services with state Akademis, universities, 

museums and institutions like the National Book trust 
• 

and the Indira Gandhi National Centre for the Arts. 

The Haksar Committee report has very pragmatically 

recommended that the Lalit Kala Akademi should ''take 

advantage of the medium of television, not only to make 

the Akademis exhibitions accessible to a very wide 

viewership, but also to have perceptive discussions on 

art and dialogues with artists'', It has also suggested 

that Akashvani, Doordarshan and the IGNCA be 

represented in the Akademis General Council. 
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AcQuisition of Art Works 

Although the akademi has a policy of acquiring 

some of the works participating in the National and 

other exhibition, the expenditure allocated for this 

purpose has been very less and most of these works are 

kept in store rooms in the Akademis premises. 

Very less and most of these works are kept in 

Store room in the Akademi 's premises thus defeating the 

entire purpose of accessibility to the public for 

viewing. some of the works are occasionally shown in 

exhibitions in 

systematically. 

India, but 

According to 

this is not done 

the Haksar Committee 

report, the standards of preservation are not up to 

that mark, and certain works appear to be 

· deteriorating. the expenditure incurred by the Akademi 

on conservation is negligible. The cataloguing of the 

collection has also lagged behind. 

Interestingly, when the National Gallery of·Modern 

Art indulging in the same f~nction of acquisition and 

exhibition of art works, then this activity of the 

Lalit Kala only seems to be a wastage of time, energy 

and resources especially of the a~ademi neither has to 

adequate space to store the collection properly nor to 
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exhibit it in systematic rotation. then these valuable 

funds allocated for the purchase of art works could be 

more deservingly utilised in other activities of the 

akademi, as there may be other ways of encouraging 

contemporary artists besides buying their works. 

Regional and Garhi Centres The Lalit Kala 

akademi has 

Bhubaneshwar, 

set up four Regional Centres, in 

Calcutta, Lucknow and Madras, and a 

community art centre in Garhi, New Delhi. these 

centres provide workshop and studio facilities for 

painting, sculpture, print making, ceramics, etc. they 

also arrange exhibitions, seminars ~nd artists camps. 

Young artists are given scholarships for a year to work 

in the centres. However, there have been certain 

conflicts in the affairs of these units. In many and 

most State capitals did not have similar centres there. 

The Haksar Committee Report has made clear for having 

common cultural centres in many cities and towns, 

catering for the needs of visual and performing artists 

and writers. It suggested that each of the National 

Akademis, as well as the State Akademis, can make a 

contribution towards attaining this objective, and the 

Zonal Culture Centres could p~ovide the essential 

infrastructure, with the Central and State Governments 

sparing matching funds. 
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Art Organizations It is a prescribed task of 

the Lalit Kala Akademi to help the development of art 

associations and give them recognition and assistance. 

the akademis constitution profiles for the inclusion of 

a person in the General council to represent the art 

organizations in each State and Union Territory. The 

Akademi currently ;recognizes sixty such organizations, 

~pread over fifteen States and one Union Territory. 

Out of these organizations, only those in thirteen 

States have their representatives on the present 

General Council. Details are shown in Appendix-11. 

Incentives of Artists 

There has been a great frustration about art 

materials of good quality not being available in the 

required quantities and the quality of paints, canvas 

and other requirements of the ;artists produced in the 

country not being upto the mark. Imported materials 

are scarce and prohibitively coitly. the akademi's 

centres do supply some art materials, including 

imported ones, to artists but this hardly meets the 

existing demand. thus one cannot see any reason why 

production within the country cannot be augmented and 

improved in quality, especially if the government 
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allocated enough funds for this and also when the 

imports are not of a very heavy nature. The Haksar 

Report recommended that art materials should be placed 

on the Open General Licence. There should be no import 

duties on such materials, or there should only be a 

nominal one. 

It is the declared policy of the government of 

India to set apart a portion of the outlay on public 

buildings for the commissioning of murals and the 

purchase of paintings, sculptures, etc. for display. 

This amount used to be one per cent of the cost of the 

building earlier. It was decided in 1972 that it need 

not a fixed one per cent but could be a variable ~mount 

not exceeding two per cent of the building cost. (The 

relevant memorandum of the Government is at Appendix 

12. But this decision is not generaJly being enforced 

in reality. The Haksar Report recommended that the 

Government may reiterate the ;decision and take 

appropriate steps for its enforcement and the Lalit 

Kala Akademi and major art experts should be associated 

or consulted. 

Another very forthcoming sug~estion of the Haksar 

Report the proposal of income tax rebate on corporate 

expenditure on the ;acquisition of artistic works for 

279 



the encouragements of the same .. this has been 

discussed subsequently in many seminars, debates, 

cultural forums organised by concerned citizens and the 

Department of Culture, New Delhi, between 1990-93. The 

approach paper (1992) on a proposed culture policy 

circulated by 'the Ministry of Human Resource 

Development too has touched upon this issue. 

There are also some serious procedural bundles 

when Indian artists are offered and financed by 

international art organisation and museums abroad, or 

when connoisseurs abroad are interested in purchasing 

works of Indian contemporary artists. the report has 

also leaded for benefits like provision of housing and 

studio space for artists, bank loans for house 

buildings etc. 

While there is sufficient mobility of the artists 

and exhibitions in different parts of India there is 

still a need for dialogue between the akademi artist 

and his audience, the Akademi artist and his 

the Akademi artist and the folk artist 

audience, 

(or the 

traditional artisans), at both the urban and the rural 

level. Indeed Lalit Kala's 'Modern art' activity 

exists only at the Urban level and is restricted to a 

minority. the idea from the Akademi was to ''take it to 
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the people'' with increased Government incentives, 

attention and help there is no reason why this should 

not be genuinely attempted at now as ever before. 

To conclude this section one could say that both 

the ~stablishment of Art Akademis as well as the 

purpose for which they were established were actions 

which are to be seen within the larger attempt of 

nation-building by our leaders, the modern way of 

organisation of civil society and its multiplicity of 

activities (including that of art production) by the 

state. Hence three essential tasks of the Akademi of 

Dance, Drama and Music were to be undertaken the 

first was Research, documentation, cataloguing and 

dissemination of material and infbrmation of various 

performing art forms prevalent in the country; the 

second was to coordinate performing art activities by 

organisation of largely Akademi funded events like 

competitions, seminars, festivals, instituting awards 

to individuals and grants to institutions, publication 

of research work or subsidising it; and the third was 

an attempt to ''revitalise" interest 1n these arts by 

the organisation of national festivals and seminars. 

On the other hand, the akademi of.Plastic and Visual 

arts sought to aim wide but its programme emphasis has 

been mainly in two spheres; that of publication of 

281 



available information and dissemination of material and 

of the organisation of exhibitions, workshops, seminars 

(like the annual national exhibition, the international 

triennale etc.). Apart from this it also indulges in 

research and documentation, acquisition of art works, 

conferring awards and honours etc. It was an attempt 

at a systematic congregation of almost each aspect of 

forms art production through these Akademis. The 

following Chapter talks about the Sahitya Akademi in 

detail. 
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CHAPTER SEVEN 

THE SAHITYA AKADEMI; 

"THE NATIONAL ACADEMY OF LETTERS" 

' 
"There is the first the literature 

of knowledge and secondly, the 

literature of power. The function 

of the first is, to teach; the 

function of the second is, to mo~e." 

De Quincey, Essays 

on the poets : Pope 



Art through Literature 

Art is a form of giving. Indeed, it is the only 

form of giving which does not lessen what one had 

before. 

sharing. 

Literature is also, in this way, a form of 

It arises out of the most spontaneous of 

human instincts which makes, us when we see something 

wonderful, say 'look'. Literary criticism is not an 

enterprise in which the variety, the fluidity of liter-

atlAre is reduced to scientific explanation. It is, 

rather, a way of enhancing literature, of extending the 

literary mode. For criticism d6es to literary objects 

and objects of art what literary seeing or literature 

does not the world. Art finds the world an obj~ct of 

enjoy~ent and wondering. Literature simply extends 

this method to the text itself, and treats the text as 

a locale, object, text of wonder. From looking for the 

world the text has brought into being, we come to look 

at the world as a text. 

Our relation with the world is provisional thing 

something that we have set up tentatively, always open 

to improvemeht, to appeal, to refinement. We constant

ly craft this relation through o~r experience; litera

ture both is shaped by this experience; and structures 

it. We see, here, experience the world always; yet we 
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can always see, hear and live it differently. Seeing, 

hearing and living are in that sense paradoxes, always 

present, always mastered, but always mysteries, which 

are not entirely mastered or controlled, which we can 

do better. For example after reading Kalidas, we come 

to see what we always saw but never noticed before. It 

sets up an encounter with the world, the most exciting 

encounter of all, the most quotidian, the most mysti

cal, the most common place. 

It is in this conte.xt that literature (or "Sahi

tya") is a de 1 i ght (but much more than that) which 

should reach everyone possible. The more literate a 

nation, the more assured it is of its progress, peace 

and contentment. Seen in this light, the Indian inde

pendent State (post 1947) too endeavoured to built 

institutions which could foster the accessibility of 

literature to as many citizens as possible. It estab

lished the National Academy of letters (the Sahitya 

Akademi) with a n~twork of affiliated institutions in 

various states and state capitals. 

A Legacy for the Sahitya Akademi ; 

The situation which entailed the establishment of 

the Sahity~ Akademi, the National Academy of letters 
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was slightly different form that of either the per

forming arts such as dance, drama or music or the 

visual or plastic arts. 

In pre-independence India, many moments of histor

ical times coexisted in the works of writers, poets and 

novelists from different parts of the country. The age 

old tradition of signers, chanters and minstrels of 

oral tradition continued to recite their poetry in 

villages and in small towns. Some of them also found 

their way to the institutions of oriental learning set 

by the colonial authorities. These performers and 

their art (though in authority and not very marked in 

then reach, impact or dissemination) we still the 

ponsitories of living sources of creativity rooted 

unmistakably in Indian culture. 

The educated Indian writer very often made use of 

then knowledge. There was then the writer of the first 

half of the twentieth century in India, introduced 

in ]the national struggle, often a member of political 

party. Keeping aware of the need for social and eco

nomic reform, and who expressed his bondage, both 

political and intellectual, th~ough his letters. In 

this group there were mainly singers and revolution

aries who aroused the Indian people to stand united 
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inspite of differences of caste, and creed against a 

common foe. In the thirties and forties of the twenti

eth century appeared yet the movements in literature 

which should the ethos of the modern literary movements 

in the western world. The titles of a few literary 

conferences were telling: "'The Progressive Writ.ers' 

Conference"', "'Anti fascist Writers' Conference"', etc. 

The writers before independence was supported only 

through private literary organizations and through and 

publications. Some worked in the Universities teaching 

English and others had begun to be associated with the 

All India Radio. This history of many famous poets"and 

novelists of India of the Thirties, however, is a 

history of object poverty and non-recognition during 

their life time. 

Seeing this situation, 

urgent 

words 

need of 

of the 

independent 

Dr. Bhabha 

the 

India 

government felt an 

(to put it in the 

Committee report 1964 "'to 

provide ways and means of preserving and fostering the 

arts through governmental efforts."' The government's 

main effort materialised in the establishment of the 

three National Akademis of Art, which it hoped "'would 

sustain and revitalise the traditional arts and create 

opportunities for artists to express their hopes and 

aspirations of modern I~dia in contemporary language." 
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(ibid). 

The Sahitya Akademi was established by a govern

ment resolution on 12 March, 1952. The broad objective 

of the government of India in setting up the Akademi, 

as stated in the concerned resolution, was "to estab

lish a national organisation to work activity for the 

development of India letters and to set high literary 

standards, to foster and coordinate literary activities 

in all the Indian languages and to promote through them 

all the cultural unity of the country". As the K.hosla 

Committee report 1972 in an attempt to define the 

concept of cultural unity in official discourse states 

that behind the incorporation of the Sahitya Akademi 

there was the acceptance and recognition of he complex 

unity underlying the variety of Indian languages and 

literatures. It was also a bold reassertion of the 

faith that variegated richness, variety with regional 

vitality and authentic quality was a blessing rather 

than a curse - to be preferred to a monolithic unity 

without the capacity of fluidity, flexibility and 

diversity. 

The Akademis specific objectives are ~et out in 

its constitution (vide Appendix-1). Its activities 

extend to all the fifteen languages enumerated in the 
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constitution of India and seve~ others recognised by it 

for this purpose. A list of the languages recognised 

by the Sahitya Akademi is given in Appendix 17 of this 

text. 

Though set up by the .Government, the Akademi 
/ 

functions as an autonomous organization. It was regis-

tered as a society on 7th January, 1952, under the 

Societies Registration Act, 1860. 

Three programmes of the Akademi have received 

special attention. They are (a) to embark upon a 

programme of translations of literary works from one 

Indian language into others and from non-Indian lan-

guages into Indian languages (b) to publish works of 

literary history and criticism and books of reference 

like bibliographies, biographies etc; (c) ~o popularise 

the study of literature amongst the masses, and to 

encourage publication of works in Devanagari and other 

Indian scripts. 

In the previous chapt~r some problems common to 

all the three National Akademies have been discussed 

yet in this chapter the attempt would be to analyse not 

just some of the problems and the Haksar Committee's 

recommendations aimed at solving them but even the 
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controversies which have more or less paralysed the 

achievement capacity of the sahitya akademis. 

Literary Awards 

The Constitution of the Sahitya Akademi professes 

to award prizes to works of outstanding excellence and 

to honour writers of eminence. Grant of awards to 

literary. Works in each of the prenty- tow recognised 

language is one of major Akademi activity. The first 

literary set of awards ever to be financed through the 

Central Government was institutional by the Sahitya 

~kademi in 1955 for the most outstanding books pub

lished in the previous seven years. Since then the 

Akademi has awarded prizes to the most outstanding 

books of published in any recognised Indian language 

but these prizes related to books published in the 

previous three years only. The award amount which was 

Rs. 5,000/- since inception has been enhanced to Rs. 

10,000/- from 1983 and it is Rs. 25,000/- from 1988. A 

Sahitya Akademi Award is approximately around Rs. 

25,000/-, it is modest in comparision to others e.g. 

the recently instituted "Saraswati Samman'' by K.K. 

Birla Foundation offers Rs. 3·lakh, Jananpith Award 

Carries a prize of Rs. 1.5 lakh. Other State Govern

ment Award, the Maithilishran Gupt Award & the Iqbal 
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Samman Award of Madhya Pradesh or Srimanta S~nkardev 

~ward of Ass~m- all carry a hefty prize only worth Rs. 

lakh. Appendix 8 gives an illustrative list of such 

~wards. 

But Sahitya Awards are prestigeous because of 

their character, the vast expanse of the Akademi & also 

the immense prestige attached to its annual awards, 

literature from all over the country view with each 

Jther to become members of the select club of award

~inners. 

However, recently (June 1992-1993) there has been 

~ great deal of dissatisfaction and resentment ex

Jressed about these annual awards of the Akademi, 

~specially in its existing procedure of selecting the 

~ward winning works. 

It is interesting to note that from the beginning 

~he Akademi itself has been actually sensitive to this 

issue. And in the usual bureaucratic style of 

~xpressing this; it has had the mechanism of selection 

reviewed many times by committees consisting of what 

the Haksar report calls "eminent_personalities". From 

1959 to 1978 as many as six differ~nt committees re

liewed the system. They were chaired respectively by 
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Dr. C.D. Deshmukh, Mr. K.G. Saidyadian, Dr. Zakir 

Husain, Prof. K.R.Srinivasa, Iyengar (twice) and Prof. 

U.K. Gokak. All this has been in an attempt to down 

certain criteria for selection of books and for 

evaluating relative merits of this which figure in the 

short lists. 

However, the recent controversy on this issue has 

show balled into a major debate involving writers in 

big cities who have has access to the Akademi and its 

network in institution and claim a potential state for 

its awards. Whether the fault lies with the Sahitya 

Akademi and its procedures or the general insufficiency 

of limited resources for a progressively increasing 

group of aspirants, is yet another issue. 

For this one would have to look into the 

prevailing criteria of the Sahitya Akademi governing 

the procedure of selection for awards as well as the 

circumstances which have led to a crisis of overall 

discontentment, res~ntment and frustration amongst the 

city based Sahitya Akademi aspirants. 

The present criteria governing these awards is 

simple. Every year, in each of the twenty-two lan

guages recognized by the Akademi, an award of Rs. 

25,000/- is given to the book which is judged to be the 
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most outstanding literary work published in that lan

guage in the three preceding years. Posthumous works 

are also· eligible if they are published within three 

years of the authors death. Translations, anthologies, 

abridgements, edited or annotated works, incomplete 

books and treatises prepared for a university degree 

are not to be considered; to also books written by 

persons who are Fellows of the Sahitya Akade~i or 

members of its Executive Board. No author can receive 

the award in more than one occasion. 

The present procedure is as follows: To begin with 

the Akademi prepares a ground list of deserving books, 

incorporating the titles obtained from one expert for 

each language (two experts in the case of Sanskrit, 

representing the North and the South), and any titles 

that might be suggested by the literary associations 

recognis~d ·by the Akademi. This list is referred to 

twenty-five persons figuring in a preliminary pane. 

Each of them is requested to suggest independently not 

more than five books, either drawn from the list or 

including other books, either drawn from the list or 

including other books of his own choice. All the 

members of the Akademi's Advisory Board for the 

concerned language other than its convener are invaria-
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ble included 

suggested by 

list which is 

among 

those 

this set of persons. The titles 

who respond are placed in a short 

sent back to the preliminary referees, 

each of who is now invited to recommend a single book. 

The names of the individuals consulted up to this stage 

(other than the Advisory Board members) are not re

vealed to the public. 

In the next stage, the final recommendations 

received from the persons who have thus screened the 

books are referred to three final Readers, each of whom 

is invited separately to make a studied evaluation and 

arrange the titles in the order of merit, supporting 

the choice with detailed comments. The member repre

senting the language of the Akademi's Executive Npard 

(who is also the Convener of the concerned Language 

Advisory Board) is always one of the Readers. 

In the concluding stage these findings are consid

ered by the Executives Board, which determines the 

priorities on the basis of the preferences given by the 

Readers. Where two out of these three Readers given 

any book their first preference and the third does not 

consider it unworthy of the award, the issue is settled 

automatically. But where any conflicting pattern 

emerges, the Executive Board considers the detailed 
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opinions of the Readers and takes its own decision. 

Since 1981, the names of the Readers are announced at 

the time of declaring the awards. 

It may be noted that for ~eciding who shall be the 

expert preparing the initial ground list, the Secre

tariat of the Akademi requests every member .of the 

concerned Language Advisory Board to suggest at least 

ten names of literary critics, librarians or research 

scholars who are actively watching the current literary 

scene. Similarly, each of the Advisory Board members 

is invited to suggest twenty-five names of eminent 

writers,scholars or critics for the preliminary panel, 

and also ten names of distinguished authors, critics or 

teachers for the panel of final Readers. 

The proced~re of preliminary screening by a set of 

competent persons, detailed evaluation by three final 

Readers, and consideration by the Executive Board has 

been followed since 1959. Consequent on the Deshmukh 

Committee's report. Subsequently the preliminary penal 

was enlarged, the criteria governing the eligibility of 

books were spelt out more clearly, and the idea of 

preparing an initial ground list of deserving books is 

consultation with an expert and recognized literary 

associations was introduced. 
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In order to illustrate it simply, the present 

Award procedure (which has been prevalent since 1959 

consequent to the Desh Committee Report) is as 

follows:-

THE EXECUTIVE BOARD 
THREE FINAL READERS 

FINAL DECISION MAKING 

THESE CONSTITUTE THE FINAL RECOMMENDATIONS 

EACH REFEREE NOW RECOMMENDS 1. Ten names for the final 
ONE SINGLE BOOK EACH list of readers to suggest 

by the Language Adviso 
Boards. 

SHORT LIST SEND BACK TO 2. Each of the 3 readers 
PRELIMINARY REFEREES are invited separately to 

to make a studied evalua-

SHORT LIST PREPARED 

tion and arrange titles in 
order of merit supporting 
choice with detailed 
comments. 

3. On the basis of prefe
rence given by the 3 
Readers choice of execu
tive board. 

4. Since 1981, is names 
of readers are announced 
at the time of the awards 

Each member suggests 
independently not more 
than 5 books either drawn 
from grand list or from 
own choice 

PRELIMINARY PANEL Consisting of -
25 persons 

Composed of Langu
age Advisory Board 
members (other than 
6onv~ner) 

Ground List is referred to Preliminary Panel. 
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GROUND LIST Titles of Books in Ground List are 
detained from: 

1. One expert in each language 

2. Literary associations recognised by the 
Akademi 

3. Members of concerned Language Advisory Boards 
suggest 10 names of Literary experts who can 
help prepare Ground List. 

