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Editor Writes

Dear Friends,

It is a great pleasure for me to inform you that Atishay
Kalit an International Bilingual Journal on Humanities, Social
Science and Fine Arts has entered the 2™ year of its publication,
I am really very thankful to you all for contributing your very
informative and research oriented articles.

This issue ROSE too, carries articles of scholars on Fine
Arts, Public Adm., Economics, Museology, History, Political
Science etc. Besides that a detailed abstract by the Author on
St. Mark’s Basilica (Venice).

Articles for LOTUS issue are invited till 15 September
2013.

Suggestions are also welcome by our readers.

- Dr. Rita Pratap
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ST. MARK’S BASILICA (VENICE)

In the year 1999, I happen
to visit Europe and had the
opportunity to explore Rome,
Florence and Venice. Venice is
universally acclaimed as one of
the world most beautiful cities.
In Venice the most attractive
historical tourist place was St.
Mark’s Basilica, of which I am
sharing with you its beautiful Art

and Architecture. From Rome,

St. Mark’s Basilica (Venice)

Venice can be reached by train to
Santa Lucia Station. From here ‘Vaparetto’ (a kind of water bus) is used to enter the
heart of the city by way of its main “Thorough fare”. the Grand Canal (or Canalazzo
as called by Venetians). Venice is 4 Km away from the main land. To visit the
Churches, Art galleries and Historical places, ferry boats are to be used.

In 828, the mortal remains of St. Mark the Evangelist were brought to Venice
from Alexandria in Egypt. It has been said that St. Mark’s embodies the entire
stream of the political, social and religious history of the Republic of Venice. In
829, Doge Giustiniano Partecipazio commissioned the church as a fitting place in
which to preserve the mortal remains of St. Mark who had become the sole patron
saint of the city. In 927 the building was destroyed in fire and rebuilt as we see it
today. Between 1043 and 1071 by order of Doge Domenico Contarini. Most of
the grandiose Basilica was built between 11™ and 15™ centuries. The result is a
harmonious blend of Byzantine gilding, Gothic gables, Romanesque round arches,
and Islamic domes.

The Facade : The fagade makes a most magnificent fourth side to the square. It
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is almost 52 meters long. The protruding ground floor has five rounded arch portals
supported by numerous columns note worthy for their superb oriental, sculpted
capitals. Although the central arch is larger than others, all five are adorned with
mosaics, only the first one on the left dated 1270 shows how the Basilica looked in
the 13" century. Between the arches are exquisite 12 century Byzantine bas-reliefs
representing (from left to right) Hercules and the Boar, The Virgin, St. George, St.
Demetrius the Archangel Gabriel and Hercules and the Deer. The whole first level
is topped by a terrace set off by a railing. The second storey with its mosaics and
fanciful Gothic gargoyles, repeats the five-arch motif of the lower one. Here too the
central arch is the largest, but instead of a mosaic it has glass panes which serve to
light up the interior. The fagade is crowned by five domes built in 13" century. On
the terrace separating the two levels are the famous gilded 'Bronze Greek Horses'
which have been attributed to an artist of the Stature of Lysippus. The four horses
were broght to Venice from Constantinople by Doge Enrico Dandolo in 1204 and
stood on the terrace from 1250 until 1798 when Napoleon carted them off to Paris.
In 1815, the horses were returned to Venice. Although they were hidden away for the
duration of both world wars. The statues suffered terrible damage from weathering
over the centuries. Recently however, they have been restored and replaced by
copies. The originals are now displayed in the Museum of Basilica. On the corner
of the Basilica (Doges Palace Side) is another celebrated sculpture group the so
called Tetrarchs. This fascinating carving has been classified as a 4™ century B.C.
Syrian work.

The Atrium : From the main or largest portal we enter the Atrium with its
splendid mantle of golden mosaics. Its slightly pointed arches, the earliest of their
kind in Italy, support six small domes. The floor is covered with mosaics (when
the church is flooded with tourists it creates incredible effects of luminosity). The
marble columns against the walls are of various origin, some are even said to have
come from the Temple of Solomon in Jerusalem. The mosaics on the arches, lunette
recesses and domes illustrates scenes from both - The Old and New Testaments are
all done by the expert 13" century Venetian craftsmen who expressed themselves
in the lively narrative style of the Romanesque period illustrating ‘Episodes from
the life of Noah’ and the ‘Flood’. The emphasis on story telling reaches its apex in
the dramatic scene of the flood with the half submerged bodies being dragged into
the whirlpool. Outstanding for its fresh naturalism is the scene with animals shown
freely wandering in an airy landscape.

The Interior : The plan of the church is a Greek cross with tree aisles for
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each arm, separated from each other by round arches upon marble columns decorated
with gilded capitals. Five huge domes sustained by massive pillars crown the whole.
Above the two side aisles are the Matronei (where the women sat), later turned into
galleries after a 12" century fire damaged the interior. The railings of these galleries
were built of material bought from the orient. As was the Oriental custom, the choir
is separated from the rest of the church by a rood screen. This consists of a coloured
marble railing on top of which eight columns support an architrave with statues
of the virgin and and the apostles. To the right of the rood screen is the Reliquary
ambo dating from the early 14 century. On the left is the so called Double Ambo.
It is actually composed of two pulpits. One above the other: in the lower one the
priest reads the Epistles, while the upper one is for reading the Gospels. Beneath
the 4™ arcade is the Capitello del Crocifisso, a six-sided shrine with six marble
columns surmounted by Byzantine capitals. Inside there is a panel painting showing
a Crucifixion which probable came from Constantinople. According to a legend, it
supposedly bled when someone attacked it with a knife.