The main area of discontent seems to lie in the 

Akademi's overall functioning & structuring of its 

Governing Executive and Advisory forums, in the impres-

sion that there is concentration of power in the hands 

o! certain groups or individuals. Also the literary 

associations recognised by the Sahitya Akademi which 

have an important role to play in the initial stages of 

preparing the ground list, one not always fully repre-

sentative of some of the literatures. 

In order to rectify this problem somewhat, the 

Haksar Committee report has suggested the following 

measures, seem quite reasonable and practical. 

First of all it suggests that the awards should be 

decided not by the Executive Board but by the Readers 

themselves. 

At present the Readers give their final evaluation 

separately, and the Executive Board collates and inter-

prets their opinions, and gives its verdict in the 
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case of all twenty-two languages. Since each member of 

the Executive Board is not likely to be familiar with 

most of the languages, in effect the Board is likely to 

be influenced by the opinion of the member representing 

a particular language. This would give him a decisive 

voice, strengthening the impression that there is a 

concentration of decision-making power. 

"We believe that the right forum for judgement 

should be a jury of three eminent persons in each 

literature. They should sit together and come to a 

joint decision. If there is no un~nimity in their 

choice, the opinion the majority of the members should 

prevail. The jury must prepare a citation, setting out 

why they consider a book worthy of the prize. Once 

there verdict is given, the Akademi should abide by it. 

In order to enhance the credibility of the system, 

members of the Executive Board may not be included in 

the jury. At least one member of the jury must be a 

fellow of the Akademi or an author who had won a Sahi

tya Akademi award in the past. As in the case of the 

Readers at present, the names of the jury members 

should be announced at the time of declaring the 

awards, and their citation published. If there is 

total disagreement among the members of the jury in any 
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language, the award should be withheld that year, and 

the reason announced. 

This is a good suggestion but one cannot help 

noticing that after the report marks are the area of 

discontent as concentration of power in the hands of 

certain groups or individuals ''(P 54) it suggests 

e~actly the same thing, that is, decision making not by 

the members of the Executive Board but a three member 

jury(!) 

Secondly the report suggests that the language 

Advisory Boards may be closely associated with the 

process of initial selection. It is true that even now 

the members of the Advisory Boards are consulted 

individually in the matter of nominating the expert ~ho 

helps in the preparation of the ground list and drawing 

up the preliminary panel of judges as well as the final 

panle of Readers, and they are also invariably included 

among the twenty-five persons who screen the ground 

list. But it envisages a role for the Language Adviso

ry Board as consultant bodies in the context of the 

awards, extending to the preparation of the ground list 

as well as its screening. 

Another reason for discontentment was that the 

Sahitya Akademi has a practice of considering only 

298 



books published in the preceding three years for the 

awards. Also each language has to have a category for 

an award but for not more than one book each. Now this 

has raised a lot of questions. Firstly both the above 

practices resulted in some deserving authors being 

overlooked especially in those languages which are 

blessed with plenty. Secondly, the question arose 

whether the award be for a book for an author in line 

of his life time contribution. The Haksar report's 

answer to this was that the award should be for both 

the reasons. It recommended the institution of an 

additional award in each language to be given periodi

cally at intervals (which ·could be decided by the 

Akademi) to a distinguis~ed writer in each of the recog

nised language, without reference to any specific work. 

The monetary value attached to these aw~rds may be the 

same as for the awards given for individual works. The 

procedures for shortlisting and selection could be 

devised on similar lines and the jury could be dis

cussed by the Akademi and concerned writers jointly. 

However, where this additional financial outlay 

was to come from, was not discussed by the report. It 

al~o suggested that if no book 6r author in any given 

language come up to the mark in a given year, no prize 
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need be awarded. Most of time, it is given as compro

mising gesture of not ''excellence in literature" but 

more as a measure of language development and promo

tion. This in turn defeats the entire purpose of 

institution awards for accomplishment. For the purpose 

of ''promotion" and encouragement of languages there are 

other funds specifically allocated under defined pro

grammes and schemes of the Akademi itself. 

Today the Sahitya Akademi seems to be at cross

roads. Questions ranging from its purpose of existence 

to streamlining its structure and functions have been 

raised by the community of authors in recent times. 

Rumblings of discontent regarding this prestigious 

institution meant to set high literary standards, to 

foster and coordinate literary activities in all Indian 

languages, have for long been voiced but in dots and 

clashes. Today they have become more than pause. They 

are fully potent statements. 

It is for the first ti~e that the community of 

writers have got divided into two camps; a group de

manding restricting to make the Akademi more democratic 

and accountable and another for midable group asserti~g 

the status quo & protest the in build autonomy of the 

institution. 
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Examples like the following regarding controver

sies, lobbying, corruption 6f bureaucratic positions ir 

this institution, canvassing etc. have become ver) 

common for the Akademi. For example, the recent con

troversy (August 1992 - October 1992) over the selec

tion of a Punjabi award has shown that the Akademi 

awards have encouraged a rat race amongst writers. 

Whatever the reason, the reason for the controversy 

was regarding the Punjabi award presented to Harinder 

Singh Mehboob for his 828-page collection of poems 

entitled, ".Janan di Raat". It came under attack for 

containing scurrilous references'' the late Prime Minis

ter, Mrs. Indira Gandhi (though not by name bt.~t by 

implication). One of the poems openly enlogised the rol 

of her assassination, Beant Singh. This controversy 

surrounding the selection of material for the Sahitya 

Akademi awards gradually shoballed into a major crises 

with angry outbursts. The entire issue got politi

cised. It was as if it was waiting to be picked up by 

not just the community of writers but also political 

activists (ii) Youth Congress workers while presenting 

a memorandum to the Academi functionaries against the 

award resorted to blackening the face of one of its 

senior officers (Aug. 1992),. The Minist~y of Human 

Resource bevelopment typically maintained a stoic 
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official silence. The Sahitya Akademi President Dr. 

Birendra Kumar Bhatacharya apologised on behalf of the 

organisation by admitting that there had 10 member 

committee. He announced the setting up of a Akademi 

dut of controversy in its future award selection. 

The controversy of the Akademi's and selection 

procedure as old as the Akademi itself. Allegations of 

manipulation corruption, favouritism, appeasement have 

been levelled from time to time. This issue is as old 

as when Dr. S. Radhakrishnan, President of India or

dered reconstitution of the jury in his capacity as 

Chairman of Sahitya Akademi so that a particular aspir

ant close to him could be accommodated. This candidate 

recommended by the lower panel of assessors. In seven 

or so odd cases, honoured writers have declined to 

accept the Sahitya awards due to various reasons. The 

noted Marathi writer G.A. Kulkarni returned the 1973-

Academi award in consequence of aspersions caste on him 

with regard to date of publicatioh of his book of short 

stories Kajal Maya' V.R. Narla, whose Telgu play 'Sita 

Josyam' was elected for 1981 Award, accepted the honour 

only to refuse later on the ground that not only an 

adverse review o~ the book was published in the Akademi 

own journal 'Indian Literature' - but the Akademi 

302 



also declined to accede to his request to pu~ a ban or 

further discussion on his book in the journal! Sures~ 

Joshi, whose 'Chintayani Manasa' was chosen for the 

Gujrati Award in 1983, refused the prize saying that 

this book contained only stray essays and did not 

deserve the award. he believed the Akademi only gave 
-

awards to writers who were 'spent forbes'. The Aware 

. in Urdu to 'Atish-e-Chinar' (Fire of Chinar wood) by 

late Sheikh Mohd. Abdullah for 1986 created another 

controversy as the book carried critical references 

with 'tounge-in-check' comments on the two politicians 

Jawaharlal Nehru & Sardar Patel, consequently Atish-e-

Chinar was written by the Secretary of J & K Cultural 

Area, Mohd. Yousuf Teng. The 1991 award in Urdu to 

Salahuddin Parvez for his work 'Identify card' was 

resented by a section of urdu writers with a very few 

appreciating the selection Mr. J.P. Das whose 'Anhika' 

was selected from the 1991 oriya award, declined to 

accept it for purely personal reasons: However, to 

services close to the noted oriya writer, he was loath 

to get embroiled into the politics of selection that 

would have grouped him with a particular fashion of 

writers in his home state. 

The present Sahitya Akademi Secretary, Prof. Indra 

Nath Choudhuri believes that if out of 592 books award-
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ed in various languages of the country, there has been 

controversy with regard to 8 awards, then it is not 

alarming given the involvement of as many as 638 writ-

ers/scholars in 22 languages in the selection process. 

And in any case the Akademi's Executive Board has made 

efforts to review & revise the process of award sel~c-

tion as .many as 6 times previously incidentally. The 

7th· review was planned earlier but coinciding with the 

ongoing controversy has further streamlined the 'selec-

tion process' by eliminating possibilities of any 
1 1 2 

lapse, so Prof. Choudhury says. 

Here again this makes one ponder upon the various 

doubts and queries which have surfaed in these acrimo-

nious debates from time to time. Quarries which follow 

the line of questionning, like have the National Akade-

mi of Art & Culture failed in achieving their lofty 

ideas enunciated at the time of their reception? What 

and where are the parameters dramatic functioning 

within an autonomous structure? Is there a need to 

substitute the award procedure by another procedure of 

honouring deserving scholars & literature would it be 

better to srrap the awards altogether? Is there too 

112. Jay Raina "Sahitya Akademi, when Awards lose their 
sheen", The Hindustan Times, August 31, 1992 
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much ads being made about non-such-a significant issue 
113 

when you weigh it in the context of indicating, 

what K.S. Duggal Calls 'a time honoured institution 

which enjoys a prestigious position in the National 

Academi of letters internal organisation. We 11, 

inspite of everything one has to admit that the Sahitya 

Akademi is invited to literary meet seminars, symposia, 

writers workshop~ would over and alternatively which 

are organised by the Academi in reciprocation. 

For deficiencies in the Awards Procedure, the 

solution could lie in a slightly different avenue under 

this, apart from other considerations, creative solu-

tions, one looks into the Haksar Committee's Recommen-

dations, and their aftermath consideration and execu-

tion, if any. Amongst some of the interesting and more 
114 

feasible suggestions and things done in order to 

arrive at such suggestion, the Haksar Committee sent 

few suggestions & comments of over 120 writers the 

113. K.S. Dugal, The Hindustan Times, October 21, 1992 
- "Award Issue, whose fault"? 

114. There were two such Review Reports befor the 
Haksar. The first was the Dr. Bhabla Committee 
Report (1962) & the other was the Justice Khosla 
Committee Report (1972). MOst of the suggestions 
of Bhabha were declared as unfeasible and non 
applicable. Not practical enough to be 
implemented. 
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country over. It got different responses from those 

who put their signatures to the memorandum addressed to 

the Human Resource Development Minister. While the 

Committee no where suggested the scrapping of the 

awards. Among the 120 writers who sent then signed 

memorandum to the Human Resource Development Ministry, 

were Prof. V.K.Gokak, Mulk Raj Anand, K.V. Puttappa, 

Swaram Karnth, T.K. Joshi, Bhushan Sahhi, Namwar Singh, 

Sisir Kumar Das, Subhash Mukhopadhyay, Vasant Kanetkar 

& Vidya Niwas Misra, In their written rejoinders to the 

Akademi in connection with the Haksar Committee recom-

mendation, they rejected the suggestion of the 

Committee that the President of the Akademi be nominat

ed by the President of India as against the election by 

the Akademi General Council as per prevailing practice. 

The 120 writers while rejecting the sugge~tions pointed 

out the acceptance of Haksar Committee suggestion may 

mitilate against autonomy of the institution and digni

ty of the w~iters it sought to represent. 

However, since every cloud has a silver lining. 

In recent times, the community of writers have got 

together and strengthened their_feedback mechanism to 

the government even though the lobbying may have 

ignored larger issues. 
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Many writers allege that the Akademi does not 

exists powers to power to discover unpublished, bril-

liant young talent & usually perfect the safety of 

maintaining a status quo. Awards are given, at times 

on compassionate grounds to the old leving the prize 

money in the hands of children of the honoured, they 

complain the Academi's Executive Board member Shivanath 

suggested sometime in August, 1992) the scrapping of 

the 'noble system of awards', Shivanath has found 

favour from writers li"ke Kushwant Singh in his finding 

fault with the present day structure of the Akademi 

alleging too mubh power in the hands of the Akademi 

President and Secretary. 

In the wake of this controversy, as if in continu-

ation of their markers of protest On August 12, 
115 

1992, another 67 writers addressed another 

memorandum to the Union Minister for Human Resource 

Development, Mr Arjun Singh, questionning the process 

of Award Selection, and the organisation of the Akademi 

since the selection shows wilful floutihg of procedure 

and canons of fairplay.under the cover the autonomy. 

They have urged ~he minister to subject it to an 

115. The Times of India, August 19, 1992 and The Indian 
Express, August 22, 1992. 
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indepth injury. The writers and playwrights included 

Mahasveta Devi, Amrita Pritam, Nirmal Verma, Mul Raj 

Anand, Satyadev Dubey Ali Sardar Jaffri, P Ankesh, 

Girish Karnad, Habils Tanvir, Gulabdad Broker, 

Trilochan Shastri, K V Subbanna, Utpal Dutt, Dr S L 

Byrappa, Prasanna, B v Karnath, Ram Gopal Bajaj, Geeti 

Sen, Dr K S Karnath, Dr Kartar Singh Duggal and 

Shivarudrajppa. While others like Krishna Sobti, 

Vishnu Khare, Sagar Sarhaddi, Manmohan Shyam Joshi, 

Tara Singh Kamul were of the opinion that it WOl~ld only 

be to scrap the awards altogether whereas Qurratulain 

Hyder, a recipient of the Janpeeth and Sahitya Akademi 

awards believed that there was no need for 

restructuring it is very important to maintain the 

autonomy of Sahitya Akademi and the award procedure 

should be satisfactorily modified now. Subhash Mukho-

padhyay, was of the opinion that while the Akademi's 

autonomy should not be disturbed it should function in 
116 

a more democratic manner. 

These sixty seven signatories further stated that 

since the akademi felt short of providing professional 

facilities, the nations premier literacy institute 

116. Jay Raina "Rumblings, the Sahitya Akademi, The 
Times of India, August 31, 1992 
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should be restructured, made more democratic and 

accountable. However, indignant writers, playwrights 

and scholars of large from different parts of the city 

have felt that the group of sixty seven has many 

disgrunted Delhi based writers who ar angry at being 

kept out of the top echelons of the Akademi, and point 

out that since pieces of the Akademi cake have been 

plenty ful (500 awards given in its 38 years of 

existance) the frustration too has ground aec by many 

of these people have been closely associated with the 

Akademis Awards, sp~akers in Seminars employees, 

participants in different programmes while same of 

these outstation scholars have volunteered to put a 

record their appreciation of the Akademi's functioning, 

especially in the past few years, others have suggested 

constructive and creative innovation not changes in the 

award selection and.award presenting proceedings. And 

almost all have resehted the attempt to take away the 

powers vested in the General Council, which comprises 

representative writers from all over the city. 

However, in thii society of peers, it is healthy 

to have differences but not divisions. If the Akademi 

has lapsed, the writers should get together and correct 

it and not the government or lese the Bhopal story of 
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the Bharat Bhawan would be repeated here too because of 

governmental interferences. Eminent Hindi writers, 
11 7 

Nirmal Verma said "I have always apposed moves in 

the past. of curb and auto of Bharat Bhawan. I w; 11 

equa 11 y deplore it in the present case. This 

memorandum of sixty seven writers to the Ministry of 

Human Resource Development, he saw as a part of the 

self destructive streak which made us seek faults in 

any organisation that was doing some work, for a 

sleeping organisation could make no mistakes surely. 

Yes there could be some amount ~f rationality in what 

Nirmal Verma has had to say. But to try to camoflange 

deficiencies in any organisation which has conceptually 

monetarily and in the employment and deployment of 

skills and resources reserved a place for itself on the 

national agenda since its inception, would be like to 

turning a blind eye to the problems or to the National 

efforts made on state run just on the whole. These 

efforts, even though in terms of finances may have been 

meager in the past few decades, yet have tapped on many 

other national resource energies like creativity, 

talent, organ on networking, institutional on finance 

allocation, etc.) if not national· aspiration. 

117. "Akademi to review Award Procedure" The Times of 
India, August 19, 1992 
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Hence constructive criticism is always an antedolf 

if not the very foundation of reform and progress, bu· 

this does not justify unnecessary lobbying against on1 

another, especially it is within the same peer group a1 

UR Ananthamurthy the new President of the Sahity1 

Akademi believes. And may be instead of criticism, i· 

some of the multifarious and more constructive activi

ties of the Sahitya Kala Parishad are focused upon an< 

encouraged whether they are 'Meet· the Author Pro

grammes; the 'men & book se~ies; the translatior 

awards, the seminar & workshops where writers get tc 

meet other creative minds, the volumes on history o1 

Indian literature, a journal on contemporary Indiar 

literature besides the lively festival of letters whict 

coincides with the award giving ceremonies and helpe 

writers to cross the languages barriers G.P. Deshpande, 

Satyadev Dube.and Prasanna also felt that ignoring all 

its achievements the Akademi should not be judged onl) 

by a few controversial awards out of the 592 given sc 

far. The current controversy would best be solved b) 

writers readers & the General Council. Al three none 

of these are novelist feel that the awards wee a recog

nition of the craft of writing. The money was not e 

very significant consideration since these days ever 

tutorials payed lakhs to bright candidates. These 
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awards focused attention on the awarded works and 

increase our awareness of the writings in other lan

guages with which we could not otherwise be easily 

familiar. In 

awards, the 

fact to consolidate the gairis of the 

Akademi should dramatise the award & make 

the writings more high profile and yet at the same time 

accessible to the common persons comprehension. In

stead of awarding onl~ established writers and curtail

ing the spending seminars, the Akademi should support 

avant grade writers. May be i~ is the secracy involved 

in the cur~ent award procedure that gives the feeling 

that it is manipulated. Bbth the names of the jury & 

the members of the 3 best works should be announced 

even the differences & deliberations over the award 

should be made 

inaccessability 

productivity. 

public. Foreignorship, secrecy or 

never promotes creativity, harmony and 

In this respect, the Haksar Committee Report has 

shown ~tatesmanships by recommending that the jury 

should be made entirely responsible for the award and 

that literary merit should be the role criteria for 

giving the award. There has been a art majority of 

oponion, inciluding the one expressed in the Haksar 

Report or by the President of the Sahitya Akademi that 
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if in a particular language no book is artistically 

good enough to get the awarf, then no award in that 

long is constituted. This would only increase the 

creadibility of the award. The constitution of the 

Akademi admits a provision to with hold awards if no 

author for work is deserving enough. However, for ten 

years (approximately) between 1981 and 1992, every year 

religiously awards were presented to fill in the slot 

of each of theSahitya Akademi's language categories, 

even it meant awarding mediocracy. But due to this 

out burst of writers, the situation has changed since 

last year 1992 Sahitya Akademi Awards by the excutive 

meeting of the Akademi in December, 1992, keeping the 

above consideration in mind no award was given fo 

singhi language. Also these books were selected on 

basis of recom made by a 3 member Jury in concecned 

language's including Kashmiri, Konkani, Maithili. And 

over and above that there should be freedom of 

expression writing and belief. 

These seems to be no reason why a certain literary 

treat with creative a academiclegitimacy shold be held 

back from being a consideration in the Award selection 
-

process, if it seem~ to imply suggestive derogatory 

symbols to a certain sentiment, belief or personality 

which is considered sacred in the majority psyche 
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otherwise what kind of freedom are we talking about in 

any case? A freedom which only allows us to mender 

within STraight jacket compartmentalised categories 

carved for us by our 'founding others'. (Please note 

the use of themasculive in this very commonly used 

phrase) And creativity and innovation then is only a 

matter of whocascades moe enthusiastically and in a 

more novel posture within the strict route of this 

meandering. 

Following the Haksar Committee Recmmendations, in 

August 1992, a ten member committee was set up by the 

Akademi to recommend changes in the Aware procedure. 

The Executive Board meeting which followed ecidedto 

democratise the award givingrocess by making the 

decision of the three-member jury as final. This jury 

read the short list of books recommended by twenty five 

other writers and decided upon whom to confer the 

award. Earlier the practice was that the Executive 

Board used to have the final say. Subhash 

Mukhopadhyay, and envinent scholar, recalled that in 

the '70's when he had bee a part ofthe akademi's 

Executive 8oard, he had raised the point that a Board 

member should not be a part of the three member jury 

which decides on whom to bonfe the award. The others 
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had not agreed then but a change has now been made. 