In one of the chapels of the left transept is the venerated image of the
Madonna Nicopeia, a 10" century Byzantine panel which was brought to Venice
after the 4™ crusade of 1204. Noteworthy are also St. Isidore and Mascoli Chapels.
Also on the left transept. The main altar houses the remains of the Evangelist Mark
in an urn behind the grating.

Above the altar is a celebrated masterpiece of Medieval goldsmithing —
The Golden Altar Screen. The original one dates back to 978 when Doge Pietro
Orseolo commissioned it from artists in Constantinople. Doge Ordelaffo Faliero
had it restruct ured in 1105 and then in 1209 it was further embellished by the
addition of Byzantine gold and enamel pieces, which were brought to Venice from
the monastery of Pantocrator after the 4™ Crusade of 1204. All the oriental material
was recomposed in 1345 under Doge Andrea Dandolo by Giampaolo Boninsegna.
The screen measuring 3.40 x 1.40 meters (11x4'/, feet) has 80 enamel plaques,
surrounded by a myriad of diamonds, emeralds, rubies and topazes.

The altar has 2 levels; the lower one has 12" century Byzantine enamel
plaque depicting Christ Pantocrator (The Almighty) surrounded by the four
Evangelists in the centre. The three registers of figures represent from top to bottom,
Angels, Prophets, Apostles and Saints. The three figures just below the Christ,
show the Virgin flanked by the Empress Irene and Emperor John Comnenus
II. The central panel of the upper level depicts the Archangel Michael, surrounded
by saints, an 11-12" century Byzantine enamel. On either sides are scenes from The



New Testament (from left to right, they illustrate; Christ entering Jerusalem;
Christ’s Descent into Purgatory; the Crucifixion; the Ascension; the Pentecost
and the Death of the Virgin).

The staircases by the Double Ambo lead to the crypt which has low cross-
vaulted ceiling sustained by 50 marble columns. By the main altar through the
chapel of St. Peter is the Sacristy, a Renaissance structure designed by Giorgio
Spavento.

The Museum of St. Mark : It is situated on the same level as the galleries, is
also well worth a visit. It contains the Weekday altar piece, which is actually the
Golden screen’s wooden case, painted by Paolo Veneziano in 1345. Treasury of
St. Mark too is of great interest. It contains a good part of the relics and precious
objects collected during the Venetians seafaring expeditions.

The Baptistry : A bronze door in the right aisle leads into the Baptistry. The
huge Baptismal font in the middle was designed by Jacopo Sansovino in the 16™
century, although it was sculpted by Franceso Segala. Segala also carved the statue
of St. John the Baptist.

The mosaics on the walls and ceilings were created by Venetian artists in the
14™ century — the subjects are the Lives of the Christ and St. John the Baptist.
There is a Crucifixion scene on the far wall, Christ sending the apostles to preach
the Gospel, above the font and all around, on the register below, The Apostles
baptizing people from all over the World. In the pendentives are the Four Doctors
of the Greek Church. The dome above the altar has a mosaic of Christ in Glory
with the Four Doctors of the Roman Church in the pendentives.

The Zen Chapel : The baptistery leads to the Zen Chapel. It is the Funerary
Chapel of the Cardinal Goivan Batista Zen. In 1521 its present appearance was
given by Antonio Lombardo and Paolo Savin. Upon the altar is the celebrated image
known as the Virgin of the Shoe, since a shoe offered by a worshipper, miraculously
turned into solid gold.

In the middle of the Chapel is the Bronze Tomb of Cardinal Zen. The walls
are covered with 13" century mosaics. The apse mosaic depicts the Virgin and the
Child with Angels. Flanking the altar is a pair of Marble Lions from the School of
Benedetto Antelami, the great Romanesque sculptor from Parma.
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FUNDAMENTAL POLITICAL IDEAS FROM ANCIENT
SANSKRIT LITERATURE

Sanskrit was not only the language of court but also of the religious scriptures
of ancient India. Knowledge of Sanskrit was regarded as a very important means
to judge the level of supremacy a person was pertaining.

Politics has been a vibrant factor in India since ancient times. There were
numerous schools of thought and lots of supreme personals were involved in
nurturing different ideologies. The language of Sanskrit started from the Indo-Aryan
migration, and ended in backyards of early 15th century.

Sanskrit is also known as mother of all. Indo-European languages has been
influenced by Sanskrit, it has not only affected Indian masses but there are many
features in European history which are regarded as its descendants.

I would be honoured to elaborate few Fundamental political aspects of this
great Ancient Indian language in some detail.

The origins of government as stated by (Manu’s) manusmiriti, led to formation
of'so called government (king). There was great sense of fear and uncertainty among
person of ancient world. To suffix the morals of civilization and equality and justice
of the weak and to protect from matsyanyaya.

In ancient India, the pear of anarchy was almost pathological. The earliest traces
of the idea of matsyanyaya are to be found in the satapatha brahmana' “Whenever
there is drought, then the stronger seizes the weaker, for the waters are the law.’
Manu states : “the creator created the king for the protection of all this world when
everything ran through fear hither and thither, as there was no ruler of the world.”?
He continues : “if the king does not sedulously employ danda for punishing those that
deserve it, the strong would torment the weak as fish are fried on a pike or as in water
fish devour each other.”® Matsyanyaya operates in the absence of a king (arajaka)
or when there is no fear of punishment. The horror with which writers viewed this
situation can be traced throughout the period of ancient Indian history.*
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The doctrine of matsyanyaya was, then, an important consideration in
establishing the theoretical basis for the origins of kingships.

The Hindu organic theory of the state is based largely upon the seven elements
of the state (Rajya). Although authorities differ, the usual lists include: the ruler of
sovereign (svamin), the minister (amatya), the territory of the state and its people
(rastra or Janapada), the fortified city or capital (durga), the treasury of the king
(Kosa), the army (danda), friends and allies (mitra).

WRHTASUG A BIel v vy |
i gd yd Wi st ||
It is generally assumed that in this list of the seven angas the elements are given
in order of decreasing importance. * Practically all authorities agree that the svamin
is the most importance of all. The matsya purana® refers to the same organic concept
when it says, the king was the root and the subjects were the tree the organic theory,
of the state was therefore certainly known and held in ancient India.’

RTSAGET AYferfel Eh-emgadf~=or: |
SITET: ATRMT: QT Yooar: GgAI 4 |
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Manu?® carries this further “To Brahmans he assigned teaching and studying
(the veda), sacrificing for their own benefit and for others, giving and accepting
(of alms). The Ksatriya he commanded to protect the people to bestow gifts, to
offer sacrifies, to study (the veda), and to abstain from attaching himself to sensual
pleasures. The vaigya to tend cattle, to bestow gifts, to offer sacrifies, to study (the
veda), to trade, to land money, and to cultivate land one occupation only the land
prescribed to the sudra, to serve meekly even these (other) three classes.”

Indeed, one of the most significant words for the science of government is
dandaniti and this we are told,’ controls the four varnas so as to lead them on to the
performance of their duties and when it is employed by the ruler property, it makes
them desist from adharma.

The Mahabharata, accordingly, describes it as the principle which bears
or maintains society by establishing a moral as spiritual order. Indian scriptures
describe it as : “Dharmadaharmaityuhu dharmena vidritah prajah : Yahsyad
dharmaoshmyuktah so dhamah iti nishchayah.” In the vedic age, the codes of the
vedas, the smritis, the sadaachaar and the atman are the four characteristics of
Dharma. The verse proclaim as follow:
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“Vedah smriti sadaachaarah svasya cha priyamaatmanah
Etach chaturvidham praahah saakshaassharmasya lakshaanam.”
Dharma also generated the following ten ingredients :

Dhritih (restoration), Kshamaah (patience or foregiveness), Damah (self-
restraint), Asteya (honesty), Shaucha (purity), Indrianigrah (restraint of the
organs), Dheeh (devotion), Vidyaa (knowledge of the vedas), Satya (truthfulness),
and Akrodha (absence of anger). 1

These Sanskrit guru and philosophers conceptualized political life in term of
two central concepts namely, danda and dharma, for them political life or ruling a
territorially organised community ultimately consisted is using danda to maintain
dharma. The term danda means discipline, force, restraint, constraint or punishment,
Hindu political writers generally used it to refer to the punitive use of the coercive
power of government. Dharma is a much more difficult concept. It comes from the
Sanskrit root dhr, meaning to hold Dharma, is that which holds a society together.
Hindu political thinkers described the systematic study of political life as niti or
more commonly sastra niti, which comes from the Sanskrit word meaning ‘to
lead’, refers to a study of policies. Thus dandaniti, means a study of the best ways
of using the coercive power of government. The term sastra means a systematic
study of the general principles and detailed organisation of a specific form of human
activity. Thus dharma sastra refers to a systematic treatise on the general principle
and detailed content of righteous conduct.!

Bharat’s Natyasastra, and Kautilya’s Arthsastra Sukra’s Nitishastra are
largely elucidatory and, at best, recommendatory. Treatises on statecraft, political
theories and similar topics were known in ancient Hindu India by the names of
Arthasastra or Dandaniti. Arthasastra literally means the sastra which helps in
the acquisition of artha'? while the term Dandniti means the niti or the principles
of danda or punishment (governance). 3

In the Santiparva of the Mahabharat, politics is known as Rajadharma, i.e.
duties of kings, this subject is also known as Rajaniti** i.e. rules of governance for
king.

Sukracharya’s treatise is known as Nitisastra. Sukra’s Nitishastra is an all
comprehensive vidya's — “Useful to all and in all cases and is the means for the
preservation of human society. '¢

Country to the modern notion of politics as a struggle for power, in ancient India
the politics or rajniti was known differently as Dandaniti, Nitishastra, Arthashastra,
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Raajdharma (duties of the king) and rajyashastra (code of the rulers). "’

Kautilya the greatest representative of the arthashastra tradition is largely
descriptive and classificatory, Manu, the best known representative of the
dharmashastra tradition, is dogmatic and assertive and provides little by way of
the oriental analysis. Neither analysis such basic concepts as nyaya, rajan, rostra,
suaraj, samrat and suamitva, or examines the basic pre suppositions of political
life."® Justice as interpreted by Sukra'® consists of two elements : First, it consists
in a discrimination of the good from the bad (of course, according to the laws),
secondly, it has a utilitarian basis, in as much as it is calculated to minister to the
virtues of the rulers and the ruled, and promote the common weal.

Rajya, the term generally translated ‘State’ and used in that sense in modem
Indian languages, is a secondary nominal formation from the word raja, and
etymologically implies “that which pertains to the king”, in early sources it is best
translated ‘kingdom’.?

Ancient Indian political thinkers conception of the state was largely based on
the principle on an organic unity. Sukra, while comparing the seven constituents
of the state with the organs of the body, called the king as the head, ministers as
eyes, friends as ears, the kosha as mouth, the army as mind, the drugas of fortified
capital cities as hands and rastra as lags.”!