And had some of the· Haksar Committee Recommendation 

been actedupon earlier may be things would not have 

reached such a pass. 

This controversy has interestingly through up some 

larger issues which need cry for considreation. 

It has become necessary to rise above the 

mentalityof fault finding at a very restricted level., 

One has to look beyond the question of whose fault this 

kindof lapse entails whether the fault of the "eminent" 

jury in whose jurisdiction thsi objectionable poem had 

escaped notice; or the fault of the Akademi's Executive 

Committee who fails to even glance though it before 

deciding the award; or further still was it because of 

a total lack of concern and interest with other writers 

and people concerned with akademi affairs, who on one 

hadn did not bring any such 'Scurritous portion' of the 

poetry collection to the attention of the award 

selection committee of the Akademi and on the other 

hand first acclaimed the announced award and then 
118 

started speaking in a different voice. Then what 

had to be seen today is, whether we now for a long time 

' -------------------------------------------------------
118. K. S. Duggal, "Award issue, whose faulty?". The 

Hindustan Times, October 21, 1992. 
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have dwelled in variously defined perspectives of back 

bitting and distinctively under cutting each other and 

whether out questions have been wrongly framed 

altogether. Then does the state (or such state run 

institutions like the National Academy of letters') 

really have the previlege (let alone right) to define 

and disseminate what constitutes "Surritous" writing 

"incondusive t.o pub 1 i c sentiment and mora 1 e" 
1 1 9 

as 

contrasted wit.h "ethical" nationalist etc. For this 

"previ lege and right the stat.e survely appropriates 

for itself; as an example, of this was clearly 

reflected in Maulana Azad's inaugural speech at the 

Sahit.ya Akaedmi in which he said,·" .... In a democratic 

regime, the arts can derive their sustenance only from 

the' people, and the state, as the organised 

manifestation of the people's will must therefore 

undertake its maintenance and development as one of its 
120 

first responsibilities. Then may be today this 

119. The Haksar Committee Report has explicitely Quoted 
Robert Huge's article, " A Loony Parody of 
Cultural Democracy", in the Times Magazine, August 
14, 1989. In this article Huges has crticised 
senator James Helms for proposing a measume that 
would forbid the Amenical National Edowment for 
the Arts to give money t6 "bromate, disseiminate 
or produce" anything "obscene or indecent" ..... 

120. "The Haksar Committee 
paragraph 2.30). 
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logical conception of casuality be~ween the state as an 

embodiment 

will, and 

of the organised manifestation of profiles 

hence, its first responsibility as a 

maintiner and developer (of society in general and) the 

arts (in particular) - needs to be reconsidered. 

It is not a question of, why in this acrionious 

debate scurrious portions have been obliverated from 

considerati6n (intentionally or otherwise) but it is 

possible to shift out our parameters of concern whether 

to a position from which we could hope to grapple with 

the question as to why does any state run institution 

or public policy have a right to stop (omit or commit) 

any text from receiving an honour it so deserves? Yes, 

writers and other concerned citizens have freedom of 

thought expression belief in democratic India and so 

they can demonstrate, India and so they can 

demonstrate, lobby or protest. Take for instance, the 

above mentioned Mehbobs award controvery (1991 ). Must 

one controversial poem under a creative writers 

lifetime work? Out of the 828 pg. volume,what apart 

his 1212 pgs. magnum opus which traces the evolution of 

the Sikh faith with remarkable insight and scholarship, 

the literary excellence of poetic expositions? But 

then the question arises, where does one draw the line 
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bet freedom of speech and expreqsion and independence 

of writing and being,. Yet hist line has to be drawn 

and declared a more immediate level, in reference to 

the Sahitya Akademi, in order to rid it of parochial 

senseless controversies and make it more accessible to 

India at large, may be what is needed is a more through 

mechanism in regard to at least to areas of its 

funct. ion i ng:-

1 . The streamlining of the "Accolmtabi 1 ity'' of 

office bearers within the Akademi's structure of 

bureaucratic hierarchy, and 

2. The streaml i ng of the "Feedback" avenues from the 

public (and writers) at large to the Akademi (or 

Government). 

Both the above measures being mutt.Ja 11 y 

complementary. For it is o~ly if office bearers are 

made accountable for their decisions, actions etc. (for 

example, the priority and/of channelisation of state 

funds through the Akademi etc.) and these are made 

public, that the common person would find it more 

within her/his power to voice her/his grievance and 

make a difference in any matter of her/his concern, 
. 

inturn enabling the Akdemi to serve the audience for 

which it professes to be constituted in the first 

place. 
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THE "ELECTIONS" OF THE PRESIDENT OF 
THE SAHITYA AKADEMI:-

Based on the Haksar Committee's recommendations, 

the Akademi should have its President not unanimously 

elected as has been the case since its inspection in 

1954, but the name to be nominated by the President of 

India. 

Even on the eve of the elections to the eighth 

President of the Sahitya Akademi in February, 1993, a 

formal notification was issued by the Department of 

Culture Ministry of Human Resource Development, 

Government of India, which asked the Sahitya Akademi 

to reconsider the Haksar recommendations especially the 

"nominate" of the Akademi President by the President of 

India and increasing the membership of the General 

Council. 

The illustration of this case is a telling comment 

on the amount of 'Autonomy' allotted inworking and 

decision-making of the largely state ft.mded 

institutions like the Sahitya Akademi by the state. 

Despite official policy statements by the government 

departments involved in 'art and culture', factics of 

bullying and bull dozing by bureaucrats and politicians 

have not seized. On December 21 , 1992, the present 
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secretary of the Department of Culture (Mr. Bhask 

Shosh) wrote a letter to the (former) Akademi President 

Mr. Birendra Kumar Bhattacharyya which said ''Urgent 

action" was be taken by the Akademi: to incorporate the 

Haksar Committee's report's recommendation on the 

"nomination" of the Akademi President. Until this 

happened the General council whose term expired on 

December 31, 1992 postponement of the reconstitution of 

the General Council which meant the amendment of the 

Akademi constitution, k' rna 1ng it difficult for the 

Akademi to convene a meeting to discuss the above 

not if i cat. ion. Consequently, the Sahitya Akademi's 

Executive Board held a meeting (on December 27, 1992 at 

Bangalore) in which it unanimously rejected the 

government decision of 'nomination' of the Akademi 

President. This, it felt would direct impunge on its 

autonomy or whatever was left of it. The sole 

representative of ~he Department of Culture, Government 

of India, present at this meeting made an official 

statement justifying the governments stand by saying 

"since the government set up the Akademi, it had the 

right to change its constitution at will". December 

22, 1992 the Times of India. In January this year 

(January 3, 1993), the President of the Sahitya Akademi 

wrote a five page letter to the Ministery (Mrs.Arjun 
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Singh) or Human Resource Development which asked the 

Government of reconsider its adamence on the nomination 

of the Akademi President as writers Kand Akademi members 

all over the country were not likely tq agree. Among 

other directives, the Akademi also formally rejected 

the Haksar Committee reports recommendation on the 

constitution of the Akademi's General Council, the 

Vice-President of the Akademi to be elected by the 

General Council and the decision by the Government to 

fappoint' the Akademi 's Financial Advisor as member 

Secretary of its Finance Committee. 

All the above mentioned charges would have 

entailed an amendment to the Akademi's constitution. 

The letter also exposed the intention of the Akademi to 

approach the Prime Minister and President of India 

directly with this issue and if that too failed, it was 

ready too fight the GOvernment legally in the Supreme 

Court. 

Most of the writers concerned with the Akademi 

felt. (as expressed in the letter) that even though the 

constitution of the Akademi had Rot achieved many of 

its objectives, yet it upheld a certain structure of 

democratisation as elections to most of the decison-
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making posts were held annually. They expressed view 

to explore alternate channels of undoing as then the 

government could into bully on account of its grants. 

For the Sahitya Akademi presently has an annual 

budget of Rs.2 crores and the Government often tries to 

interfere in the internal affairs of the Sahitya 

Akademi by deliberate and actiful delays in the release 

three to four months which sometimes of money by 

disables the 

salaries). 

Akademi totally (and it cannot even pay 

Interestingly the Sahitya Akademi where the 

President is 'elected'. the other two Akademis, the 

Lalit Kala and the Sangeet Natak, have their Presidents 

nominated by a "Government" selected Panel", something 

on the lines of a "Search Committee of Government 

Officials'' recommended for the Sahitya Akademi. 

TRANSLATION 

From the earliest times, translations have played 

a great role in building up the world's cultural 

heritage. It is through translation, retelling and 

adaptation that the great works of the different 

civilizations have been known to people elsewhere. 
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Only a few can read masterpices in the languages 

in which they were originally created. But the 

translator brings these works to the very doorsteps of 

wi 11 i ng homes. 

The good translator is something of an evangelist. 

There is an italian saying which calls a translator a 

traitor, inasmuch as he never can do full fustice to 

the original. Translation of poetry particularly 

bristles with problems. "Can you translate music? 

Dealing with the subject, Vo lt.a ire asked, in this. 

Edmund Wilson has pointed out that the best 

translations of poetry have been achieved by persons 

who are poets themse 1 ves, and where they "depart. most 

widely from the original". He cites the Rubaiyat as an 

example. 

One of the objectives of the Sahitya Akademi, as 

defined in its constitution, is "to encourage or to 

arrange translations of literary works from one India 

language into other and also from non-Indian languages 

into Indian languages and vice versa". In practice, 

the Akademi has not greatly concerned itself with 

translations to and from foreig~ lAnguages. Since 

1954 till now, the Akademi has, either directly or 

through other publishers, got 263 books translated 
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among Indian languages. 

In view has often expressed, in the Akademi's 

General Council meetings and witnesses before us, that 

books which have been given the Akademi's award .shold 

be translated. Out of 526 works which had won the 

Akademi's awards until 1988, only 33 have so far been 

translated into other Indian languages; even these 

translations have been done into very few languages (in 

the majority of cases, not more then three). 

This art is difficult as can be seen by a perusal 

of the translations published in the journal of the 

Sahitya Akade~i and in the journals of the State 

Akademis. It deserves to bepraised more fo the 

earnestness of intention than the literary quality and 

achieved. A literary translator has challenging task 

(and a much less remunerative one) than the interpreter 

in court-rooms and conferences. The Haksar Report 

says, Higher remuneration is certainuyone answer, but 

not the only one. There would be no point in paying 

more for the same product. 

However, one can and hould pay fo maintaining the 

quality of the same product. A r~ference to Appendix-

1- of this text would illustrate the disparities in the 

pay scales of higher and lower staff. Here two 
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essential things need to be mentioned which, one can 

see, have been overl looked by the report. 

Firstly, (if we refer to Appendix-10, we ·will 

notice that in the context of limited state and public 

funds available with the Sahitya Akademi, there has 

been a somewhat unecessary overlap of official duties 

and positions for more of less the same functions. 

For example, all the three Akademi have a number of 

official designations as Secretary, Deputy Secretary 

Additional Secretary, Assistant Secretary etc. all 

drawing very handsome salaries. 

And secondly, some of the indespensable lower 

staff like photographers, Translators, Accountants, 

Sales Manager etc. are paid a very megerly. To enhance 

te standards of persentation, translations, 

publications, sale of Akademi books and keeping 

financial accounts streamlined, thre would be an urgent 

need to look into this pressing matter too. 

Translation is a skill, and it is suprising to see 

that· the 'National Academy of letters' in India, more 

than any one else, has failed to recognise it as a 

skill, inspite of the fact that this Akademi in its 

annual publications profe~ses priority to its 

translation programmes and launches schemes with its 
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limited allotted funds, for the promotion of 

translation skill. These funds then are wasted on the 

whole. It is even more suprising that this is not 

even s~ggested as an objective task of the Akademi in 

its constitution. 

No wonder then that the Akademi prefers to spend 

so lavishly on office bearers at the level of 

Secretaries and Deputy Secretaries and has only frugal 

salaries left for these indespen~able ~orkers of any 

literature-promotion institution. Such workers who 

head to have the skills to translate verbal, social and 

cultural in each language so that they are perceived in 

proper perspective in the sistern language without any 

loss of signtficance, meaning or context. 

Inspite of this,. the Sahitya Akademi has taken a 

number of initiatives. 

It is currently engaged in the preparation of a 

national register of translators. Commencing from 

1989; it has introduced as separate annual award for 

translation of books into each of the recognized 

languages from other. It has organized two national 

workshops in New Delhi and three r~gional workshops in 

• Srinagar, Trivandrum and Calcutta, bringing together 

326 



translators of literary works from different parts of 

the country, focusing attention on the specific 

problems faced by them, and also providing them with a 

forum in which to gain new insights into the 

theoretical and practical aspects of translation. 

However at times, the Sahitya Akademi in its 

ambitious zeal has lost perspective which could lead to 

a was~age of precious time, effort, manpower, material 

and resources in terms of limited available funds. 

For example 

Among other things, it visualizes the translation 

of five classic works every year from fifteen languages 

into fifteen others. The translation of the ancient 

and modern classics of one language into others is a 

laudable idea. but whether it would be possible to 

choose 375 works and secure 5625 translations of high 

literary quality in a mere five years, and find first~ 

class translators to undertake the tasks, is somewhat 

doubtful. Even the required outlay running to more 

than Rs.2 to 3 crore per annum is hardly likely to be 

found. Crash programmes are good, but they should not 

crash. There is a need for a pragmatic approach with 

realizable goals. 
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The Haksar committee Report here, has been quite 

forthcoming to suggest that the Aka~emi may undertake a 

comprehensive survey of what material already exists, 

identify the important gaps, and then set out to fill 

them in a sell-conceived order of priority, in respect 

of classics as well as award-winning and other modern 

works of literature. In the case of many fine 

translations done in the past which are no longer 

available, it could encourage reprints, offering and 

subsidy to publishers. The Akademi can hardly ~xpect 

to cope with such an extensive task single-handed. It 

must seek the active cooperation of the Sahitya 

Akademis or equivalent organizations in the States 

wherever they exist, both in surveying the ground and 

in implementing the programmes. Its with private 

publishers and booksellers must also be strengthened, 

not only for the publication of translations, but also 

for their distribution and sales. There is scope for 

involving 

activity. 

the literary associations too in this 

There is one prize of Rs.10,000 every year in each 

of the recognized languages. Entries are invited from 

translators and publishers through advertisements in 

the Press, and the members of the Language Advisory 

Boards are also requested to send in . nominations 
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individually. The Akademi had noted that the response 

in the first year, 1989, was not satisfactory. It has 

since introduced the concept of having also a ground 

list of deserving translations prepared by ~n expert in 

the initial stage. 

For each language, there is an expert committee 

with three members, one of whom is the convenor of the 

concerned Language advisory Board, and the others are 

chosen by the Secretary from a pariel of fifteen to 

twenty-five scholars approved by the President of the 

Akademi. According to the original procedure, this 

committee was to prepare a short list of five 

translations from other languages, each of whi~h wollld 

be referred to a source-language expert who knows the 

target language also, for opinion. Thereafter each 

member of the expert committee separately was to give 

his 

the 

take 

recommendation in order of preference, indicating 

reasons therefore, and the Executive Board was to 

the final decision. F9llowing the 1989 

experience, in view of the great difficulty encountered 

in finding experts who knew both the source language 

and the target language, the practice of referring the 

short-list to such an expert has been given up 

altogether. If the members of the selection committee 
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wish to consult any particular expert, they can still 

do so through the Secretary of the Akademi. the final 

decision continues to rest with the Executive Board. 

It is evident that the actual process of judging 

the merits of a translation is even more complicated 

than evaluating "those of an original work 

idea 

of 

of literature. The Report says that the 

consulting source language experts was by no means an 

arbitrary one, and abandoning it on the basis of a 

single year's experience does not seem to be a wise 

decision. If none of the members of the target-

language committee happens to know a given source 

language (which may often be the case) ' how can they be 

sure of the fidelity of the translation unless they 

consult some responsible expert who knows both the 

languages? And if it is imposiible to overcome such 

language barriers in the case of the selectors, wi11 

there not be the risk of errors ? How can public 

confidence in such a vulnerable system be generated and 

sustained ? 

The Report feels that in the context of these 

awards also, as in the case of literary awards, it 

would be desirable to let the members qf the Language 

Advisory Boards have a collective role to play rather 

330 



than being associated individually, and to appoint an 

independent jury consisting of three eminent persons 

whose collective verdict would be final. We recommend 

that the whole issue may be discussed in the national 

symposium we have suggested in the case of the literary 

awards. 

Possibly as a result of the Khosla Report's 

recommendation 1972, the Akademi has slowed down on 

translation of books from foreign languages. With the 

growth of private publishing houses as well as the 

publishing activities of some foreign embassies, 

foreign books are being translated into many Indian 

languages. But largely the translations are from 

E~glish, French and the languages of the Soviet Union. 

There is a paucity of translations of authors from 

Africa and Latin America.· Similarly there are few 

translations of Indian works into the language of Asia. 

The Akademi might perhaps give some thought to these 

two aspects, enhancing such south cooperation 

internationally. 

Publications 

One of the ready tests of the vitality of a 

literary organization is the quality of the books it 
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sponsors. Without an active publication programme the 

Sahitya akademi cannot fulfil the basic tasks assigned 

to it, namely setting high literary standards, 

fostering literary activity fn all the languages of 

India. 

The Sahitya Akademi till 1990 published about 1750 

books, including translations. Some 35 manuscripts are 

in different stages of publication. The particulars by 

language are shown in Appendix - 19 of the text. 

One of the major achievements of the Akademi has 

been the preparation of the National Bibliography of 

Indian Literature. Among its curren.t. programmes are 

the compilation of an Encyclopaedia of Indian 

Literature in five volumes (three of which have been 

published), and a critical inventory of Ramayana 

Studies in the world. ·These are praiseworthy 

undertaking, even if there might be complaints about 

their inadequacies. The Akademi has also drawn up a 

massive project for preparing an Integrat.ed'-History of 

Indian Literature in ten volumes. 

The Akademi publishes three journals, viz. 

Samakaleen Bharateeya Sahitya, a quarterly in Hindi, 

Indian Literature, a bi-monthly in English, and 

Samskrita Pratibha, a half-yearly in Sanskrit. Before 
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the report had suggested that there should be a prize 

for an author's total contribution to literature. Here 

the report suggests that selected works of such an 

author may be taken up for translation along with 

award-winning books. There have been awards recently 

instituted for translations. 

However, not only is the accessibility of these 

journals to the public at large doubtful, but at a 

glance, ·one can see that the quality of these 

publications in the matter of contents, format, 

typography and standards of editing and proof-reading 

is far from being to the mark. Literatures of certain 

languages ar~ not receiving the attention they deserve. 

Also keeping the prices so low does not seem to serve 

any purpose, l$ast of all sell them more. On the 

contrary, it may devaluate these publications, apart 

from restricting earnings from sales. Instead a 

special circulation drive would be more helpful. 

The Haksar report suggests that since th~ Sahitya 

Akademi's publication are facing stiff competition from 

the other competent publishing houses within the 
. . 

government itself, let alone private ones (like the 

National Book Trust, the Publications Division of the I 

& B Ministry, the Language Departments of Universities, 
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some State Akademis. The Bharatiya Vidya Bhavans, the 

writers workshops etc.), so the Sahitya Akademi should 

concentrate on and sponsor a set of one hundred great 

Indian classics, ancient and modern Britannica 

publications, in Hindi and English as well as other 

languages. 

Apart from contradicting its previous suggestion 

of streamlining the publication policy of the Akademi 

in order to face nationa"'l and international 

competition, what purpose this reoriented concentration 

would solve, was not clarified. While the material 

considerations are important, there is a large 

challenge 

the 1 ast 

before the Akademis publishing programme. 

few decades of our country's history have 

witnessed a great upsurge of linguistic chauvinism. In 

the name of language and literature many agitations 

have been launched and blood shed. The reorganisati6n 

of states largely on linguistic lines has not fully 

assuaged the chauvinism. Even this intense price in 

one's languages alas, has not led to any great increase 

in book-reading and book-binding. Rather it has 

certainly· led to a disinclination to learn the 

languages of other regions and read good literary works 

of these languages. 

334 



One wonders whether the Sahitya Akademi has 

foreseen this and taken it into consideration enough in 

order to execute upon some plan to counter thi~ trend. 

The other points of discontent seem to be quite 

rationally valid. the increasing amount of unsold 

books have become growing source of wastage where 

alternative means of selling in terms of material 

selected for print run or better marketings executing 

or advertising skills could guarantee a better job. As 

compared to private publishers who go in for a print 

run of at least 2000, the Akademi's print runs are 

usually limited to 1,000 copies baring certain 

exception where the private runs may vary from 1,100 to 

2,100 and in certain select cases to 3,100. 