T J2ad AT a9 qet Ju: |
FIAHIA: GEeR13 g HIe 9 91: | |
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The state or political organization was a necessity to the individual, because
otherwise, the three aims of life, viz., dharma, artha, and kama (trivargas) could

not be attained.” Or in other words, there could be no morality, no property and no
family-life without the stated. **

When the literature on politics began to be developed, we find that promotion
of Dharma, Artha and Kama are usually mentioned as the aims of the state. Dharma
was aimed to promote virtue and morality. The promotion of artha was intended
to develop national resources. The state promoted kama to ensure peace and order,
so that each individual may enjoy life undisturbed. There is general agreement
among most of the ancient writers that the ultimate end of human endeavour is
moksha or liberation that is, the freeing of the individual from the bondage of
earthly existence.?

Kautilya talk about overseers and spies, according to him, that work there
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were two groups of spies viz.

(1)  Samsthah, or stationary spies, consisting of secret agents styled kapatika,
Vadsthita, Grihapatika, Vaidehaka and Tapasa i.e. fraudulent disciplines,
recluses, house holders, merchants and ascetics. 26

(2) Sancharah or wondering spies?” including emissaries termed satri, tikshna
and rashada, i.e. class-mates, firebrands and poisoners and certain women
described as bhikshukis (mendicants), parivarjikas (wondering nuns), mundas
(shavelings), and vrishalis, it is to the last class viz., the virshalis that starbo
evidently refers.?® We have also explicit references to courtesan (pumshcali,
vesya, rupajiva) spies in the Arthasastra.?”

Bala and Sakti are also closely related to danda. Bala means physical strength
and in this sense, it is used in the Atharva Veda. Chandagyo upanishad says that the
bala (power) “is better than understanding : if a men is powerful, he becomes a rising
man. By power the earth stands firm, the sky, and the heaven, and the mountains,
gods and men, cattle, birds, herbs, trees ...”

Kautilya used the world bala is two sense. First, it means the army. This
significance of bala is also found in the Mahabharata. Second, it means strength or
power as such the term Sakti stands for power or strength. In the later development
of Hindu religion the term Sakti signified the goddess of power and destruction. 3

In the mandala theory - A king might represent that in the neightbouring circle
of states a particular sovereign was growing too powerful, that he might destroy them
all and that all should march against him. They are treated from the point of view of
vijigusu, the world conquerors, placed in a circle of states. The circle consisted of
four sovereigns the vijigisu or the would be conqueros, the Ari or enemy, Madhyama
or potential powerful friend or enemy and Udasin or neutral. In addition to these
four Manu added eight other constituents and the total came to twelve.

(i) 1. The vijigisu in the centre.

(i)  Five kings in front of the vijigisu : 2. Ari, the enemy; 3. Mitra prakriti, the
friend of vijigisu, 4. An mitra, friend of enemy, 5. Mitramitra, friend of the
vijigisu, 6. Arimitra mitra, friend of enemy friend.

(i) Behind the vijigisu : 7. Parsanigraha, 8. Akranda, 9. Parsanigrahasara, 10.
Akrandanasava.

(iv) 11. Madhyama, 12. Udasina (neutral)

Kautilya enumerated eleven kinds of peace whereas his disciple kamandaka
listed sixteen kinds of them. The author of the Arthasastra had divided battles into
open treacherous and silent on the basis of census, results and parties, kamandaka
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enumerated sixteen kinds of war in which different types of weapons were used in
the warfare. The kind of war depended on the type of weapons used. 3!

He Ad YO e faqef—a |
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I have tried to enumerate few important thoughts and epics which have become
part of our fundamental ethos in macro-level of social, customary, and politics.
Sanskrit language has got the fundamentals on which most of our governance
patterns were laid.

We need to preserve these school of thoughts so as to re-associate these in
times of difficult political hurdles.

The conclude one can say that Sanskrit has laid all the fundamentals which
are required to improve our means of better governance and authority in modern
India.
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The year 2013 brought a surprise gift to the theatre (play) lovers of Jaipur in
the form of Bharat Rang Mahotsav theatre festival, which was not only a sort of
bouquet full of meaningful plays, but in fact more of a rich fare offering 10 Indian
and 9 international plays from the main selection presented in the main festival
held at New Delhi. Over the last 7 years, each year a part of the Main Festival has
travelled to a second city, and this year Jaipurites were the lucky winners. All the
19 plays including Indian and international plays were staged between 7" and the
17" January in two venues- Rabindra Manch and Jawahar Kala Kendra.

For the ones, who might be unaware, Bharat Rang Mahotsav (BRM), also
known as National Theatre Festival, was established in the year 1999, is the annual
theatre festival of National School of Drama (NSD), New Delhi, India’s premier
theatre training institute of Govt. of India. Originally founded to show case, works
of Indian theatre practitioners, over the year it has grown to attract international
performers as well.A series of wrap around programs around the festival include -
sight specific, installation based, music and dance theatre projects and performances,
a lecture, interactive sessions with the directors, a seminars and photographic
exhibitions. The festival is generally held during the second week of January each
year at venues in and around NSD campus, and also in a one ‘showcase city’, where
a ‘Satellite Festival’ of Bharat Rang Mahotsav is held, like the one this season in
the city of Jaipur.The purpose of a shorter festival in a second city, with selections
from the main repertoire, is to extend the scope of the Mahotsav and sharing its fare
with theatre lovers outside Delhi.Established a decade ago to stimulate the growth
and development of theatre across the country and originally a national festival
showcasing the work of the most creative theatre workers in India, it has evolved
to international scope, hosting theatre companies from around the world, BRM is
now the ‘largest theatre festival of Asia’.
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The performances were in a variety of languages, idioms and styles, and
celebrated multiple realities. Various groups from India and abroad especially Italy,
France, Bangladesh, Azerbaijan, Taiwan, Sri Lanka, USA and Hungary performed in
this festival. Most of the regional language performances and foreign languages had
English/Hindi subtitles. But among all the good-happenings, Pakistan had to face
an unfortunate and well known opposition from all around, and was prevented to
perform.One and the only positive, if could be said, aspect of this prevention was the
forced moral duty of the Government and the Authorities to safe guard artistes and
the production members and avoid any confrontation at any level, whatever it could
be. But from the theatre connoisseur’s point-of-view it was a big deprivation.