As of March 31, 1992, the Akademi had published 

36,95,673 books of which 25,33,385 have been sold and 

2,29,169 given away free (these include the books sent 

to various book exhibition in India and abroad). But 

over 25.2% of the total equalling 9.33.119 books are 

lying unsold in the Akademi godowns. 

Another significant point of discontent pertains 

to the slow rate of the publication of translated 

version of the award-winning books. The Akademi does 
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not publish original works but only translations. As 

per the Haksar Committee Report, of the 526 books 

selected by the General Council for its awards till 

1988, only 33 books had been transl~ted and that too in 

only 1 or 2 languages in the entire country. 

The Sahitya Akademi Library 

The 

premises 

sahitya 

in New 

Akademi set up a 

Delhi in 1956, with 

library on 

the object 

its 

of 

building up a national centre for the study of Indian 

and world literature, and making it a clearing house 

for information on bibliographic and literary matters. 

The Haksar Committee feels that the library has 

been providing useful technical support to the Akademi 

in respect of its symposia and workshops, monographs, 

journals, and compilations including the Encyclopaedia 

of Indian Literature. It also provides borrowing, 

copying and free reading facilities to the public, and 

counts many scholars, research students and eminent 

writers among the regular users. · The library has 

recently launched a valuable six-monthly Indian 

literary index of articles, reviews and reports 

appearing in a substantial set of journals and 

newspapers. It has started preparing subject-wise 

336 



bibliographies of its holdings, which are sent to 

selected literary institutions and personalities. It 

answers queries received, and in some cases furnishes 

photocopies of material to users outside Delhi. 

The contents of the library, however, are not 

uniformly rich in respect of all the languages 

recognized by the akademi. The largest section is that 

of English and there are good sets of books in Bengali, 

Hindi, Malayalam, Tamil, Telugu and Urdu. but there 

are lacunae 1n languages like Assamese, Gujarati, 

Marathi and Oriya, apart from which the literary output 

is not very large. There are no specific language-wise 

allocation of funds for acquiring books. 

The activity of addition to the stocks is overseen 

by a Book Acquisition Advisory Committee, consisting of 

the Secretary of the Akademi, the librarian, and senior 

members of the Akademi's staff. Suggestions for 

acquisitions can be initiated by any member of the 

committee, or by members of the General Council and 

Executive Board, the heads of the akademi's three 

regional officers, or by scholars who use the library. 

In the acquisition committee appears to rely 

exclusively on the Language Members of the Executive 

Board. But their contributions have been uneven. The 
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inadequate familiarity of the library staff with some 

of the languages seems to be a handicap, affecting the 

services rendered to users. 

The instrument of the Language Advisory Board, 

which is an innovation of the Sahitya Akademi, does not 

appear to be associated at all with the library's 

affairs. Offering advice in the m~tter of 

books in the concerned language should be an 

function of each Advisory Board. There 

specific allocation of funds in respect 

acquiring 

important 

must be a 

of each 

language, and an equitable distribution of resources. 

Unless the section on every Indian language recognized 

by Sahitya Akademi is constantly reinforced, the 

library cannot hope to fulfil its mandate of being a 

national centre for the study of literature. 

The report found that the audio-visual material 

available in the library was rather meagre. The 

Akademi should take the initiative to produce recorded 

readings of their own works by eminent authors, 

especially posts, and to have facilities for their easy 

access to public. This could be done in collaboration 

with Akashvani and Doordarshan. 

While the standards of house-keeping and services 

maintained by the library at present are good, there is 
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an urgent need to modernise the equipment and 

facilities. A computerized storage and retrieval 

system is essential if th~ library is to keep pace with 

the requirements of the massive information base which 

the Akademi must build up progressively. Ambitious 

projects like the Encyclopaedia of Indian Literature, 

which would need regular updating and corrections 

cannot be implemented efficiently unless manual methods 

are replaced by word processors. The report recommends 

that the Akademi should take early steps to identify 

the precise requisites of comprehensive data bank 

suitable for its specific purposes. 

Language Advisory Boards 

In the case of the Sahitya akademi, there is a 

system of setting up a Language Advisory Board for each 

of the twenty-two recognised languages, corresponding 

to the term of each General Council. this is not 

provided for in the constitution of the Akademi, but is 

a device adopted by it for securing wider association 

with distinguished persons in respect of each language 

and its literature. 

No specific rules have been framed by the Akademi 

for the constitution of these bodies, but a certain 
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practice has been established over the year; Each 

Language Advisory board consists of ten members. the 

person who is selected by the General Council of the 

Akademi to be a member of the Executive Board to 

represent that language (referred to hereafter as the 

Language Member of the Executive board, for 

convenience) becomes the Convenor of the concerned 

Language advisory Board ex officio. For selecting the 

other members of the Board, the Convenor is requested 

to prepare a list including writers and scholars 

including all the members of the General Council who 

can be identified with the given language, also 

ensuring that there is adequate representation of 

library sub-zones and viewpoints, as well as at least 

one woman writer. The Executive Board selects the 

other members of the Advisory Board from this list, 

invariably including the members oi the General Council 

who figure in it. 

What is in effect happening is that there is a 

overlapping of membership of the apex bodies like the 

General Council, Executive Board etc. into bodies like 

the Language Advisory Boards, all written a centralised 

hierarchial structure so the same set of members just 

alternate between these bodies keeping within the 
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boundaries of decision making. Also, what was not 

clarified by the Haksar report is that how does the 

Akademi ensure adequate representation of literature 

sub-zones hen the majority of the members are from 

General Council. 

The Language Members of the Executive Board and 

the other members of the General Council being selected 

from panels submitted by the literary associations, 

universities and State Governments, the inclusion of 

these persons in the Advisory Board may be considered 

by and large to be in conformity with the intention of 

the Akademi as clarified in its own statement quoted 

above. but these members are in conspicuous minority 

in most of the Advisory Boards, as may be seen from 

details shown in Appendix 20 to this Report. In the 

case of seventeen languages, it is one to three; in the 

case of two languages there are done; and in the case 

of three languages there are four to six. Therefore, 

in most cases a large majority of the 

members are nominated mainly on the 

suggestions made by its Convenor. 

Advisory Board 

basis of the 

As mentioned earlier, the Convenor of each 

Advisory Board happens to be on the Executive Board of 

the Akademii and since most of its other members are 
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not likely to know his language, in matters relating to 

that language his views are often likely to carry 

decisive weight in that forum. It is not surprising 

that the dominant part which the Convenor plays in 

selecting the majority of members in the Language 

Advisory Board often gives rise to fears about under 

concentration of power and self-perpetuation. 

Also in actual practice contribution of Language 

(Advisory Boards has not been insignificant. 

Each board normally meets only once a year, and 

that too for a single day, sometimes spending not more 

than half a day on its business (Appendix 21 would 

illustrate this aspect). In this short spell it seeks 

to dispose of a large assortment of important issues on 

the agenda, such as the Akademi's publication and 

translation programmes, seminars and symposia, 

recognition of literary organizaiions, etc. Evidently 

there cannot be any detailed discussions and review. 

In regard to an important aspect of the Akademi's 

work, namely the identification and short-listing of 

books for the akademi's literary a~ards, ~he concerned 

Language Advisory Board has no collective role to play, 

though its members are individually consulted in the 

preparation of panels of experts who are associated 
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with the process of evaluation, and in the initial 

screening of books. 

On the one hand, the discretion vested in the 

Convenor to narrow down the choice of Advisory Board 

members is obviously too restrictive. On the other 

hand, widening the scope of consultation on an 

individual basis (as in the awards procedure) has the 

paradoxical result of bestowing the Akademi's 

Secretariat with the power to choose from a very large 

and diffused set of recommendations. The Report feels 

that what is required is a judicious combination of 

individual and common counsel, and that an unduly 

secretive approach is not a desirable thing. 

The Haksar Committee report suggests that the 

method of forming the Language Advisory •Boards would 

need amendment. It would be desirable to frame a 

specific set of rules in this regard. We see no 

objection to the Language Member of the Executive Board 

becoming ex officio the convenor of the Advisory Board, 

as at present. The members of the General Council 

identified with a particular language may also 

continue to be nominated as members of the Advisory 

Board for that language. But in the matter of 

selecting its other members not merely the Convenor but 
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all the other members of the General Council identified 

with the language may be consulted. Suggestions in 

this regard may also be invited initially from the 

Sahitya Akademis or equivalent institutions in the 

recognized literary associations. The composition of 

the Boards may be got approved by the General Council 

of the Akademi. It also ~ecommends that these Language 

Advisory Boards be mentioned in the constitution of the 

Sahitya Akademi to give them a double and permanent 

part with their status and functions properly defined. 

Literary Association 

The Sahitya Akademi has accorded recognition to 

various literary associations i.n the country and these 

have an important part to play in its affairs. One 

member of the Akademi's General Council to represent 

each of the recognized languages is selected from 

panels of eminent literary persons furnished by these 

associations. suggestions for preparing the ground 

lists of deserving books for the Akademi's awards are 

. invited from the associations. Their collaboration is 

sometimes sought in organizing s~minars and literary 

meetings. 

These associations ought to be a source of 
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strength to the Akademi in formulating and implementing 

its various programmes. But in reality the credentials 

of many of them are not clear; and in the matter of 

according recognition to such bodies, the Akademi has 

been facing problems which have still not been fi.J 11 y 

sorted out. 

In 1985 the Akademi constituted a committee 

chaired by the eminent writer, Shri Vishnu Prabhakar, 

to formulate a fresh set of criteria for recognition 

t and to review the status of the existing recognized 

associations. The Akademi promptly adopted 

criteria recommended by the Committee. Among the nor,ms 

are that the eligible literary association should be a 

registered society of at least ten years' standing; 

that it must concern itself with the literature of the 

region as a whole and that it should have a reliable 

source of income by way of Government grants or 

endowments, also have some publications of its own. 

New applicants are expected to submit their memoranda 

of association, annual reports and edited accounts 

through the concerned Language Advisory Board of the 

Akademi, and the Board's endorsement would be necessary 

for recognition. All recognized associations are to 

submit their annual reports to the Akademi for 

SCrtJti ny. 
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The member of Literary Associations recognised by 

the Sahitya Akademi (till 1990) are shown in Appendix-

22 of this text. 

The list shows that in the case of three languages 

(Assamese, Oriya and Telugu) there is only one 

recognized association. Eight languages have two or 

three associations each and nine have four or five 

each. Hindi has eight recognised associations. 

English has none. 

Also as one may notice that a large majority of 

the State Sahitya Akademis or equivalent institutions 

do not figure in the list of literary associations 

recognized by the Sahitya Akademi. Only those in Jammu 

& Kashmir, Kerala Manipur, Punjab and Rajasthan have 

gained recognition; and, as pointed out earlier, the 

last named is excluded from the Rajasthani section in 

the current list. Thus, the Sahitya Akademi does not 

have the benefit of associating most of its 

counterparts in the States and Union Territories in 

matters as its literary awards and the constitution of 

its General Council. 

Fellows of the Akademi 

The highest honour of the Sahitya Akademi, as 
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given it its donstitution, provides for the election o1 

literary persons o~ outstanding must as 'Fellows' oi 

the Akademi, subject to not more than one at any giver 

time. They are elected by the General Council. 

However, after their election, these fellows do no1 

contr.ibuted to the Akademi in any way through their 

literature, works, literary or expertise or 

in knowing the problems and sensibilities 

better etc. The Haksar Committee 

experiencE 

of writen 

Report ha~ 

recommended "to associate them with the Akademi'~ 

admi n i st.rat ion" (P.75). Although how thesE 

accomplished scholars would be sound administrators or 

in which branch or at which level of execution they arE 

to be associated with was not clarified. 

Further, even though the Akademi constitutior 

provides for the election of up to five honorar) 

fellows for personalities so far in twenty two year~ 

only one person, Dr. Leohold Senghor (French) has beer 

made an Honorary Fellow. 
/ 

Worst still is the case for Associate Fellows. 

This category provides for the election of fift) 

fellows, but till date no~ even a single AssociatE 

Fellow has been elected. 
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In any case, with the inclusion of a category of 

"Associate'' Fellows, there seems to be a hierarchy even 

in conferring recognition to eminence(!) The Haksar 

Report has suggested well in deleting this category 

altogether. 

Regional Offices and Boards 

The Sahitya Akademi has set up three regional 

offices: In Calcutta (booking after publication and 

work programmes in Assamese, Bengali, Manipuri, Oriya, 

English and Tibetan); Madras (for Kannada, Malayalam, 

Tamil, Telugu and English); and Bombay (for Gujarati, 

Marathi, Konkani, Sindhi, English and Hindi); set up in 

1956, 1959 and 1972 respectively. These offices have 

been trying to coordinate activities of regional 

writers, and making the effort to sell the Akademis 

publications. However, very few know of these offices 

and their activities and their impact is 

negligible. 

almost 

C~eating more offices on similar lines, as the 

Haksar report mentions, could only lead to more 

paraphenelia without any impact on the literary scene. 

So may be either investing streng~hening their network 

or making them common cultural centres, which can be 

sponsored jointly by the three National Akademis in 
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collaboration with State Governments and their Akademis 

as well as the Zonal cultural centres, would be a 

better solution. 

For 

conferences 

promoting inter-regional 

the Sahitya Akademi has 

studies and 

also constituted 

from Regional Boards (Eastern, Western, Northern and 

Southern), which have been organising occasional 

seminars and literary meets. The convenors of the 

Language Advisory Boards are also members of these 

Boards. But due to paucity of funds their activities 

too have been paralysed. 

Seminars and Grants 

The Akademi has been organising national (and 

international) seminars since 1961, apart from various 

other symposia, writers meets, literary workshops etc. 

The Akademis annual 'Samratsar' lectures and occasi,onal 

'Meet the Author' programmes are organised in the 

capital. 

But these activities are concentrated in New Delhi 

only and do not reach the majorit~ of the audiences in 

the whole of India. 
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Also since 1976, the Akademi has been having a 

scheme of giving travel grants to writers to enable 

them to visit regions other than their own. But the 

number and amounts of these grants is so meagre that 

invariably they defeat their purpose of existence and 

the writers end up paying from their pockets. 

Language Development 

The structuring of good literature rests on well 

developed language. India has a spectrum of languages 

developed in literature. Hence the Sahitya Akademi 

which the Haksar Committee Report calls ''an institution 

dealing with literature'', in its constitution imposes 

on itself such tasks as preparing basis vocabularies 

and dictionaries, developing scripts of various Indian 

languages and promoting the use of the Devanagri 

script. 

Besides the fifteen languages enumerated in the 

Constitution of India, the Sahitya Akademi has a policy 

of according recognition to other Indian languages 

also. As mentioned earlier, it has so far recognized 

six of them, as well as English (~efer to Appendix-17). 

Currently it faces demands for the recognition of 

some other languages like Avadhi, Bhojpuri, Khasi, 
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Ladakhi, and Magahi, In Himachal Pradesh, there have 

efforts to consolidate various dialects spoken in the 

hilly areas of the State into~ single entity called 

the Pahari language, encouraged by the Himachal Academy 

for Art, Culture and Languages. However, ciertain 

"linguistic, social and literary" criterias have been 

adopted by the Sahitya Akademi in regard to the 

recognition of languages. For example, in order to 

"qualify" for recognition, a language should be t;sed 

by a large number of people as a "vehicle of literary 

and cultural expression", among other things. The 

Haksar Committee Report (1990) (p.78, Paragraph 4,100). 

For this, 

Advisory 

publication 

the Akademi in 1985 constituted 

Board which concerns itself 

of folk love collections, 

dictionaries etc. 

a Language 

with the 

grammars, 

Consequently, there are two more criterias for 

recognition stipulated by the Akademi which need more 

attention. 

Firstly, the Akademi stipulates that a language 

must have a "Standardized form" and secondly it should 

have a "continuous literary tradition and active 

literary institutions". 

same year (1985) in 

Now, interestingly it was the 

which the Sahitya Akademi 
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constituted this Language Advisory Board in which the 

following incidence took place : 

In 1985, Haryana Sahitya Akademi achieved a 

distinction of sorts, when it publiShed a one ever of 

its kind "Haryanvi-Hindi Kosh". Two eminent Hindi 

scholars Dr. Hardev Bahri from Allahabad and late 

Pandit Sathanu Datt of Kurukshetra. 

It was a collection of Hindi-Haryanvi words. and 

their Hindi equivalents. Dr. Kaushik revealed 

different aspects of Haryanas "Sub language it 

would be of great use to students and scholars". 

Between 1985 and 199Z- the Government gave into 

the powerful Jat lobby's pressure, politics at 

instigation of some scholars who wanted to deprive Dr. 

Kaushik of a righful claim and convened a Jat Sabha in 

Rohtak. This later was joint by few more Jat Sabha's. 

Their main objection was on the usage of the word 

'Jat'. No scholar of Hindi or Haryanvi raised this 

objection. The vote concious Government (as the Jats 

constitute the major vote catchment area in Haryana) 

banned it on pretext that the literature on pages 285-

286 and 296-297 constitutes an offence punishable under 

Section 153A of Indian Penal Code, 1860. At it 
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attempts to promote disharmony, ill-will, hatred 

between different committees ! ! 

What kind of work, then, does a largely Government 

~unded institution like the Sahitya Akademi propose to 

do when on one hand it lays down centralised policy 

objections 

the other 

for itself and its state affiliates and on 

hand these state appendixes are quite 

helpless when State Government politicians and other 

powerful lobbies start dictating their vested interests 

with little or no concern left for the very purpose for 

which such cultural institutions were founded or for 

their activities for which meagre state funds are 

spared. When ~uch instances occur one wonders whether 

the Akademi's proclamation like giving recognition to 

such language (and attempting to work for their 

development) which "'have a continuous literary tration" 

(whatever even it means) really hold any significance 

at all or are mere rhetorical statements. 

Rakshat Puri in an article in Hindustan Times 

titled 'Scrap the Akademis' makes an argument for the 

unnecessarily existence and purpose of 

National Akademis the SA, SNA &_LKA, on 

the 

the 

three 

whole. 

Puri says that 'The Lalit Kala especially has invited 

considerable rielicule for the levels of its exhibition 
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and its curious selection for award giving'. Hence, as 

suggested into the Sahitya Akademi, the Lalit Kala 

Akademi and Sangeet Natak Akademi too may be 

transformed into extensive libraries, archives and 

studios providing material assistance and facilities 

for artists, musicians, scholars, pl~ywrights, actors, 

directors etc. Here too the government could encourage 

and scoop incentives to private industries or groups 

which care to assist and institute awards. 

Yes, there could be a whole amount of truth in 

what the above argument says but it should at the same 

tune be enumbered that in all this talk of liberal on 

democracy and to end aristocracy and value judgements 

in the production of art. works, one should remember that 

the corporate world would such interest in a project or 

cause preferably, if not necessarily only then some 

amount of benefit in return - whether in the short run 

whether it is not so evidently seen in the long run, 

whether it is monetary or just the binding their name, 

prestige or image. One could say then that the 

Government too would do the same as an act of nothing 

more than charity to enhance its 'social welfare' image 

considering 

to cultural 

compared to 

the amount allotted in each annual budget 

interest activities and organ on as 

other higher priority sector of the 
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economy. Yet if we consider for a moment what 

alternatives one has in a city where the post state 

from its very inception has deve1oped a habit to 

define, organise and control the welfare of the people, 

almost each aspect of citizen- civil - life. Thus to 

consider an alternative in private sponsorship of Art 

practice in the context of gradually diminishing state 

funds which in any case have been pledged to repay the 

IMF debt if not concentrate on more wanting areas of 

development would be a very predictable if not 

inevitable line of consideration, if not deliberation. 

To conclude this chapter one can argue that the 

Sahitya Akademi has definitely made a sincere effort 

towards the propagation of its aims as mentioned in its 

constitution (See Appendix- 1). However, it does need 

to concentrate more on its state. level affiliates 

enhancing their activities, 

cities but even districts 

not just of towns and 

and villages to take 

cognisance of talent with diverse levels of cognition 

and sensibilities. even at the central level there are 

a host of problems which are waiting 

thorough and immediate solutions! some of 

been recommended by the Haksar report. In 

the time is right to translate many of the 
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of articulate artists and the report into reality for 

the Government today is envisaging the formulation of a 

National Culture Policy now. It is this important to 

keep the aspirations and expectations of writers, for· 

whom the Akademi was established in the first place. 

The argument that are trying to make is simply 

this. Comparative scales (in view of state 

institutionalisation of different spheres of the 

society) not only helps nations to benefit from the 

knowledge, experience, understanding, comprehension and 

expertise of one another but they also helpine knowing 

the 'se 1 f' (weaknesses 'and strengths) better, by 

looking, comparing and learning by those of the 

'other'. And may be this method of state institution-

alisation which India borrowed from the west was suited 

for the mixed economy pattern that it adopted (and 

conducive to various mixed economy functions like those 

of the public and corporate sectors, industry, resource 

mobilisation and allocation, distribt~tion and 

networking of 'goods and . ' serv1ce , managing giant 

mineral enterprises, etc.); but if the state, after it 

established various art promotion bodies (like the 

Akademis) tended to apply t.he same organisational 

structure (of centralised control and decision-making, 

resource allocation and responsibility delegation, 
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hierarchy, etc.) for these institutions as well, then 

maybe this could be a major reason why these National 

Akademis and other such institutions) have not been 

able to achieve what they were set out to do [at least 

of their constitutions (Refer to Appendix - of this 

text)], that is, critical art production through 

various Akademi activities and funds, specifically and 

evolution of a more literate and cultured civility, 

generally, (official discourse calls this the fostering 

of " C u 1 t u r a 1 U n i t y " of I n d i a ) . 0 n e co u 1 d s 11 g g est then , 

that instead of having National Art Akademis with their 

bureaucratic branches in many states, an alternative, 

perhaps a more democratic one would be to demarcate 

different ART ZONES throughout the country based on 

common beliefs, practices, forms of congrgation and 

celebration, dress and language, etc. these Art Zones 

could then have one Art Akademi each with branches 

spread out within the zone if need be. They could get 

the same state help and sponsorship of funding could be 

open to all patrons incl~ding the corporate world 

within defined parameters to avoid confrontation and 

exploitation on either side as the Haksar Committee 

Report has suggested. As artists are always-influenced 

by the responses, pull and pressures of regional 

parties, practices and other production, these Art 
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Zones would be nearer to the pulse of all the art forms 

prevalent in their regions, recruited thereby from the 

grass roots of that region. Then may be many art forms 

which have been ignored by these studio Art Akademis 

like Tamasha and Nautankies or Street Theatre which 

could now get their due. And there may be any Art 

forms which have not been considered under Art Practice 

at all, like basket weaving. Folk and Miniature 

Paintings or Chola Brazes which then would hold enough 

attention, for at least being identified as 'Art'. 
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CHAPTER EIGHT 

In Conclusion 

On adamant our wrongs we all engrave, 
But write our benefits upon the wave. 

William King, 
'The Art of Love', 1917 



This study started with the observation that the 

Government of India has had no explicit policy on 

Culture till now. But it has been formulating implicit 

official statements and proposals from time to time for 

the production of Art and Culture in the country which 

has reflected mainly two things. Firstly, that there 

is a certain perspective of the Government on matters 
' 

. of Art and Culture. And secondly, within this policy 

perspective the Government has framed certain 

objectives for the legislation of the above mentioned 

task. For these objectives to be fulfilled, it has 

executed certain 'Actions'. The attempt throughout 

this chaotic endeavour has been to study these Actions. 

One such Act of the Government saw the establishment of 

a vast institutional infrastructure for the assistance 

and promotion of certain kind of Art practice in the 

country. A study of some of such institutions in turn 

has been relevant in three ways: 

Firstly, the potentialities of these implicitly 

stated objectives (their successes, deficiencies and 

failures) have all been reflected to some extend in 

many of the claims and proposals of the constitutions 

of these institutions. However an evaluation of these 

objectives has not been attempted though a critical 

reading of and the reasons for a, particular policy 
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orientation within which these objActives were set out 

has been inevitable. 

Secondly, these institutions were established for 

the promotion and assistance of certain kinds of Art 

practice. This gave a fair idea of what the Government 

meant and saw as Art. 

Thirdly, a study of the role and functioning of 

these instituticins over the years, their aims and 

goals, their programmes and grants would probably give 

some idea abollt the hurdles of administering culture in 

a vast sub-continent like India. Hence this study 

attempted to concentrate on, (among the prominent 

Government funded institutions) the three National 

Akademis of Art situated in the capital, namely, the , 

Sahitya Akademi, the Lalit Kala Akademi and the Sangeet 

Natak Akademi. The reason why these Akademis were 

chosen was because, firstly, they were not only one of 

the first to be established after 1947, thus reflecting 

the initial policy intentions of the Government but 

also because these were institutions of a national 

character, not just by virtue of their having a whole 

network of state Akademis but even ·in terms of the 

Government's priority for allocation of funds and other 

resources to them. More specifically, Chapter One 
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starts with relevance and importance of a redefinition 

of· Culture in today's life in order to recognize and 

inculcate the creative capacity to progress, to differ 

from and collaborate with each other. It talks about 

the Indian Government's larger- than- life role in 

shaping the physical infrastructural environment which 

could render possible the growth of such potentiali

ties. This brings one to the structural hurdles of 

administering such a diverse Culture of different 

regions, languages, histories 

disparities. To counter such 

and even 

difficulties 

economic 

official 

cultural discourse has attempted to subsume all contra

dictions within a unitary position or an 'integral 

view' of Indian culture like 'unity in diversity' or a 

'composite culture' etc. (This view finds more 

elaboration in the Second Chapter). 

marginalised 

national life 

ct_~ 1 tu ra 1 discourse 

by 

departments under 

safely packing 

the Ministry of 

This has not only 

from mainstream 

it in Government 

Human Resource 

Development, but it has also (as a consequence of this) 

led·to a loss of our own cultural identity or what this 

constitutes. One may observe that the Indian 

Government too may be responsible for this to some 

ex. tend. On 

inextricable 

one hand the Government prof.essed 

'authenticity', the uniqueness, 
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richness of a Culture of a civilization which dates 

back as one of the earliest, on the other hand, as a 

consequence of this, Indian Culture came to possess 

museumatic value, the Culture of a 

implied that modern Indian life had 

past age 

to develop 

create a sort of Culture which would be nearer to 

which 

and 

the 

kind prevailing in western nations. Modern Indian Art 

practices had no place for art forms like handicraft 

production, 

street or 

weaving, 

'tamasha' 

pottery, nautanki 

forms of Theater 

performances, 

etc. What 

symbolised Art of modern India was the kind of Art 

production that was indulged in at the state sponsorec 

National Akademis of art and literature. The argument 

then further talks about firstly, the kind of art whic~ 

was promoted in these Akademis) which was more 

individualistic, personalised as opposed to the Indiar 

concept of 'commune' Art and secondly the need of bring 

the concept of the Community back into cultural 

discourse in order to bring marginalised Art practice 

into mainstream national life, and indigenise much of 

"affluent" Art for the masses, if nothing more. 

Chapter two is a general commentary on the state 

of the prevailing cultural scene. It talks of some of 

the issues which need to be seen and probably seen witt 

a renewed perspective. 
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The main claims of chapter two are: Art practice 

in general has been marginalised from main stream 

national life. This is mainly because of two reasons. 

First, those forms of Art practice were sponsored, 

propagated and supported by the state which were in any 

case produced by an urban minority - like those forms 

prevalent in the three National Akademis. And second, 

the other forms of Art production like folk or tribal 

paintings, literature, Theater of the villages 

practised by the majority of India, in any case 

remained unseen by the state, fought at a subsitance 

level to survive. Hence the forms of Art production 

that found state support did not effect the majority of 

India which resided in the villages and th~ forms of 

Art production which belonged to the villages got very 

little state support, or in many cases, none at all. 

But there were other reasons why matters of Art 

and Culture got marginalised. The kind of Art activity 

supported 

personalized, 

essentially 

Indian) got 

by the state, was 

and that dimension of 

individualized, 

Art which was 

participatory (and 

relegated most of 

characteristically 

participatory Art 

activity 

sense of 

was manifest in India's -traditions and in a 

these community living and practice. Both 
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concepts have been evolved over time. So until we 

attempt to revive these two conceptions, these two ways 

of living in society, starting with values inculcated 

by them in Indian, indigenous Art practice (values like 

cooperation, mutual complementarity in work and belief, 

tolerance, a sense of identity and belonging to the 

collectivity etc.), we cannot successfully hope to do 

two things. First, we would not be able to indigenise 

the kind of Art practice prevalent in the premier na

tional institutions of Art promotion in the country, 

the Akademis, adapting them to native requirements and 

sensibilities and hence making these institutions truly 

accessible to the masses(an aspiration with which these 

Akademis were founded upon in the first place and for 

which the major chunk of state funds were allocated). 

And second we would not be able to grapple with the 

problem which has come up with the undermining of 

Indian National identity as a consequence of the use of 

parochial, 

tendencies. 

casteist, chauvinistic and communal 

For until the concept of the National 

permeates all regions in India alike, in spit~ of their 

differences, one cannot hope to revert this trend. For 

Art is integrally connected wi~h the expression of 

identity of a people and the concept of Indian Art with 

a National Character (which was sought to be 
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perpetuated by the Akademis and which was to. rea6~ out 

to a 1 1 the states) can on 1 y hope to successfu 1 1 y _do so 
""'~ . ~ 

if these Akademis are able to take into their folds."the-

recognition and support of many of. the prevailing Ar~ 

forms of the states and villages which they have not 

considered till now. For example, the tribal Art forms 

the Chotanagpur plataue in Bihar, the Tama~ha of Gujrat 

.and the Ektara street singers of Bengal or the 

Chitrakathi form of folk puppet theatre of Maharashtra 

etc. For indigenous Art production, like in these Art 

forms, has had a conscious recognition that an 

inculcation of aesthetic values manifest in our Art 

practice, celebration of life and traditions, mark an 

important stage of evolution of the inner individual 

and an indispensable vehicle for creating an atmosphere 

of harmony and peace for the outer individual. This 

view embodied in such concepts permeated the being of 

the artist and audience alike which led to Art being a 

strictly personal activity as well as an essentially 

participatory one. India today seems to have lost 

track of this second form of cultural production. 

Hence, then may be today there is a need to look at 

culture in a mnre rational way, a _way which is able to 

keep pace with today's changed circumstances as well as 

draw confidence from what we have built in our past. 
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In order to make culture an essentially participatory 

activity and bring the concept of Community back into 

cultural discourse (as talked about in chapter one), 

there is a need to talk about renovating the concept of 

tradition to attempt to stop the collapse of the 

National and the reassertion of the Regional in the 

forms of communal passions. 

Also because tradition may possess those cultural 

values like cooperation, tolerance etc. which are also 

manifest in Art practide and have all be per~ected and 

refined overtime .t.o be espistemologically connected t.o 

the great reservoir of wisdom and knowledge which forms 

the cognitive base of each nation. And for this there 

1s a need to relate to the conceptual thinking of a 

vigorous body of tradition which has been the central 

repetitive noting of the Indian pattern of living and 

organization of each different state. There is a need 

to recognize this reality which is so diverse and only 

on the basis of which can we truly hope to a National 

character of a diverse subcontinent like India. 

Chapter Three, then talks about the darker side of 

the Indian socio-cultural situation. its week and soft 

spots, especially regarding the states habit of 

attempting peace meal solut{ons. More specifically, to 
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space 6ut the dynamics of modern Indian polic~es, this 

chapter attempts to look at the functions for which the 

Indian state was born and exactly what it can or cannot 

do. It goes into the impact of these f~nctions on the 

Indian people and the frame of mind with which they 

accepted the state. The process of creation of the 

Indian state was different from that of other 

countries. The sovereignty of the fhdian State was two 

layered; that is, it enjoyed great ceremonial eminence, 

blJt in fact, had fairly delimited poweri of interfering 

with the social segment's internal organisation, its 

classic relation with the society being in terms of tax 

and rent. This double image interestingly stayed after 

independence also. Another thing that stayed 

ironically was the externality of state's power to 

bring a series of basic changes. Hence the state has 

remained external in two sense. Not merely as coming 

from outside the interwoven processes and practices of 

society but also in its being fundamentally alien in 

its social 

'ways' of 

independence 

conceptualization. For example certain 

the colonial power stayed even after 

ways of living, dress, congregation, 

ethics, values, social stratification and a new 

economic mode of accessibility to resources of the 

country. However independent Indian state could not 
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occupy its 

traditional 

state of eminence at 

marginality. It had 

the 

to 

cost of its 

be socially 

involved in society in order to be able to introduce 

its modern policies and yet maintain its externality 

because of the advantageous overpowering capacity of 

this position. In other words, the acceptance of 

modernity or any policy legislature for the same came 

to be associated in a historically ineradicable 

connection with unfamiliarity and subjection. Social 

transformation in any sphere proposed by structural 

transformations whether as policy prescriptives for Art 

practice or legal reform, came to viewed as a new way 

of conceiving the political world which had links with 

Anglicized western European tradition and came to the 

Indian masses in the form of official legal doctrines 

through the affluent English educated elite. Hence all 

Governments moves to either establish Art promotion 

institution or economic reforms (to give an example), 

were seen as coercive, alien and external which usually 

gave rise to two typical attitudes towards them. 

One was of apathy and the other was of hostility. 

It is important to talk about this for the success or 

failure of any policy proposal, ·Government action or 

institution, depended upon public response towards it 

in the long run. For example, even though these 

368 



Akademis entertained only certain Art practices, the 

Government still channelised large, amounts of state 

funds through them to reach the people. Now with this 

kind of legacy that state policy had in the country, 

then even these limited forms of Art practice would not 

be able to do justice to their potentialities. Then 

what in effect would happen, is that the Government of 

a poor country like India could be spending 

increasingly on the maintenance of the prevalent 

infrastructure of cultural institutions as well as on 

establishment of new ones, with little purpose being 

solved. 

But there was another reason which led to this 

trend. Like the colonial rulers: independent India's 

policy makers too failed to grasp that the cultural 

space of Indian society, just like the organisation of 

traditional Indian society itself, was hierarehiacal, 

divided between high and subaltern cultures, masked 

together in a web of cultural complementarity in 

belief, practice and production, bounded on all sides 

by subtle barriers and codes of confidentiality. 

Neither were they able to perGeive ~hat these so 

presumed lower order ideas (mainly identified with 

those of districts and villages), discourses, modes of 
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art practice, cultural production, symbols of social 

living, rituals etc. were not badly ·done versions of 

high culture characteristic of princely states and 

urban towns), not the lack of absence of higher (urban) 

discourses in the majority of India (in the villages, 

art practice of villages for instance) but a very 

different one whose rules, codes, emphasis, ironies -

had a place of their own. And may be then the very 

first task which Indian policy makers should have 

embarked upon for the promotion of art practice in 

India was left unachieved at the very outset when they 

failed to see that just as the feelings, pain and joy 

of the art practice of urban culture was not gathered 

by that of the rural (folk, tribal etc), the 

intricacies, skills, inflexions of the lower were also 

unavailable to higher culture. It insulated out the 

cultural instruction coming from the top. Hence any 

policy proposal on art and culture did not comprehend 

the multi layered variations and sensitivities of 

Indian Art production. So the National Akad~mis only 

drew upon that kind of art production which was urban 

and could now be associated with the new westernised 

elite English speaking class of Indians. Their forms 

of art practice could now be seen-as 'modern' and could 

be represented through a set of new institutions (like 
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the Akademis) which were operable and intelligible only 

if they worked through these new 'modern' discourses of 

the elites or through the new alphabet of social 

reasoning which had to be carried forth by the 

urbanities into lower, less enlightened orders of 

society, prevalent for example in the kind of art 

production of the villages. But it is time today that 

any policy perspective of the government on matters of 

art and culture, to change, b~ more accessible and open 

to a variety of art sensibilities and representations. 

This Chapter, apart from talking about the 

decencies in the perception of a policy on art and 

culture, also goes into some of the structural hurdles 

of implementation of specific art promotional 

programmes in a centralized internal structure of 

administration, the misconstrual of policies at the 

point that matters most, the final point of 

implementation which is very low down. in the 

bureaucracy. The centralization of political authority 

in all spheres of institutional arrangements has tended 

to propagate irresponsible power, nepotism, corrupti6n. 

Chapter Four, specifically_focuses on an effort 

made by the Government of India, perhaps for the first 

time, on its intention of drafting an explicitly 
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"National Policy on Culture" by the legislation of an 

"Approach Paper" which talked about "specific 

objectives" of the Government for the creation of a 

National Culture Policy. Hence this chapter is about 

the Indian Government's policy orientation on the 

threshold of such a proposed formulation. The augment 

is that in spite of the fact that cultural policy 

issues have been integral and important to the country, 

the Indian Government till date has been 

indifferent to the existence and importance 

culture Policy (this however does not adhere to a 

quite 

of a 

view 

that formulating a policy on a specific area is an 

inevitable solution of the promotion and progress of 

the same, nor a guarantee, that specific programmes 

designed within policy guidelines are manifest with 

assured success in implementation, not overlooking the 

possibility of deficiencies in the policy itself). Like 

cultural policy for other areas, cultural policy for 

the arts raises both constructive 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 

identity apart from other things. Yet an explicit 

cultural policy for the arts operates without a clear 

policy mandate and lacks coherent policy guidance under 

372 



the Department of Culture in the Ministry of Human 

Resource Development. Neither the cabinet nor the 

Parliament have found means or created the occasions to 

formulate or endorse cultural policy generally. Policy 

then has em~rged ad-hoc and peacemeal through 

administrative actions that reflect, (for most part) 

the views and preferences of administrative officials 

or those dependent on them. For example, the three 

National Akademis were administrative creations. The 

three National Review Committee on the role and 

functioning of the Akademis (Bhabha in 1964 Khosla in 

1974 and Haksar in 1990) in spite of their 
/ 

recommendations and assessments have had little impact 

on official doctrine and practise, knowledgeable 

practioners of the arts have had a very nominal say in 

culture policy proposals or programmes and less evident 

in organisational roles. The nominally autonomous 

Akademis have remained under official tutelage and 

control with a system of government nomination of their 

key decision-making posts and official staffing of 

their secretariats and executive bodies. Indian 

artistic and intellectual activity is multiple in style 

and form. There is a need for a ~ulture policy which 

attempts to propagat~ an intimate knowledge of India's 

great and little traditions with an attempt to utilise 
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available resources in ways that strengthen India's 

shared if not common future and afford opportunities 

for these multiple paths preserving what is old and 

valued but dying as well as what is new, less 

understood and essential for national identity and 

confidence. Performing, visual and literacy art can 

create this confidence and may even shape national 

identity. Hence there is an urgent need today for any 

government policy perspective on art and culture to 

take into account all such above mentioned problems and 

trends in the field, on one hand, and on the other 

hand, there is also a need for the Indian artistic 

community of practitioners to develop forms and 

channels of countervailing pressure and power that can 

effectively represent their common interests or else 

the government may continue to persue a policy for the 

arts in its accustomed parantalistic, patrimonial, 

patronising manner. 

This chapter further attempts to analyse some 

aspects of the Approach Paper which is divided into 

three distinct sections on a specific orientation, 

sdecific objectives and plan of action. The general, 

propositon has been to relate "Culture" to the type of 

the people and as a part of the states "Development" 

endeavour. It also admits to a deficiency in its 
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previous policy orientation indivorsing culture from 

"Development" and its not being comm~nsurate with the 

"broad social needs" and "intrinsic values" to improve 

the quality of life. Although the paper does 

acknowledge the role and importance of this much 

neglected dimension of cultural activity in national 

life and the need to readjust its significance, it also 

clearly marks out the area nf public intervention in 

culture i.e. "The Role of the State in Culture which 

has to be readjusted". 

Part two of the Approach Paper entitled 

"Objectives" talked about. an attempt to deliberate a 

blue print for areas which need attention and public 

support by individuals, agencies and the communities at 

all levels such as Panchayats, local bodies, etc. It 

also suggested better coordination of infrastructural 

facilities to provide multi points for promotion, 

funds, etc. 

Although part three talked about the states 

definite responsibility for the purpose, yet to avoid 

"direct state intervention" it proposed the 

establishment of another statutbry body called the 

"Bhartiya Sanskriti Parishad". 
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However, even though the Government is making an 

effort, the task of policying in our country faces a 

multiplicity of problems. Apart from other structural 

bodies like dearth of funds, facilities, opportunities 

to a vast majo~ity of deserving talent, the problem of 

the influence of artists on policies of patronage which 

could only be (not in a healthy democratic and 

procedural way) but depending upon their access to 

positions of political power and authoritative decision 

makers, there is also the issues of what the state sees 

as "Culture of the People", i.e. Popular Culture. 