In the inaugural Play Atmakatha a famous writer embarking on his
autobiography, discovers that all the characters in his life have their own views
of the truth, making a reconstruction of even one life impossible and the whole
concept of truth nebulous. Atmakatha has four characters, the author dictating his
autobiography and the three women in his life — wife, sister-in-law, and scribe —
whose insistent probing into his past brings out the lies and self-centredness with
which he treated people close to him.

(Playwright: Mahesh Elkunchwar&Director: Vinay Sharma)

In the Play Rang Bajrang, Inspired by Richard Nash’s Rainmaker, Scripted
& Directed Dinesh Thakur, Chaudhary Deen Dayal’s family, somewhere along
the Haryana-Rajasthan border, has seen happier times. Due to the drought there
is pessimism everywhere, including in the life of his daughter Nandini (Nandu),
who is becoming over-age for marriage. Her brother, Mahipat, ever-practical, is
constantly at loggerheads with young Padampat, who is a dreamer. As Chaudhary
Deen Dayal struggles to keep his family and land together, there arrives a stranger,
Bajrang Ali...a man who claims to sell rain! Can we make things happen just by
willing them? Are we the real obstacles in our own lives?

Fellini’s Dream is a theatrical journey through Federico Fellini’s world,
characters & visionsjust as in an imaginary film set, some of the most famous
characters from Federico Fellini’s films come to life again. The play weaves together
the comedy of Luci del varieta, to the ‘white sheik’ to the shining White Face Clown
and the legendary Frou Frou from I Clowns, Casanova’s loneliness, the fatigue of
Gingerand Fred, and finally Amarcord, who is the keeper of the anecdotes and stories
of the town. Finally, all the characters find themselves in the carousel of Fellini § e
mezzo, with snow, wind, fog-all those special effects so dear to the magical world
of Fellini’s cinema.(Playwright: Stefano Geraci &Director: Pino Di Buduo)
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Anew adaptation of Shakespeare’s last comedy, the Indian Tempest, is
performed outdoors,and developed in collaboration with Indian artists to re-
contextualize the island of Caliban, colonized by Prospero. Set on a timeless
imaginary island, it evokes power and decline, forgiveness and regret, ignorance
and wisdom, dreams and ambitions, submission and rebellion, bringing along in
its wake a bestiary of spirits, shapes and monsters, who must share a world where
music rules everything and poetry is beyond language.

(Group: Footsbarn TheatreArtistic &Director: Paddy Hayter)

The Prosperous regions are threatened by a huge flood and the sad news
spreads everywhere, is the backdrop of the playDrums on the Dam and is in Bengali
language from Bangladesh. Lord Khang, the King decides to destroy the dam and
sacrifice nearby small villages in order to save the city. Local peasants and drummers
gather on to the dam to keep watch and warn the villagers.The soothsayer (fortune
teller) tries to warn the people but no one cares. When the corruption begins, mud
swamps the soul, and the people hurry to go without knowing where they are actually
going...(Playwright: Helen Cixous & Director: Ashim Das)

Piya Behrupiya is a Hindi adaptation of Shakespeare’s Twelfth Night. In the
household of Olivia, two campaigns are being quietly waged — one by the lovesick
Lord Orsino against the heart of the indifferent Olivia; the other by an alliance of
servants and hangers-on against the high-handedness of her steward, the pompous
Malvolio. When Orsino engages the cross-dressed Viola to plead with Olivia on
his behalf, a bittersweet chain of events follows.Filled with a cast of unforgettable
characters, Tiwelfth Night combines cruelty with high comedy and the pangs of
unrequited love.

(Direction: Atul Kumar & Group: The Company Theatre, Mumbai)

The Non-Stop Feel-Good Showis an extravagantly funny show. An unstoppable
woman seeks to flee from the best clothes, food, top cars, super lifestyle and super
politics in the hope of making her life more meaningful. Yet, she is an expert on
everything- from navarasa to nanos. It’s another thing that themes get a little jumbled
in her head sometimes. But the final score is always deeply of the spirit and the mind.
The show has episodes — short, sharp, affectionate, sometimes moving glimpses of
the urban citizen’s idiosyncrasies and obsessions.

(Script & Direction: Maya Krishna Rao & Group: Vismayah, New Delhi)

The play Yaar Banaa Buddy - Bang on . .. Dhamaal Tigdi!revolves around
three friends, one of whom suddenly starts behaving strangely, and forgetting his
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roots and background. The other two friends vow to get him back on track, a decision
that starts a series of hilarious sequences. As the characters argue, dream and fumble
through their lives and relationships, the play touches upon themes of friendships,
forgiveness, values, and most of all, our ability to laugh! It also celebrates ‘Indian-
ness’ and our collective national identity.