There have been mainly two shifts in the states view of 

Popular Culture. Before, say two year back (1990-92) 

the state tried to define and disseminate a certain 

kind of image of "Culture of the people and culture by 

the people" which it called Popular. Therefor it was 

obliged to disseminate culture for the people by giving 

direction to culture of the people, i.e. popular 

Culture. This Popular Culture the state saw in 

opposition to Akademi Culture whose representatitions 

and texts were authorised by the elites. The emphasis, 

especially since 1985 has been on "Sponsoring 

operations'' according to bureaucratic procedures for 

regional 

tribal, 

performing arts and performances by 

village (etc.) professional artists. 
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example, this new orientation ushered in a distinctive 

forces on, the much neglected local representation at 

the National level Art and culture show - the state's 

organisation of a relay of utsav, tribal and folk art 

and theatre, establishment of Zonal Cultural Centres 

for the same, etc. Now this was quite a welcome move 

in regions which did not have state Akademis (see 

Appendix) but even in such regions many of the 

functions of these government departments got 

duplicated with the newly established Zonal Centres. So 

the government, because it viewed popular culture as 

opposed to Akademi culture, sought to spend 

increasingly on building more and more institutions 

with adequately staffed bureaucrats (for one art form 

as opposed to the other) without integrating efforts 

for the promotion of different art forms (whether 

Akademi or folk) so these policy shifts which focused 

on the art forms of rural areas led more to a wastage 

of funds, money, time and efforts rather than anything 

else. 

Today we see a substantial expansion in the 

meaning of popular to accommodate a very different kind 

of invasion in the socialisat~on process of the 

citizen, namely, the invasion ushered in by the 
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satellite electronic media. Today the government sees 

harlequin romances, melodramas, commercial television 

and cinema, etc. 

discredited the 

as Popular. 

democratic 

This may not 

authenticity 

only have 

of other 

(skilled) cultural objects and practises but also led 

to a comprehensive neglect of the art forms of the 

Akademis. Th~ endeavour then is to build a case for 

the art and craft as also being of the people, i.e. 

popular and not something exclusive and inaccessible. 

Even though present class lives in culture are more 

complex today, Akademi art practise should not only 

inculcate other art production forms (talked of 

earlier) but also be bring them into 

national conciousness and light. 

manistream 

For this probably a study of 'the role and aims of 

the Akademis seemed to be appropriate. 

Hence 

Committee 

Chapter Five 

Report (1990) 

is a review of 

in which one of 

the Haksar 

the most 

prominent documents to study the role and functioning, 

the performance of the three National Akademis in 

recent times. This Chapter has been divided into three 

parts. Part one is a general introduction about the 

relevance of the report and some of its readings. It 

picks up the talk of decentralisation of authority and 
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delegation of responsibility by the National Akademis 

to their state level affiliates by the report; the 

contr~dictions and uneasiness of the report in its own 

statements and approaches; the general impression that 

a reader would get that the text probably needs another 

part to concretise its suggestions and enunciate a 

pragmatic work plan to make its recommendations a 

reality; the general inaccessibility of the document, 

etc. Part two of the chapter talked about some of the 

common issues identified by the report. On impact and 

interaction of the three Akademis on National life in 

general, the report admitted that their presence had 

not been adequately felt in different regions and they 

had remained essenti~lly ''Delhi oriented". However, 

this may be due to the insignifican~e of state 

affiliates and it forthcomingly suggests that close 

interaction and coordination between them. However, 

the details of how this is to be done are left unsaid 

again. Also one can see (Appendix-5) the majority of 

states do not have separate agencies to look after art 

activities. On basis of such vague recommendations it 

becomes a little difficult to foresee any such measure 

let alone reasserting the Khosla Committee reports 

recommendation of making state Akademis, autonomous. 

On allocation of grants by the National Akademis to the 
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states, it says they have been inadequate but talks of 

constraints of resources. The report recommends 

indirect grant allocation procedures by the Government, 

i.e: the government must concern itself with only major 

grants:for creating and maintaining institutions, very 

special occasions 1 ike special endownments, 

cen~ena~ies, etc. While leaving other kind of grants 

offered 'to individuals or institutions to the Akademis. 

The, General Councils of the Akademi were to meet 

more regularity and have more state representatives, 

whereas t.'he cha i r.pe rsons were not on 1 y to be persons of 

"high eminence" in their respective.fields but also be" 

sound administrators" possessing leadership qualities 
I 

as well, ~nspite of the fact that the report talks of 

the neecj I to introduce structura 1 changes in the 

internal o~rganisational functioning of the A.kademi, 

especially ·for the post of the chairperson, making it 

one of " f u 1 l author i t y " , on a f u 1 1 t i me bas i s , i t fa 1 1 s 

back into a typical performance of prefering the system 

of "appointment" by the Government rather than election 

to this most where even the artists could have had some 

say. It talks of· the creation of infrastructural 

facilities as "not being adequate" and also the sharing 

of the expenses for the establishment of SlJCh 

facilities with the corporate sector within the 
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"framework of i planned development" envisaged by the 

Government, of· course. A new thrust to culture policy 

orientation sa~ zonal cultural centres (established by 

the seventh 1five year plan) getting funds and 

additional grants far beyond those envisaged initially, 
: 

thus not only creating an "unhelpful contrast with 
' 

other public :funded cultural institutions in the 

states'' but aJso working at cross purposes with them. 

Hence the re~ort suggests two things. First that a 

part of the zohal centres fund should be kept aside for 

building more :infrastructural facilities and second the 

state Akademis should take the responsibility of the 

organisation .of tribal·and folk performances. Hence 

the report qverlooks that the mode of access of 

"Sangeet Natak" and "Lalit Kala" Akademis to tribal and 

folk forms is limited both conceptually as well as 

* practically. Other drawbacks in the report's 

recommendations on zonal centres are : a duplication of 

efforts, money and resources on the task of 

documentation already being carried out by state 

Akademis, a, cry of excess funds without going into 

their modes ·of precise channelisations or suggesting 

steps for defective procedures; concern about 

* Refer to page 22 of this text 
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pol iticisa,tion of official positions of t.hese 

institutiohs, yet they suggest t~e chairman appointed 

by the Governor of the State; concern about the 

increasing' staff strength of the Akademis on one side 

and the prOposals to set up more cultural institutions 

(obviously ,with their staffs) on the other; the 

proposal of,reducing disparities in the salaries of the 

functionaries and yet not proposing ways of either 

doing so o~ the means of disposing excess staff; the 

issue of licensing of performances; Government and 

Parliament scruitiny of financial and other records of 

the Akademis, etc. The Chapter also addresses the 

question of institutional autonomy of these 

i nst i tut ions , in 1 i ght of strong Governmenta 1 ties in 

terms of grants, funds, organisation of events, etc. 

It talks of ihe creation of a National Endowment fund 

for the Akademis to which both the Government and 

private corporations can contribute. It has also 

talked about Indian artists being·hopelessly in need of 

financial support what with limited state funds and the 

market with (more or less) self-regulating demand 

supply mechanisms. This is especially the case with 

folk performers and painters which have managed to 

survive barely at a subsistence level. It is they who 

need state support. State support is also essential 
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for non-commercial ventures experimenting with new 

techniques and forms of presentation especially as lots 

of amiable art does badly. At first, its rewards to 

the patron are not immediate and may never come. 

Consequent 1 y the idea of a "Ct.~ 1 ture Fund" was suggested 

both by the Khosla Report (1972) and the Haksar. The 

difficulty ·in sustaining the autonomy may be due to 

their centralised administrative structures in the 

capital and a lot of political manuvering for some of 

the decision-making posts. However if the President is 

"elected" instead of being nominated and artists get a 

chance to be more actively involved in policy 

decisions, among other things, it may help. AlsQ there 

is continuous talk about the creation of "Specialists" 

in the field of art in the report. How it proposes 

that the Government shoGld do that, one is left to 

wonder. For the furtherst, it can attempt is to give 

support to form in creativity. But within the form one 

has to leave ample space for individualised innovation; 

techniques of perfections of skills, etc. The Chapter 

then talks a little abot~t the space for innovation and 

genius, especially in relation to Indian arts and the 

Akademis (and not just the r~port.' s) failure to 

recognise this. Hence mL~Ch work is needed in 

reconstructing the model of National Akademis in terms 
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of the needs of the artists and peoplej rather than the 

state. 

In Chapter Six, an attempt has been made to review 

the recommendations of the Haksar Committee Report in 

the light of the present role and functioning of the 

Sangeet Natak Akademi, and the Lalit Kala Akademi. 

Briefly, Chapter Six talks about the particular 

orientation with which the Indian elites started. on 

their path of national development and the peculiar 

context in which the concept of institutions of art 

promotion like the Akademis was imported into India. 

This Chapter has been mainly an attempt to emphasise on 

two things : Firstly, ther was an amazing diversity of 

art practise prevalent in India before it got 

colonised, and even afer it attained ihdependence. 

This diversity sustained and nurturned art production 

at all levels of society, some of which flourishing 

through voluntary efforts of the community over time 

and others crying for official sanction and assistance. 

However after indepdnence very few structural changes 

were brought about_ in the already existing institutions 

to sensitise them to indegenous needs and requirements. 

The three National Akademis come into sharp focus here 

because they were inaugurated and projected as the 
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counry's premier art promotion bodies ~fer 1947. Hence 

part two of this Chapter talks of the creation of the 

National Akademis, the purpose for which they mere 

envisaged, their role and functioning over the years, 

the need for indegenisation, their prevailing 

structural hurdles, programmes, their inefficiencies 

and achievements with special reference to the Sangeet 

Natak and Lalit Kala Akademis. Some of the functions 

of both these Akademis are taken up systematically to 

highlight inherent problems, inadequacies in 

functioning, management as well as in recommendations 

of the Hakscir report. Functions like Awards and 

fellowships, research and documentation, organisation 

of events, dissemination of material and information, 

publications, prolifieration of f~stivals with regard 

to Sangeet Natak Akademi. And organisation of 

exhibitions, the triennals, acquisition of art works, 

regional centres, art organisation, incentives to 

artists, etc. with regard to the Lalit Kala Akademi. 
j 

Hence the Chaptedclaims that both the ~stablishment of 

the art Akademis as well as the purpose for which they 

were established were actions which were to be seen 

within a larger attempt of nation building, the 

modern way of organistion of civil society and its 

mUltiplicity of activities (including that of art 
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production) by the state. Hence the three essential 

tasks of the Akademis of Dance, Drama and Music had to 

be undertaken. First, Research, documentation, 

catelouging and dissemination of material and 

information of various performing art forms prevalent 

in the country. Second : to coordinate performing art 

activities by organisation of largely Akademi funded 

.events· like competition, seminars, festivals, awards, 

etc. Third : an attempt to revitalise an interest in 

the arts by Government organised festivals and events. 

On the other hand, the Akademi of plastic and 

visual arts, sought to aim wide but its programmes 

emphasis was mainly in two spheres i.e. of publication 

of available information, dissemination of material 

and of the organisation of events, exhibitions, 

workshops, sminars, etc. 

Chapter Seven talks about the Sahitya Akademi in 

detail. It stars with the relevance of literature as 

an Art form, the legacy in which the Sahitya Akademi 

was founded (as being slightly differet from that of 

the other two Akademis), the three essential programmes 

of the Akademi - namely, translations, publications and 

~n attempt to popularise the reading of literary works. 

It also takes up the issue of the convention of 
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distributing literary awards, the dissatisfaction 

amongst the literate community on the selection 

procedure for the awards and the isue of election of 

the President. Some recommendations of the Haksar 

report in thi~ regard, sumblings of discontentment 

amongst writers and some views expressed, the general 

deterioration of standards of the Akademi with regard 

to intial expectations and some reasons for it, the 

vital task of translations and the problems of 

executing this, the functioning of the Sahitya Library 

and the Language Advisory Boards at a decentralised 
. 

level, the role and impact of literary associations and 

the programme for language development, the policy for 

fellows of the Akademi, regional offices of the 

Akademi, the issue of allocation Grants by the Akademi 

t.o individuals, institutions and activities, the 

efforts made towards language development, etc. A 

general reading of the study of the Sahitya Akademi 

then woud argue that the Sahitya Akademi has definitely 

made a sincere effort towards the propagation of its 

aims as embroidered in its constitution (See Appendix-

I). However, it does need to concentrate more on its 

state level affiliates, enhancing their spectrum of 

activities which are not just limited to towns and 

cities, but even go down to the district level to take 
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cognisance of talented writers with diverse levels of 

cognition and sensibilities. Even at the centrl level 

there are a host of problems which are now wanting and 

waiting urgent solutions. Some of the Haksar report 

recommendations in this regard have been forthcoming 

and have been voiced consequently by many articualte 

writers thereafter. This would probably is the best 

time to translate them into reality while also 

in view the aspirations and expectations 

writers, for whom the Akademi was established 

first place. 

keeping 

of the 

in the 

Hence, the main claim of the argument on the three 

·National Akademis has been if we attempt to 

skillfully apply modern criteria of better 

organisation, 

etc. . to art 

institutionalisation, 

forms in general then 

administration, 

due to the 

comparative scales involved one comes into sharper 

relief with the west. But comparative scales of this 

sort help nations to benefit from the knowledge, 

experience, understanding and comprehension of one 

another. However, they may not be so beneficial when 

the Indian state tended to apply the same 

organisational structure of centralised control and 

decision making, resource allocation and responsibility 

delegation, hierarchy etc. for art promotion bodies 
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also. This may be a reason why strict centralised 

control of the Akademis in their manner of functioning 

has been a.hurdle in many of the things they set out to 

achieve. Then may be a better suggestion could be 

complete decentralistion in the working criterias 

mentioned above or the formation of some sort of art 

zones throughout the country based on common belief, 

practises, forms of congregation, celeberations, dress, 

language etc. These zones then could have one art 

Akade~i each with its branches spread out 

the zone. It could open to sponsorship by 

throughout 

both the 

state and the corporate world, thus also attempting to 

be more accessable to the majority of prevalent local 

tal~nt and their Art forms. Only then could one 

probably envisage the Akademis to have reached into 

pulse of India and achieved most of its proclaimed 

objectives for which a major portion of state funds, 

facilities and resources are enhanced. 
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APPENDIX -

MAIN OBJECTIVES OF NATIONAL AKAOEMIS & NATIONAL SCHOOL OF DRAMA 
(extracts from their Constitutions) 

SAHITYA AKADEMI 

to promote co-operation amoung men of letters for the development 
of literature in Indian languages; 

to encourage or to arrange translations of literary works from 
one Indian language into others and also from non-Indian into 
Indian languages and vice-versa; 

to publish or to assist associations and individuals in publish
ing literary works, including bibilographes, dictionaries, ency
clopaedias, basic vocabularies etc., in the various India lan
guages; 

to sponsor or to hold literary conferences, seminars and exhibi
tions on all-India or a regional basis; 

to award prizes and distinctions and give recognition to individ
u(ll writers for outstanding work; 

to promote research in Indian languages and literature; 

to promote the teachings and study of regional languages and 
literature in areas beyond their own; 

to encourage propapation and study of literature among the mass
es; 

(a) to improve and develop the various scripts in which the 
languages of the country are written; 

(b) to promote the use of Devanagari script and to encour
age publication in that script of select books in any Indian 
language; 

(c) to publish, if found necessary, standard books of one 
Indian language in the scripts of other languatges; 

to promote cultural exchanges with other countries and to estab
lish relations with international organizations in the field of 
letters. 

LALIT KALA AKAOEMI 

to encourage and promote study and research in the fields of 
creative arts such as painting, sculpture, graphics, etc.; 
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to encourage and coordinate the activities of the regional art 
organisations and State Lalit Kala Akademis; 

to promote cooperation among artists and art associations and 
development of such associations; 

to encourage, where necessary, the establishment of regional art 
Centres; 

to encourage the exchange of ideas between various schools of art 
by organising conferences, seminars, exhibitions on an all India 
basis, etc.; 

to publish and to promote publication of literature on art in
cludina monographs, journals, etc.; 

to establish and maintain a Library, catering to the needs of 
various organisations and covering world art; 

to give recognition and to otherwise assist approved art associa
tions; 

to foster ccultural contacts within the country and 
other countries, through art exhibitions exchange of 
and art objects, etc.; 

to award scholarships and prizes to deserving artists; 

also with 
personnel 

to accbrd recognition to artists for outstanding achievements; 

to promote study, resarch and survey of folk, tribal and 
traditional art and crafts techniques, preserve and project their 
art forms and to organise regional surveys of and to encourage 
surviving indigenous craftsmen, painters and sculptors. 

SANGEET NATAK AKADEMI 

tn co-ordinate the activities of regional or State Academics of 
music, dance and drama; 

to promote research in the fields of Indian music, dance and 
drama and for thi$ purpose, to establish a library and museum, 
etc.; 

to co-ordinate with such similar Academics as there may be and 
other institutions and associations for the furtherance of its 
objects and for the enrichment of Indian culture as a whole; 

to encourage the exchange of ideas and enrichment of techniques 
between the different regions in regard to the arts of music, 
dance and drama; 
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to encourage the establishment of theatre eentres, on the basis 
of regional languages, and co-operation among different theatre 
centres; 

to encourage the setting up of institutions providing training in 
the art of theatre, including instructions in actor's training, 
study of stage-craft and production of plays; 

to encourage and assist production of new plays by awarding 
prizes and distinctions; 

to publish literature on Indian music, dance and drama including 
reference works such as an illustrated dictionary or handbook of 
technical terms; 

to give recognition to and otherwise assist meritorious, theatri
cal organisations; 

to encourage the development of amateur dramatic activity, chil
dren's theatre, the open-air theatre and the rural theatre in its 
various forms; 

to revive and preserve folk music, folk dance and folk drama in 
different regions of the country and to encourage the development 
of community music, matrial music and other types of music; 

to sponsor music, dance and drama festivals, seminars, confer
ences on an all-India basis and to encourage such regional festi
vals; 

to award prizes and distinctions and to give recognition to 
individual artistes for outstanding achievement in the fields of 
music, dance and drama; 

to take suitable steps for the maintenance of proper and adequate 
standards of education in music, dance and drama and with that 
object to organise research in the teaching of the said subjects; 

to foster cultural contacts between the different regions of the 
country and also with other countries in the fields of music, 
dance and drama. 
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APPENDIX - 2 

STATE AKADEMIS AND EQUIVALENT/ALLIED INSTITUTIONS 

IN THE STATES/UNION TERRITORIES 

(A) STATES 

Andhara Pradesh Telugu University (perf. & visual arts; 
language & literature) 
Telugu Akademi (mainly tex.t books) 

Arunachal Pradesh Nil 

Assam Nil 

Bihar Sangeet Natak Akademi 
Lalit Kala Akademi 
Hindi Rashtrabhasha Parishad 
Bangla Akademi 
Bhojpuri Akademi 
Magahi Akademi 
Maithili Akademi 
Urdu Akademi 

Goa Kala Akadem1 (perf. & visual arts) 
Konkani Akademi 

Gujarat Sangit Nritya Natya Akademi 
Lalit Kala Akademi 
Sahitya Akademi 
Sindhi Akademi 
Urdu Akademi 

Haryana Sahitya Akademi 
Urdu Akademi 

Himachal Pradesh Akademi of Arts, Culture and Languages 
(perf. & visual arts; language & literature) 

Jammu & Kashmir Akademi of Arts, Culture and Languages 
(perf. & visual arts; language & literature) 

Karnataka Sangeet Natak Akademi 
Lalit Kala Akademi 
Sahitya Akademi 

(iv) 



Kerala 

Madhya Pradesh 

Maharashtra 

Manipur 

Meghlaya 

Mizoram · 

Nagaland 

Orissa 

Punjab 

Rajasthan 

Sikkim 

Tamil Nadu 

Sangeetha Nataka Akademi 
Lalitha Kala Akademi 
Sahitya Akademi 
Kerala Kalamandalam (perf. arts) 
Inst. of Folklore & Folk Arts State Inst. of 
Languages 
State Inst. of Encyclopaedic Publications 
State Inst. of Children's literature 

Bharat Bhavan (perf. & visual arts) 
Us tad A 11 auddi n Khan Sangeet Akademi 
Kala Parishad 
Sahitya Parishad 
Adivasi Lok Kala Parishad 
Kalidas Akademi 
Tulsi Akademi 
Sanskrit Akademi 
Sindhi Sahitya Akademi 
Urdu Akademi 

Nil 

State Kala Akademi (perf. & visual arts; 
language & literature) 

State Institute of Arts (perf. arts) 

Nil 

Nil 

Sangeet Natak Akademi 
Lalit Kala Akademi 
Sahitya Akademi 
Urdu Akademi 

Punjab Art Council (Punjab Kala Parishad) 
Sangeet Natak Akademi 
Lalit Kala Akademi 
Sahitya Akademi 

Sangeet Natak Akademi 
Lalit Kala Akademi 
Sahitya Akademi 
Rajasthani Bhasa Sahitya Evam Sanskriti 
Akademi 

Nil 

Byal Isai Nataka Manram (perf. arts) 
Cvia Nunkalai Kuzhu (visual arts) 
Tamil Valarchi Kazhagam (language & lit.) 
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Tri pura 