(Written & Directed by: Nadira Zaheer Babbar & Group: Ekjute Theatre
Group, Mumbai)

Massage is a 2-actsolo performance play based ona monologue written by Viay
Tendulkar, in which an actor portrays several characters that come alive as the play
progresses. It deals with the theme of exposing the underbelly of a big city through
the escapades of one Happy Kumar, who comes to a big city to become an actor but
lands up as the fourth asst. director of a C-class filmmaker who specializes in the sex
genre of cinema. As time goes by Happy Kumar becomes increasingly disillusioned,
although during the course of his life he meets many interesting characters.

(Adaptation: Rakesh Bedi & Director: Harbansh Singh)

Monsieur Jor Dan and dervish Mastali Shakh in Azeri language, is a comedy
in two parts. The actions of the play take place in and around Gatamkhan Aga’s
castle. The French scientist-explorer Monsieur Jor Dan arrives to Karabakh, a
beautiful place in Azerbaijan, as a guest. The main purpose of his visit is to study
and collect the healing herbs belonging to this scenic place.Obstacles for him are
created by him by Shakhrabanu Khanum, the wife of Gatamkhan Aga, who wants
her daughter to marry Shahbaz Beck, a nephew of GatamKhan Aga. But all her
efforts are in vain and she finally charges Dervish Mastali Shakh to blow up Paris,
and the dervish agrees to it for the munificent reward.

(Playwright: M. F. Akhundzade & Director: Firudin Maharramov)

In A True Calling, based on the original story by Vijayadan Detha,a talented
actor wanders the country and earns a living by performing multiple roles. One
moment he can be a tiger, scaring away villagers, and the next moment he becomes
a guru, advising the wealthy on how to find peace. A king hears of his talent and
summons the actor to put on the biggest performance of his life. Seeking to perfect
his craft, the actor agrees, but at what cost? A4 True Calling is a play about acting —
not only the acting on stage, but also the acting in our lives.

(Adaptation & Direction: Chongtham Jayanta Meetei &Group: EX-Theatre
Asia, Miaoli, Taiwan)

Dhawala Bheeshana is a Sinhalese translation of Jean-Paul Sartre’s Men
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without Shadows.Five French resistance fighters are captured after a failed action
against the Vichy occupying forces. The young prisoners discuss what they will
or won’t say or do under the threat and pressure of torture; the three interrogators,
on the other hand, discuss the pressures they will apply to extract information. All
the characters give meaning to their lives through the choices they make in terms
of what they say and do. The play embodies Sartre‘s existentialist philosophy and
is regarded as one of the most powerful and most deeply humanist creations of his
dramatic career.

(Director: Dharmasiri Bandaranayake &Group: TrikonE Cultural Foundation,
Sri Lanka)

Play The Knocking Within is script Based on Excerpts from William
Shakespeare’s Hamlet, Macbeth, Othello and Titus Andronicus in English, Hindi &
American Sign Language. Inspired by research into the science and anthropology
of dreams and sleep, The Knocking Within weaves the portrait of two lovers and the
nightmares that plague them, unveiling their insecurities, their fears and the violence
that lies just beneath the surface. It calls into question the lines we draw between art
forms, between cultures, even between methodologies. It draws on Shakespeare’s
Hamlet, Macbeth, Othello and Titus Andronicus and his sonnets, to effect a res-
staging of theatre, taking it decidedly into the realm of visual communication.

(Directors: Wendy Jehlen & Pradhuman Nayak & Group: ANIKAI Dance,
US4)

Anecdotes and Allegories by Gulbadan Begumis in English language. When
Gulbadan Begum was in her sixties her nephew asked her to write “all that she knew.’
So she did. ....her nephew was Akbar, known to be one of the greatest emperors of
India! ... .her half-brother was Humayun, who set up Delhi! ....her father was Babur,
who journeyed from Kyrgyzstan to set up an empire in Hindustan and make India his
home. The performance explores Gulbadan Begum’s writings and representations
of the first three Mughal emperors based on three techniques- miniature puppets
and live feed, shadow puppetry and lastly paper theatre.

(Concept & Directed by Anurupa Roy & Scripted by Choiti Ghosh)

According to the available information, this sadly ‘could not be performed’
playKaun Hai Yeh Gustakhfrom Pakistan is a new play by Ajoka, marking the
birth centenary of Sadat Hassan Manto. The play focuses on Manto’s life, works
and events after his migration to Pakistan in 1948. It also deals with his struggle
with his detractors and an increasingly conservative and intolerant Pakistan which
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he foresees in his writings with amazing prescience. It is also about his internal
struggle, between (as he himself says) “Saadat Hassan and Manto.”

(Playwright: Shahid Nadeem & Director: Madeeha Gauhar)

Mantoiyat is a Dastanic presentation of the life and times of Sa’dat Hasan
Manto. However, Manto is not just one of our greatest short story writers but he
is an ideology, a warhead against everything farcical humanity has to present. Our
effort is to present the man in as complete a manner as he existed amongst us.

(Compiled & Directed by Mahmood Farooqui)

Atragicomedy, The Virgin and the Beast, is a story based on real events and is
an absurd reflection of today’s Hungarian reality. A man with a seriously burnt face
lives in a flat in the ghetto of Budapest. He was once the most feared figure in the
district and a leader of the underground, and is known as the Prince. His everyday
companion is the caretaker Uncle Sam, who decides to bring a tenant to his flat.
This tenant is a young Transylvanian girl, innocent and unaware of the city lifestyle.
Love blossoms between the girl and Prince, and they escape from Justice.

(Playwright and Artistic Director: Zsolt Pozsgai & Play Director: Armand
Kautzky)

The New Year celebration was really a gift to Jaipur which is unforgettable
and unequaled in a sense. The Bharat Rang Mahotsav certainly not only educate
dartistsand the ateraudiencebutal so provide darite that paint a positive movement

that will have a positive energy and momentum.

I I
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CHRONOLOGICAL ROOTS OF PRINTMAKING IN INDIA

"A Print is an 'original’, for it relates and belongs to the first hand
experience of the artist. It is not copied or derived. It is like any original
work in painting, inventive and creative expression of an original mind. It is

rn

the creativity and the novelty that makes it 'a work of art

A print is unique artistic media. To the modern readers it might suggest
mechanically produced commercial products, such as: books, newspapers, textiles,
etc. however, Print refers to the original creation of an artist.

Printmaking as a creative medium in India started in the beginning of 20th
century, but it was very limited till 1950's. The new phase may be said to have
arrived with the 1960's when printmaking became more of a personal expression
and more aesthetic than merely reproductive or illustrative.

Beginning of Printmaking

Fifteenth century marked the beginning of printmaking in Europe. Johann
Gutenberg of Germany during 1450 invented the technique of printing with the
help of Press, durable moveable type-face. In 1452 the first Bible was printed. 42

lines were printed on every page of this Bible. Later, wood-cut prints were also
printed.

Wood-cut printing plays an important role in the development of printmaking.
During this time many presses were set up at different places namely Rome (1467),
Venice (1469), London (1480) and Stockholm (1488).

Printmaking in India

In India, printing as a creative medium started during the second half of the
twentieth century. The use of wood blocks was already popular in India since ancient
times; it was used as state stamp.

The first printing press was established in Goa in around 1556 by the Christian
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missionaries. They were the first to start printing
on paper for spreading Christian ideology in
India. For this they imported printing presses and

moveable types from Lisbon and printed their first
book in the same year. Books only of Italian and
Portuguese language were printed there. Along
with the press and other material for printing, few
engraved blocks of wood were imported which Plate 1
were later printed in religious books.

Few years later, in 1568, first illustrated cover was printed at Goa in the book
entitled "Constit ciones do arcebispado de Goa, Appro Vadas Pello Primeiro Cocilio
Provincial." It depicted an image of a traditional doorway or entrance made in wood-
cut. The earliest intaglio picture of metal plate engraving was printed in1716 in a
book "Gramatica Damulica"; Tamil translation of the Bible.

However, the earliest print by an Indian Printmaker is noticed during 1816 in
Calcutta, about two hundred and fifty years after the first wood-engraving in Goa.
Between this period, printing activities started in different parts in India. Christian
missionaries set up presses near Madras, Shreerampur, Hooghly and Calcutta. Bheemji
Pareekh started the first printing press in Bombay and
later in Pune, Nagpur also.

Printing in Devnagri Script

In Europe, printing in Devanagri script started
in 1667. Few lines were printed in the seventh chapter
of the book 'China Illustrata'. In the subsequent years

many books were printed which included some lines in
Devanagri also.

In India, types for Devanagri script were developed

first in Bengal during the later half of the eighteenth

Plate 2

century. Characters bigger then 72 points were prepared

on wood only. They were used for printing posters and

cover page of books. With time types were began to be made in various designs
also.

Development of Printmaking

Calcutta, the capital of British India, witnessed the maximum development in
printing activities. Many Europeans kept journals and accounts of their discoveries
and travels in India. These published works were embellished with illustrations
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in wood-cuts and engravings. Although they tend to be imaginary as they were
produced by artists who never visited India, but they are an important source of the
visual information about those early days.

Gradually life became more structured and settled, and people became more
interested in documenting pictures. Professional artists and engravers began to arrive
in India. From 1760's onwards, East India Company encouraged professional British
artists to work in the main cities of India, especially Calcutta and Madras. Many
sketches and paintings made by the professionals, amateur and official artists were
also published as prints. Some artists even produced engravings and lithographs in
India itself, and to do so they even set up their private printing studios. The end of
eighteenth century and nineteenth century may be considered as the golden age of
engraving and lithography in India.

From 1768 to 1788, William Daniell and Thomas Daniell during their stay in
India prepared a large number of prints containing etching, engraving and oliographs
on various subjects. It include various historical episodes, portraitures, field sports,
naval & military events, customs, costumes, various daily life events, social life
caricatures, celebrated personages, various craftsmen and workers in their natural
surroundings, topographical views covering architecture & archaeology, scenic
studies of mountains, rivers, waterfalls & coastlines, nature printing, illustrations
of various birds and animals, etc. Engravings and lithographs of important British
officials after oil paintings by professional artists who visited India were also
produced in considerable number. Apart from professional artists, Company's
civil servants and military officials also used to spend their leisure hours sketching

subjects that caught their attention.

£y

Fhba s Flaba 4 Flata & Flaas

In 1779, East India Company established its printing press in Calcutta. There
pictures and illustrations were also printed. The local craftsmen learnt the technique
of printing from European artists who worked there. In the beginning these local
artists were unable to grasp the technique as it was not in their traditional practice,
but slowly they adapted the process. They learnt to put their traditional skills to new
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uses and applications. Whatever they learnt there was to fulfill the requirements of
the British presses and not for the development of printmaking as an art form. Until
1820s, printing activities in India were dominated by Europeans.