Uttar Pradesh 

West Bengal 

Tripura Folk Cultural Institute 

Sangeet Natak Akademi 
Lalit Kala Akademi 
Hindi Samsthan 
Bhartendu Natya Akademi 

State Akademi of Dance, Drama, Music & visual 
Arts (Rabindra Bharati University) 

Music Akademi 
Natya Akademi 
Bangla Akademi 

(B) UNION TERRITORIES 

Anadaman & 
Nicobar Islands 

Chandigarh 

Delhi 

Dadar & Nagar 
Havel i 

Daman & Diu 

Lakshadweep 

Pondicherry 

Nil 

Govt. College of Arts 
Sahitya Akademi 
Sangeet Natal< Akademi 

Sahitya Kala Parishad (perf. arts) 
Hindi Al<ademi 
Pubjabi Akademi 
Sanskrit Akademi 
Urdu Akademi 

Nil 

Nil 

Sahitya Kala Akademi 

Bharathiar Palkalaikoodam 
Institute of Linguistics & Culture 

Source State Governments & Union Territory Administrations. 
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APPENDIX - 3 
ZONAL CULTURAL CENTRES 

NORTH ZONE (1985-86) 
Patiala 

Haryana (A) 
Himachal Pradesh 
Jammu & Kashmir 
Punjab 
Rajasthan (B) 
Chandigarh 

EAST ZONE (1985-86) 
Calcutta 

Assam (E) 
Bihar (C) 
Manipur 
Orissa 
Sikkim 
Tripura 
West Bengal 
Andaman & Nicobar Islands (F) 

WEST ZONE (1985-86} 
Udaipur 

Goa 
Gujarat 
Maharashtra (G) 
Rajasthan (B) 
Daman & Diu 

NORTH CENTRAL ZONE (1985-86) 
Allahabad 

Bihar (C) 
Haryana (A) 
Madhya Pradesh (D) 
Rajasthan (B) 
Uttar Pradesh 
Delhi 

NORTH EAST ZONE (1986-87) 
Dimapur 

Arunachal Pradesh 
Assam (E) 
Meghalaya 
Mizoram 
Nagaland 

SOUTH ZONE (1985-86) 
Thanjavur 

Andhra Pradesh (H) 
Karnataka (F) 
Kerala 
Tamil Nadu 
Andaman & Nicobar Islands (F) 
Lakshadweep 
Pondicherry 

SOUTH CENTRAL ZONE (1986-87) 
Nagpur 

Andhra Pradesh (H) 
Karnataka (F) 
Madhya Pradesh (D) 
Maharashtra (G) 

Note [Figure in brackets indicates year of establishment; 
letter in brackets indicates participation in more 
than one Centre] 

Source Deptt. of Culture, Govt. of India - "ZCC Events" 1988-89 
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(a) 
APPENDIX - 4 

EXPENDITURE INCURRED BY ZONAL CULTURAL CENTRES 
(Rs. Lakhs) 

Centre 1985-86 1986-87 1987-88 1988-89 1989-90 Total 

North Zone Cultural 11.70 81.65 52.88 84.74 88.29 319.26 
Centre, Patiala (Tentative) 

West Zone Cultural 85.98 51.76 132.30 57.38 327.42 
Centre, Udaipur 

Eastern Zonal 10.01 3.75 25.49 47.67 NA 86.92 
Cultural Centre,Calcutta 

South Zone Cultural 130.12 8'5.03 80.76 NA 295.91 
Centee, Thanjavur 

North East Zone 35.54 14.26 104.n9 177.69 332. 18 
Cultural Centre,Nagaland (upto Jan.90) 

North Central Zone 33.13 91.80 99.04 78.08 302.05 
Cultural Centre,Allahabad (upto Dec.89) 

South Central Zonal 62.40 89.75 67.89 57.89 277.93 
Cultural Centre, Nagpur 
----------------------------------------------------------------------
(b) EXPENDITURE ON CAPITAL ASSETS (INCLUDED IN (a) ABOVE) 

(Rs. lakhs) 

1985-86 1986-87 1987-88 1988-89 1989-90 Total 

North Zone Cultural 3.36 6.53 1. 24 6. 10 6.l0 23.33 
Centre, Patiala (Tentative) 

West Zone Cultural 18.38 14.63 7.60 3.39 44.00 
Centre, Udaipur (upto.Dec.89) 

Eastern Zonal Cultural-- 0.48 0.66 1.14 
Centre, Calcutta 

South Zone Cultural 5.50 2. 11 0.12 NA 7.73 
Centre, Thanjavur 

North-East Zone 1. 83 3.30 25.81 105.57 136.51 
Cultural Centre,Dimapur _(upto Jan.90) 

•North Central Zone 1. 43 46.17 9.22 11.98 68.80 
Cultural Centre,Allahbad (upto Dec.89) 

South Central Zonal NA NA NA 24.05* 
Cultural Centre, Nagpur 

*Total for 1986-87 to 1988-89 
Source: Details furnished by various Zonal Cultural Centres,assembled 



at IGNCA, New Delhi 

ADMINISTRATIVE SET UP FOR LOOKING AFTER 
ACTIVITIES UNDER ART AND CULTURE 

APPENDIX - 5 

A. Names of states where a separate Department of Culture exists: 

Andhra Pradesh 

Assam 

Haryana 

Himachal Pradesh 

Madhya Pradesh 

Meghalaya 

Nagaland 

Orissa .. 

Punjab 

Rajasthan 

Sikkim 

Tami 1 nadu 

Uttar Pradesh 

B. States/Union Territories where activities under 'Art and 
Culture' are being looked after by a composite Department ·-

Arunachal 
Pradesh 

Goa 

-There is no separate Department of Culture. social 
Cultural Affairs is a combined Department under 
one Director. Archives, Archaeology and Museums 
are being looked after by the Department of 
Research. 

- Activities under art and culture are being looked 
after by the Deptt. of Education. There is no 
separate Dte. of culture. However, an independent 
Dte. for Archives, Archaeology and Museums and 
Libraries are dealt with under the General Educa
tion Sector. 
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Gujarat There is no separate and independent Department 
for Cultural affairs. The four Directorates, one 
each for Museums, Libraries, Archives and Archael
ogy are part of the Deptt. of Education. Other 
activities relating to art and culture are looked 
after by Dte. of Youth Services and Cultural 
Activities under the same department. 

Jammu & There is no separate Deptt. of culture. The work 
Kashmir is looked after by the Jammu & Kashmir Academy of 

Art, Culture and Languages (an autonomous body). 

Kerala Cultural affairs are looked after by the Minister 
for Fisheries and Cooperation, Museums and Zoos by 
the Minister of Sports and Youth Affairs. 

Mahan\shtra - There is a composite Deptt. fo Social Welfare, 
Cultural Affairs, Sports & Tourism. There is a 
Directorate of Cultural Affairs. 

Manipur There is a composite Department of Social Welfare, 
Art and Culture. 

Mizoram 

West Bengal -

Andaman & 
Nicobar 
Island 

There is a Composite Department of Education and 
Human Resources. 

There is a composite Department of Information and 
Cultural Affairs. 

There is no separate Departments/Directorate of 
Culture. 

Chandigarh - Cultural Affairs are handled by Public Relations 
Department. 

Daman & Diu - Cultural activities are being looked after by 
Director of Education. 

Delhi There is a composite Department of Education and 
Culture. 

Lakshadweep - Social Welfare and Culture Wing looks after Art 
and cultural activities. 

Pondicherry - Department of Education looks after cultural 
matters. 

Sources Agenda for conference of Ministers and Secretaries of 
culture (State & UTs), New Delhi -July, 1989. 
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APPENDIX - 6. 

THE OBJECTIVES OF BAL BHAVAN 

To be a creative resource centre for schools, 

educational institutions and children 

To offer guidance and learning facilities to 

schools to develop leadership and creativity among 

students through special training courses, 

workshops, demonstrations and semin~rs 

To inculcate in children a scientific temper and a 

spirit to challenge, to experiment, to innovate 

and to create; 

To develop new creative teaching methods and 

educational kits in art, science and museum 

techniques; 

To make available to the nation a prototype 

comprehensive children's institution for free 

learning experience; 

To develop a mass movement involving community 

action to act as an effective non-formal learning

by-doing system; 

To initiate massive greening projects by children 

and environmental awareness programmes with a bid 

to conserve, preserve and nurture environment and 

(xi) 



ecological balance all round; 

To help implement, to a possible extent, the 

national educational policy; and 

To start science corners and astronomical units in 

all States through Bal Bhavans. 

Source : The Bal Bhavan, New Delhi 
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APPENDIX - 1 

STAFF STRENGTH OF NATIONAL AKADEMIS AND SCHOOL OF DRAMA 

(In numbers) 

1972 1977 1982 1985 1989 

Sangeet Natak Akademi 59 63 93 113 124 

Lalit Kala Akademi 63* 84* 115* 185* 213* 

Sahitya Akademi 80** 97 111 135 186 

National School of 29*** 22*** 81*** 138* 
Drama plus 18 

artists 
in Reper-
tory 
Company 

* includes vacancieg 

** As in 1973-74 

*** These exclude artists of Repertory Company 

Source National Akademis & School of Drama 
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APPENDIX - 8 

PROPORTION OF PAY AND AllOWANCES TO THE TOTAL EXPENDITURE 

Year Total 
expenditure 

Sangeet Natak 1984-85 101.65 
Akademi 

Lalit Kala 
Akademi 

Sahitya 
Akademi 

National 
School of 
Drama 

1988-89 191.75 

1984-85 82.50 

1988-89 178. 11 

1984-85 62.68 

1988-89 169.34 

1984-85 64.54 

1988-89 115.07 

(Rs. lakhs) 

Pay and Percentage to the 
allowance total expenditure 

15.41 15 

31.20 16 

22.44 27 

43.40 24 

33.08 53 

54.96 32 

17.50 27 

40.89 35 

Source National Akademis/National School of Drama, assembled at 
the sahitya Akademi library, New Delhi. 
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APPENDIX - 9 
PAY SCALES - DISPARITIES 

------~-------------------------------------------------------------------------------------------------------
Post 

1. Secretary 

.2. Deputy Secy. 

3. Addl. Secy. 

4. Asstt. Secy. 

5. Regional Secy. 

Sangeet Natak Akademi 

Rs.4500-150-5700 

Rs.3000-100-3500-

125-<4500 

Di rector-.JNMDA/ 

l<athak l<endra 

Rs.3000-100-3500-
125-4500 

Lalit Kala Akadellli 

Rs.3700-125-4700-150-
5000 

Re.3000-100-3500-125-
4500 

Rs.3700-125-4700-150-

5000 

Rs.3000-100-3500-125-

4500 

6. Fin. & Accounts Rs.3000-100-3500- DS (Accounts) 
Rs.3000-100-3500-125-
4500 

0fficer 125-4500 

7. Acco•Jnts Officer Rs. 2375-75-3200-

EB-100-.3500 
Rs.2000-60-2300-EB-

75-3200 

8. Programme 
Officer 

9. Asstt.Programme 
Officer 

10. Asstt.Editor 

11. Librarian 

12. Asstt. 

Librarian 

Rs.2000-60-2300- Rs.2000-60-2300-EB-
EB-75-3200-100-3500 75-3200-100-3500 

Rs.1640-60-2600-E8-
2900 

Rs.2000-60-2300-EB- Rs.2000-60-2300-E8~ 

75-3200-100-3500 75-3200-100-3500 

Rs.2000-60-2300-EB- Rs.2000-60-2300-EB-
75-3200-100-3500 75-3200-100-3500 

Rs.1640-60-2600-E8-

75-2900 

Re.3000-100-3500-
125-<4500 

Rs.3700-125-4700-150-
5000 

(xv) 

Sahitya Akademi 

Rs.4500-150-5700-200-
7300 (Personal scale) 
against the pre-revised 

old pay scale of Rs.3000 

100-3500-125-5000 

Rs.3000-100-3500-125-

5000 

Rs.3000-100-3500-125-
5000 

OS (Accounts) 
Rs.3000-100-3500-125-
4500 

Rs.2200-75-2800-EB-

100-4000 

Rs.2200-75-2600-EB-

100-<4000 

Re.3000-100-3500-125-
5000 

Rs.2200-75-2800-EB-

100-4000 

Re.3000-100-3500-125-
5000 

Natiorn~l School 
of Drama 

Re.2375-75-3200-

EB-100-3500 

Re.2200-75-2800-
EB-100-4000 

Rs.1350-30-1440-40 

-1800-EB-50-2200 



Post. 

14. Publication 

Officer 

15. Photo Officer 

16. Photographer 

17. Accountant 

18. Assistn<~t 

(Asstt.Secy. (Pub) 

Sangeet Natak Akademi 

Rs.3000-100-3500-
125-4500 
{Tech.Officer Filming) 

Rs.1640-60-2600-
EB-75-2900 

Rs.1400-40-1600-50-

Lalit Kala Akademi 

Rs.2000-60-2300-EB-
75-3200-100-3500 

(Estt./Accounts) 2300-EB-60-2600 

Rs.1400-40-1800-ER-

50-2300 

19. PA to Secy. 

20. PS to C::ha i rrn~.n 

21. Tech. Asstt. 

22. Library Asstt. 

23. Sales Manager 

24. Library 

Attendant 

25. Attendant 

26. Oestetner 

Operator 

27. Telex Operator 

No Sep~rate post. Rs.1400-40-1800-EB-

Stenographer is post-ed 50-2300 
Rs. 1400-40-1600-50-

2300-EB-60-2600 

Rs.?000-60-2300-EB-
75-3200-100-3500 

Rs~1400-40-1800-EB-

50-2300 

Rs.B00-15-1010-EB-
20-1150 

Rs.750-12-870-EB-

14-940 

Rs.950-20-1150-EB-

25-1400 

Rs.1200-30-1560-EB-
40-2040 

Rs.2000-60-2300-E8-
75-3200 

Rs.S00-15-1010-EB-
20-1150 

Rs.800-15-1010-EB-

20-1150 

Rs.9~0-20-1150-EB-

25-1560 plus Rs.40 

asSpl.Pay. 

Sahitya Akadenli 

Rs.2200-75-2800-EB-

100-4000 

Rs.1640-60-2600-EB-

75-2900 

(Sr. Accountant) 

Rs.1400-40-1600-50-
2300-EB-60-2600 

Rs.2000-60-2300-EB-

75-3200 

Rs.1400-40-1800-E8-
50-2300 

Rs.1200-30-1560-EB-
40-2040 

Rs.2000-60-2300-EB-
75-3200-100-3500 

Rs.950-20-1150-E8-
25-1400 

750-12,-870-EB-

14-940 (Peon) 

Rs.950-20-1150-EB-

25-1400 

National School 
of Drama 

Rs.2000-60-2300-
EB--75-3200 

Rs.1400-40-1800-
EB-50-2300 

Rs.B00-15-1010-

EB-20-1150 

Rs.750-12-670-EB 
14-940 

Rs.950-20-1150-

EB-25-1400 

--------------------------------------------------------------------------------------------------~-----------

Source : National Akademi/National School of Drama 
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ART ORGANISATIONS 
RECOGNIZED BY LALIT KALA AKADEMI 

APPENDIX - 10 

Andhra Pradesh Andhra Pradesh Council of Artists, Hyderabad 
Ankala Art Academy, West Godavari 
Bharatha Kala Parishad, Hyderabad 
Chitra Kala Parishad, Visakhapatnam 
Chitra Kala Samsad, Machilipatnam 
Hyderabad Art Society, Hyderabad 
Kala Peetham, Guntur 
Lalit Kala Parishad, Visakhapatnam 
Lalit Kala S~miti, Medak 
Navrang Chitrakala Niketan, Guntur 
The Andhra Academy of Arts, Vijayawada 

Assam Gauhati Artists' Guild, Gauhati 

Bihar Shilpa Kala Parishad, Patna 

Delhi All India Fine Arts & Crafts, New Delhi 
Delhi Silpi Chakra, New Delhi 
Group '8', New Delhi 
Handicapped Welfare Federation, New Delhi 
Panchamrit, Delhi 

Haryana The creators, Ambala Cantt. 

Karnataka Ideal Fine Art Society, Gulbarga 
Karnataka Chittrakala Parishath, Bangalore 

Kerala Kerala Chitra Kala Parishad, Trichur 

Madhya Pradesh Lalit Kala Kendra, Gwalior 
Mahakoshal Kala Parishad, Ra1pur 
Nutan Kala Sangam, Raipur 

Maharashtra 

Rhythm Art Society, Bhopal 

Bhartiya Kala Prasarini Sabha, Pune 
Nasik Kala Niketan, Nasik 
The Artists Centre, Bombay 
The Art Society of India, Bombay 
The Bombay Art Sociaty, Bombay 
Vidhrba Art Society, Nagpur 
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Manipur 

Orissa 

Punjab 

Rajasthan 

Art Society, Imphal 

Ganjam District Drawing Masters'Association,Ganjam 
Working Artists Association, Bhubaneswar 

Indian Academy of Fine Arts, Amritsar 

Aaj, Udaipur 
Kalavritt, Jaipur 
Jodhpur Kalakar Parishad, Jodhpur 
Takhman - 28, Udaipur 
Tulika Kalakar Parishad, Udaipur 

Tamil Nadu - Association of Young Painters & Sculptors, Madras 
Artists Handicrafts Association, Madras 
Madras Art Club, Madras 
North Arcot Artists Association, Vellore 
Progressive Paiters Association, Madras 
South Indian Society of Painters, Madras 
United Painters Association, Tiruchirappalli 

Uttar Pradesh Shilpi Artists Organisation, Kanpur 
U.P. Artists Association, Lucknow 

West Bengal Academy of Fine Arts, Calcutta 
Canvas Artists Circle, Calcutta 
Chitanya Kala Bijnan Kendra, Hooghly 
Contrivance, Calcutta 
Indian Society of Oriental Art, Calcutta 
Painters' Orchestra, Calcutta 
Society of Contemporary Artists, Calcutta 
Society of Working Artists, Calcutta 
The Calcutta Painters, Calcutta 
West Bengal Artists Federation, 24 Parganas 

Source Lalit Kala Akademi 
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APPENDIX- 11. 

No.18012(23)/65-WI 
Government of India 

Ministry of Works and Housing 
(Nirman Aur Awas Mantralaya) 

(Works Division) 

New Delhi, Dated the 5th June, 1972 

MEMORANDUM 

Provision of works of art in the 
estimates for all public buildings. 

The undersigned is directed to say that it was 

suggested at the meeting of the Committee for selection 

of works of Art for public buildings held on the 2nd 

February, 1972 thatt 2% ~f the cost of the project 

should be provided for executing works of art in 

estimates for all the public buildings as against 1% of 

the Building Cost which is being provided at present. 

In this connection, it is stated that earlier the 

Cabinet, while considering the question of the quantum 

of provision for decoration of public buildings, 

expressed the view that the case of each building 

should be considered on its merits and the expenditure 

to be incurred on sculpture, mural, decorations, 

paintings, etc. need not be limited to a fixed 

percentage. 
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It has, therefore, been decided taht the 

Architect while f~rnishing the initial drawings, would 

indicate the amount (upto 2% of the building cost) 

which would be necessary for the art work consistent 

with the nature of the building, the area available.for 

the art work and the type of work which is to come up. 

This percentage is not to be adhered to rigidly but it 

can vary according to the requirements of the individu-

al buildings, upto the ceiling of 2% of the cost of the· 

buildings. 

It is enjoined on all concerned that provision for 

work of art by way of paintings, sculpture, etc. should 

invariably be made in the estimates for all public 

buildings (including AIR buildings, P & T buildings, 

Terminal buildings at Airports, etc.) as indicated by 

the Architect. 

Sd/- S Rangaswamy 
Under-Secretary to the Govt. of India 

To Engineer-in-Chief 
(Shri 0. Muthachen), 
Central P.W.D. 
New Delhi 

Copy forwarded to : 

1. A 11 Chief Engineer, CPWD (by name) 
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2. Chief Architect, CPWD, New Delhi (Sh. H. Rahman). 
He may kindly bring these instructions to the 
notice of all the Senior Architects 

3. Section Officer W.2 
4. Min. of Finance (Works), with reference to their 

U.C. No.1215/JS(WIH)/72, dated 24.5.1972 

Copy also forwarded to 
Govt. of India 

All Ministries/Deptts. of 

Source The Haksar Co~ittee Report, July, 1990 
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APPENDIX - 12 

EXPENDITURE ON ART & CULTURE (GOVERNMENT OF INDIA) 

Year 

1985-86 

1986-87 

1987-88 

1988-89 

1989-90 

Sources 

· (Rs. in crores) 

*Total exp. of **Expenditure on 
the Central 

Proportion of exp. 
and Culture 

Government Education Art & 
Culture to exp.on to Total 

Education Govt.exp. 
(Percent) (percent) 

49619 

59688 

65068 

74906 

87696 
(RE) 

540.16 

650.40 

1205.25 

1604.15 
(RE) 

1578.42 
(BE) 

50.35 

44.98 

108.94 

134.59 
(RE) 

121.50 
(BE) 

9.32 

6.92 

9.04 

8.39 

7.70 

* Budget at a glance published annually by the 
Ministry of Finance. 

** Demands for Grants of the Ministry of Human 
Resource Development, Department of Culture. 
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0. 10 

0.08 

0.17 

0. 18 
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APPENDIX - 13 

STATEWISE EXPENDITURE ON ART & CULTURE AND ITS PROPORTION TO THE TOTAL 
EXPENDITURE 

(Rs. in crores) 

---------------------------------------------------------------------------
1987-88 1988-89 1969-90 

-------------------- ---------~---~------- ---------------------
Exp. Total Propor- Exp. Total Propor- Exp. Total Propor-
on art exp.of tton of on art exp.of tion of on art exp.of t1on of 

Name and State exp.on and State Exp.on and State exp.on 
of Cul- Govt. 'Art & Cul- Govt. 'Art & Cul- Govt. 'Art & 
the ture Culture ture Culture ture Culture 
State to total to total to total 

exp. of exp. of exp. of 
State State State 
Govt. Govt. Govt. 

---------------------------------------------------------------------------
Andhra 7.05 3441 0.20 11.69 4344 0.27 11.90 4658 0.26 
Pradesh 

Arunachal 1.58 246 0.64 2.01 214 0.94 1.79 230 0.78 
Pradesh 

Assam 4.76 1325 0.36 5.56 1411 0.39 6.16 1779 0.35 

Bihar 1. 93 2933 0.07 1.92 3181 0.06 3.05 3757 0.08 

Goa 1.23 168 0.73 2.23 232 0.96 3.05 238 1. 28 

Gujarat 3.61 3093 0. 12 3.84 3374 o. 11 4.48 3500 0.13 

Haryana 0.68 1287 0.05 0.95 1513 0.06 1.03 1623 0.06 

Himachal 1.80 609 0.30 1. 97 739 0.27 1. 94 757 0.26 
Pradesh 

Jammu & 2.36 861 0.27 2. 16 966 0.22 2.30 977 0.24 
Kashmir 

Karnatka 10.37 2036 0.49 9.07 2375 0.38 10.84 2836 0.38 

Kerala 4.99 1781 0.28 5.81 2028 0.29 6.29 2266 0.28 

M!'ldhya 5.03 3053 0.16 6.55 3503 .0. 15 5.63 3679 0.15 
Pradesh 

Maha- 8.06 5504 0.15 13.00 6626 0.19 9.76 7080 0. 14 
rashtra 

Manipur 1.17 215 0.54 1. 46 278 0.53 1.44 262 0.55 
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Meghalaya 0.50 190 0.26 1.00 249 0.40 1. 19 277 0.43 
-------------------------------------------------------------------~-----~-

1987-88 1988-89 1989-90 
--------------------- --------------------- ---------------------

Name 
of 
the 
State 

Exp. Total Propor- Exp. Total Propor
on art exp.of tion of on art exp.of tion of 
and State exp.on and State Exp.on 
Cul- Govt. 'Art & Cul- Govt. 'Art & 
ture Culture ture Culture 

to total to total 
exp. of exp. of 
State State 
Govt. Govt. 

Mizoram 0.68 246 0.28 0.78 250 0.31 

Nagaland 1.53 328 0.47 1.70 344 0.49 

Orissa 2. 68 1408 0. 19 3. 90 1693 0.23 

Punjab 1. 94 1634 0. 12 1.97 1991 0. 10 

Rajashtan 3.83 2539 0. 15 4.40 2591 0.17 

Exp. 
on art 
and 
Cul
ture 

1. 12 

1. 62 

Tota-l Propor
exp.of tion of 
State exp.on 
Govt. 'Art & 

234 

360 

Culture 
to total 
exp. of' 
State 
Govt. 

0.48 

0.45 

4.51 2003 0.23 

2.83 2042 0.14 

5.89 2600 0.23 

Sikkim 0.69 98 0.70 0. 70 117 0.60 1.00 114 0.88 

Tamil 8.67 3375 0.26 9.44 3650 0.26 11.03 4134 0.27 
Nadu 

Tripura 0.50 294 0.17 0.66 385 0.17 0.77 424 0.18 

Uttar 6.58 5080 0. 13 8.33 5931 o. 14 9.12 8642 0. 11 
Pradesh 

West 2.99 3027 0.10 3.90 3528 0. 11 4.44 3932 0. 11 
Bengal 

Source Finance Commission - State Budgets. 
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DETAILS OF EXPENDITURE OF NATIONAL AKADEMIS AND SCHOOL OF DRAMA 
(Rs. lakhs) 

Year Pay & 
allowances 

Sangeet 1984-85 15.41 
Natak 
Akademi 1985-86 19.23 

1986-87 22.79 

1987-88 27.85 

1988-89 31.20 

Lalit 1984~85 22.44 
Kala 
Akademi 1985-86 25.83 

1986-87 34.05 

1987-88 42.78 

1988-89 43.40 

Sahitya 1984-85 33.08 
Akademi 

1985-86 35.41 

1986-87 43.69 

1987-88 51.25 

1988-89 54.96 

National 1984-85 17.50 
School 
of Drama 1985-86 19. 21 

1986-87 22.67 

1987-88 34.42 

1988-89 40.89 

Contingent Other Total 
expenditure expenditure 

4.22 82.02 101.65 

4.50 101.05 124.78 

4.99 130.61 158.39 

4.98 132.66 166.49 

6.36 154.19 191. 75 

3.30 56.76 82.50 

3. 77 150.95 180.55 

5.57 89.21 128.83 

5.39 80.19 128.36 

6.99 127.72 178.11 

5.76 23.84 62.68 

8.87 40.27 84.55 

9.62 54.55 107.86 

14.61 65.98 131.84 

19.42 94.96 169.34 

12.75 34.29 64.54 

5.15 42.13 66.49 

9.30 42.92 74.89 

37.02 33.13 104.57 

31.30 42.88 115. 07 

-----------------------------------------------------------------
Source : National Akademis and National School of Drama 
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APPENDIX - 15. 

FINANCE COMMITTEES OF AKADEMIS 

Sangeet Natak Akademi : 

Financial Adviser (Chairman) 

One nominee of Government of India, from among its 

nominees on General Council 

Two representatives of General Council, elected by 

it from among its members 

One representative of Executive Board, elected by 

it from among its members. 

Lalit Kala Akademi : 
Financial Adviser (Chairman) 

One nominee of Government of India, not 

necessarily from among the members of General 

Council 

Two representatives of General Council 

One nominee of Executive Board Sahitya Akademi 

Financial Adviser 

One nominee of Government of India, not 

necessarily from among the members of General 

Council 

Two representatives of General Council 

One nominee of Executive Board, not necessarily 

from among members of General Council 

(Finance Committee elects one of its members as Chairman 

(Source Constitutions of Akademis) 
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LANGUAGES RECOGNIZED BY SAHITVA AKAOEMI 

Languages enumerated in the Eighth Schedule 
of the Constitution of India : 

Assamese 

Bengali 

Gujaratai 

Hindi 

Kannada 

Kashmi ri 

Malaya lam 

Marathi 

Ori ya 

Punjabi 

Sanskrit 

Sindhi 

Tamil 

Telugu 

Urdu 

Other languages recognized by the Sahitya Akademi 

Oogri 

English 

Konkani 

Manipuri 

Maithili 

Nepali 

Rajasthani 
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APPENDIX - 17 

LITERARY AWARDS 
[Annual prizes, unless otherwise indicated 

list not exhaustive] 

NATIONAL INSTITUTIONS 

Awarded by : 

Sahitya Akademi, 
New Delhi 

Awards 

Sahitya Akademi Award 
in 22. languages 

Bharatiya Jnanpith, Jnanpith Award, 
New Delhi Murti Devi Award 

STATE & UNION TERRITORIES 

Awarded By: Awards 

Andhra Telugu 13 awards 
Pradesh University 

8 Endowment·Awards 

Money value 
(Rs.) 

25,000 
each 

1,00,000 
51,000 

Money value 
(Rs.) 

3,000 
each 

1,116 
each 

Assam Government Srimanta Sankardeva Award 1 ,00, 000 

Delhi Hindi Academy Shalaka Purashkar 51,000 
Sahityakar Samman 21,000 

(several) each 
Sahityak Kr1t1 Purashkar 11,101 

Urdu Academy Bahadurshah Zafar Award 20,000 
Award for Urdu prose, 10,000 
poetry, criticism, each 
research & journalism 

Punjab1 Waris Shah Award 11,000 
Academy 5 other awards for Punjabi 5,100 

prose, poetry, drama; 
fiction & journalism 

Gujarat Government Sahityakar Sanman 11,000 
3 Ved Pandit Sanman 10,000 

each 
Badheka Suvarna Chandrak 18 gms. 
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(biennial) 

Sindhi Akademi Sahit.yakar Sanman 

Urdu Akademi 

Haryana Sahitya 
Akademi 

Urdu Akademi 

Himachal Government 
Pradesh 

Sahityakar Sanman 

Sur Award (Hindi) 

Maharishi Ved Vyas Award 
(Sanskrit) 

Pt. Lakhmi Chand Award 
(Haryanvi) 

Bhai Santokh Singh Award 
(Punjabi) 

Balmukand Gupt. Award 
(Hindi journalism) 

National Halli award 
S.M.H. Burney Award 
Khwaja Ahmed Abbas Award 

Chanderdhar Sharma Guleri 
Award (Hindi) 

Pahari Gandhi Baba 
Kanshi Ram Award (Pahari) 
Sanskrit & Urdu Awards 

Himachal 21 Himachali Sahityakar 

Kerala 

Madhya 
Pradesh 

Academy of Sanman 
Arts, Cult.& 
Languages 

Government 

Government 

Sahitya 
Pari shad 

M.P. Kala 
Pari shad 

Sanskrit 
Akademi 

Award for best children's 
1 iterature 

Kabir Sanman Award 
Maith111sharan Gupta Award 
Iqbal Sanman Award 
Shikhar Sanman 

9 Awards 

11 State Awards 

Raza Award (poetry) 

Kalidasa Award 
Bhoja Award 
Rajashekhar Award 
Vyasa Award 

(xxix) 

gold 

11,000 

11,000 

5,100 
each 

30,000 
5,100 
4,000 

10,000 

10,000 
10,000 

each 

3,100 
each 

5,000 

1,00,000 
1,00,000 
1,00,000 

21,000 

11,000 
each 

7,000 
each 

5,000 

20,000 
10,000 
10,000 
5,000 



Urdu Akademi 

Meghalaya Government 

Punjab 

Pondi
cherry 

Sahitya Akademi 

Sarala Award 
Committee 

Sahitya Akademi 

Government 

Navodita Pratibha Award 

Meer Taqi Meer Award 
Hakim Syed Qamurul Hasan 

Award 
5 other awards: 

Moh. A.11 Taj 
Mohd. Yousuf Qaiser 
Nawab Siddiqui Hasan Khan 
Siraj Meer Khan Sehar 
Suha Mujaddadi 

5,000 

11,000 
11,000 

5,000 
each 

Awards for prose, poetry·. 5,000 
& drama (Khasi & Garo each 
languagers) 

Sahitya Al<.ademi Award 
(annual) 

Sarala Award 

Sahitya Akademi Awards 

Awards for Tamil prose 
& poetry · 

2,500 

5,000 
each 

Rajasthan Sahitya Akademi Meara Award 11,000 
500 to 
5,000 

Tamil 
Nadu 

West 
Bengal 

Rajasthani 
Bhasha, 
Sahitya 
Evam 
Sanskriti 
Akademi 

Urdu Akademi 

Government 

Governemnt 

10 other awards 

Sury-amal Bhiman Shikhar 
Award 

11,000 

2 other awards for prose 
poetry 

5,000 
each 

One award 
4 other awards 

Thiruvalluvar Award 
Bharatidasan Award 

Thiru Vi.Ka. Award 

Rabindra Award 
Bankim Award 
Vidya Sagar Award 

5,000 
2,000 
each 

10,000 
10,000 

& gold medal 
10,000 

15,000 
each 

[Source : State Governments & U T Administrations] 
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Assamese 
Benga 1 i 
Dogri 
English 
Gujarati 
Hindi 
Kannada 
Kashmi ri 
Konkani 
Maithil i 
Malaya lam 
Manipuri 
Marathi 
Nepali 
Oriya 
Punjabi 
Rajasthani 
Sanskrit 
Sindhi 
Tami 1 
Telugu 
Urdu 

Pal1, Tibetan 
& dictionaries 

Total 

APPENDIX - 18 

BOOKS PUBLISHED BY SAHITYA AKADEMI 

[1-1-1990] 
Language-w1se Publications 

Books 
published 

[progressive 
total] 

61 
89 
11 

224 
81 

258 
140 

17 
17 
35 

127 
5 

90 
13 
37 
74 

8 
17 
54 

149 
146 

93 

6 

1752 

Source : Sahitya Akadem1 

(xxxi) 

Manuscripts 
in press or 
preparation 

6 
13 
8 
7 

11 
56 
21 
12 

6 
13 

6 
5 

13 
22 
33 
17 
5 

14 
15 
19 
12 
33 

2 

349 
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NUMBER OF MEMBERS OF EACH LANGUAGE ADVISORY BOARD 

There are 10 members in each of the 22 Language Advisory 
Boards. The member of the General Council who is elected by the 
Council to represent each language in the Executive Board is . ex 
officio the Convenor of the Board. All other members of the 
General Council who can be identified with a particular language 
are invariably members of the Language Advisory Board concerned. 

The number of such members (other than the Convenor) in each 
language, for 1988-93, is as follows:-. 

Dogri 
Maithili 

Kashmiri 
Konkani 
Rajasthani 

· Si ndhi 

Assamese 
Mani pur_i 
Marathi 
Nepali 
Oriya 
Sanskrit 
Tami 1 
Urdu 

Gujarati 
Kannada 
Malaya lam 
Pubnjabi 
Telugu 

Bengali 
English 

Hindi 

none 

one member each 

two members each 

three members each 

four members each 

six members 

The remaining members of each Advisory Board are selected by 
the Executive Board from a list of fifteen names furnished by 
each Convenor (which includes the above). 

Source Sahitya Akademi 
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""~-

Language 

Assamese 

Bengali 

Dogri 

English 

Gujarati 

Hindi 

Kannada 

Kashmiri 

Konkani 

Maithil i 

Malaya lam 

Manipuri 

Marathi 

Nepali 

Oriya 

Punjabi 

Rajasthani 

Sanskrit 

Sindhi 

Tami 1 

Telugu 

Urdu 

APPENDIX - 20 

FREQUENCY OF MEETINGS OF LANGUAGE ADVISORY BOARDS 
In 3 years : 1987-89 

1987-89 1988-89 
Date of Place Date of Place 
meeting meeting 

August 26 Calcutta 

November 24 Calcutta August 26 Calcutta 

September 2 Sri nagar September 22 New Delhi 

October 22 New Delhi 

April 30 Bombay August 6 Bombay 

April 29 New Delhi May 13 New Delhi 

September 18 Bangalore 

September 2 Sri nagar December 23 New Delhi 

November 17 Bombay 

November 23 Calcutta September 23 New Delhi 

August 14 Trivandrum October 28 Madras 

November 24 Calcutta October 4 Calcutta 

April 30 -Bombay August 5 Bombay 

November 23 Calcutta November 24 Calcutta 

November 24 Calcutta October 4 Calcutta 

May 27 New Delhi 

November 9 New Delhi September 23 New Delhi 
4 

July 23 Pondicherry July 22 Bangalore 

September 6 Adipur November 17 Bombay 

July 25 Madurai October -28 Madras 

December 16 Madras 

May 26 New Delhi 
-----------------------------------------------------------------

Source : Annual Report of Sahitya Akademi, New Delhi 
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Assamese 

Bengali 

Dogri 

English 

Gujarati 

Hindi 

Kannada 

Kashmiri 

Konkani 

Maithil i 

Malayalam 

LITERARY ASSOCIATIONS RECOGNIZED 
BY THE SAHITYA AKAOEMI 

(1990) 

Assam Sahitya Sabha, Jorhat 

Bangiya Sahitya Parishad, Calcutta 

APPENDIX - 21 

Nikhil Bharat Banga Bhasa aPrasar Samiti, Calcutta 
Nikhil Bharat Banga Sahitya Sammelan, New Delhi 
Rabindra Bharti Society, Calcutta 

Banadralta Sahitya Mandal, Udhampur 
Dogri Himachal Sanskriti Sangam, New Delhi 
Dogra Mandal, Jammu 
Dogri Research Institute, Jammu 
Dogri Sanstha, Jammu 

Ni 1 

Gujarati Sahitya Sabha, Ahmedabad 
Gujarat Vidya Sabha, Ahmedabad 
Narmad Sahitya Sabha, Surat 
Pramanand Sahitya Sabha, Baroda 

Hihdi Sahitya Mandal, .Jammu 
Hindi Sahitya Sammelan, Allahabad 
Madhya Bharat Hindi Sahitya Samiti, Indore 
Madhya Pradesh Hindi Sahitya Sammelan, Bhopal 
The Milan, Jabalpur 
Rajasthan Sahitya Akademi, Udaipur 
Rashtra Bhasa Hindi Prachar Samity, Sridungargarh 
Visvesvaranand Vedic Research Instt., Hoshiarpur 

Kannada Sahitya Parishad, Bangalore 
Karnatak Vidyavardhak Sangh, Dharwar 

J & K Academy of Art, Culture & Language, Jammu 
Kashmir Cultural Organisation, Srinagar 

Konkani Bhasa Mandal, Goa 
Konkani Bhasa Mandal, Mangalore 
Konkani Bhasa Prachar Sabha, Cochin 

All India Maithili Sahitya Samit~, Allahabad 
Vaidehi Samiti, Darbhanga, Bihar 

Kerala Sahitya Akademi, Trichur 
Samastha Kerala Sahitya Parishad, Ernakulam 
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Manipuri 

Marathi 

Nepali 

Oriya 

Punjabi 

Rajasthan; 

Sanskrit 

Sindhi 

Tami 1 

Telugu 

Urdu 

Manipuri Sahitya Parishad, Imphal 
Manipuri Sahitya Parishad, Silchar 
Manipuri State Kala Akademi, Imphal 
Naharol Sahitya Premee Samiti, Imphal 

Maharashtra Sahitya Parishad, Poona 
Maharashtra Sahitya Sabha, Indore 
Marathwada Sahitya Parishad, Aurangabad 
Mumbai Marathi Granth Sangrahalaya, Bombay 
Mumbai Marathi Sahitya Sangh, Bombay 
Vidarbha Sahitya Sangh, Nagpur 

Nepali S~hitya Adyayan Samiti, Kalimpong 
Nepali Sahitya Parishad, Guwahati 
Nepali Sahitya Parishad, Shillong 
Nepali Sahitya Prachar Samiti, Siliguri 
Nepali Sahitya Sammelan, Darjeeling 

Prajatantra Prachar Samity, Cuttak 

Kendri Punjabi Lokhak Sabha, Chandig~rh 
Punjabi Sahit Forum, New Delhi 
Punjabi Sahit Sabha, New Delhi 
Punjabi Sahit Sameekhya Board, Jallandhar 
Punjabi Sahitya Akademi, Ludhiana 

Bharatiya Vidya Mandir Shodh Pratisthan, Bikaner 
Rajasthan Bhasa Prashar Sabha, Jaipur 
Rajasthan Sahitya Samiti, Bisavn 
Sahitya Sansthan, Udaipur 
Vagardh Pradesh Sahitya Parishad, Dungarpur 

Bhandarkar Oriental Research Institute, Poona 
Kuppuswami Sastri Research Institute, Madras 
Sanskrita Sahitya Parishad, Trichi 
Svadhyaya Mandal, Balsar, Gujarat 

Akhil Bharat Sindhi Bole & Sahit Sabha, Bombay 
Sindhi Sahit Mandal, Bombay 

Bharati Tamil Sangam, Calcutta 
Bombay Tamil Sangam, Bombay 
Delhi Tamil Sangam, New Delhi 

Telugu Bhasa Samity, Hyderabad 

Anjuman Taraqqi Urdu Hind, New Delhi 
Idara-e-Adbiyat-e-Urdu, Hyderabad 

Source : Sahitya Akademi 
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