The regular demand of wood-cut blocks, gradually developed printmaking
into a business. Thus Indians also entered the mainstream of the printing business.
Like the British publishers, they also started incorporating engraved illustrations
in printed books.

The earliest signed printed illustration appeared in a Bengali book, "Oonoodha
Mongal", printed at the press of Ferris and Co., Calcutta, in 1816 bears the declaration
'engraved by Ramchand Roy'. Thus it can be said that the history of Indian Print-
makers started with the name of Ramchand Roy. During this period, several
illustrated printed books in Bengali language were published from Calcutta and the
illustrations of wood-cut, wood-engraving, etching and metal plate-engraving were
executed by Indian artists. By the close of second decade of nineteenth century, we
had the names of nine Indian Printmakers; they are Ramchand Roy, Biswambara
Acherjee, Roopchand Acherjee, Ramsagar Chakravorty, Birchandra Dutta, Ramdoon
Sarnakar, Madhav Das, Casheenath Mistree and Harihar Bondhopadhyay.

During the second decade of nineteenth century, Indian artists also learnt the
technique of Lithography, which was also totally unknown to them. Jairam Dass, a
working artist learnt this technique from Charles, D.Oyly in Patna during 1828.

To spread European education system, books were printed. So many printing
presses were set up at various places in India, where books in Devnagri, Bengali
and English languages were printed along with illustrations in wood-cuts.

Due to the increased popularity of printmaking in India, various art collages
were established.

Towards the middle of 19th century, art
schools in Madras (1853), Calcutta (1854), Bombay
(1857), and Lahore (1878) were opened. The
printmaking techniques were introduced in the
teaching programme of the art schools and more
emphasis was laid on wood engraving, wood-cut
and lithography. Priority was given to teaching

illustration and copy work. It was taught as a

medium of mass-reproduction of pictures rather

Plate7

than as a creative medium.

From the beginning of the nineteenth century,
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printing was already in fashion in the form of illustrations for printed books,
journals and magazines. These books were printed in bulk on coarse paper. This
evolved the famous Battala wood block print in the second half of the nineteenth
century. Bat-tala is a name derived from a giant banyan tree in the Shova Bazaar
and Chitpur areas of Calcutta. It was the hub of printmaking activities. The prints
produced here were known as the 'Bat-tala prints'. The prints that developed here
are a variation of the Kalighat paintings made on contemporary themes gave a
distinctively modern feel.

During the nineteenth century, lithography was
widely practiced and popularized by the British. In
1825, Asiatic Lithographic Press was established
in Calcutta. Later, in 1870s several private presses
flourished in different parts of India namely: Calcutta,
Dacca, Bombay, Pune, Lucknow, Delhi, Madras,
Mysore and Punjab.

With the arrival of Raja Ravi Varma and
Bamapada Banerjee in Bombay in the last quarter of
the nineteenth century, the European art style began

gaining popularity. Their work represented western e
style depicting Indian themes. Oil paintings of popular

myths, legends, gods and goddesses were reproduced

using oleography technique. During the end of 19th century Raja Ravi Verma visited
Baroda and propagated printmaking. "This marked the beginning of calendar art
and the first instance of 'high' art intermingling with

rn

the 'popular’.

The beginning of twentieth century marked the
shift in the aesthetic preferences of people, which
lead to a gradual emergence of a group of artists
who engaged themselves in developing a fresh, 'new'
Indian aesthetic. The difference between printing and
printmaking began to become clearer and creating an
identity of its own.

In 1915 the 'Bichitra Club' was established
by the Tagore family of Calcutta where new style Plate

of painting and printmaking were explored. Mukul
Chandra Dey was an active member of the club. He was the first Indian artist who
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went abroad to learn the printmaking technique.
Gaganendranath Tagore also took special
interest in lithography. He used the print process
for his caricatures.

Printmaking at Santiniketan

The new era in Indian art began with the

establishment of Kala Bhavan at Santiniketan o
in 1921. The creative atmosphere of the newly Plate 10

established art collage received a new energy in

the graphic art movement in India. The credit for creating extreme interest in creative
printing in this period should go to Nandalal Bose, Ramendranath Chakravarty,
Manindra Bhusan Gupta and Biswarup Bose. They created a number of wood-cuts,
lino-cuts and etchings.

In 1923, Mexican connoisseur Fryman visited Santiniketan. He demonstrated
his knowledge of the technique of Japanese multi-color wood-cut process to the
students. In 1925 Ramendranath Chakravarty started experimenting with this
techniq
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During 1920-1930, Nandalal Bose and Binode Behari Mukherjee experimented
with various graphic media: wood-cut, lino-cut, etching, dry-point, lithographs and
non-traditional matrix such as cement blocks.

"It is generally agreed that Pablo Picasso was the first to explore linoleum as a

medium for artistic creative expression during 1950s. But prior to Picasso's attempt,
Nandalal Bose selected the linoleum block to illustrate Rabindranath's book 'Sahaj
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Path’, a Bengali alphabetical book for children printed in 1930-31."

Nandalal's black & white lino-cuts had a strong influence on the young artists.
This was the turning point for printmaking in India, as artists no longer linked the
techniques with their reproductive values; instead, they are more concerned in
creating an art work.

Biswarup Bose, after learning the technique of Japanese multi-color wood-cut,
he made color reproductions of original pictures with this technique.

Among younger artists working at this time, considered solely printmakers

are Haren Das and Chittoprasad. Haren Das's work has elaborate texture and detail

Whlle Chi‘ffnnvqoqr]'o wnrl ic inonirad hy falls art writh hald traatmant
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Till 1967, few talented students of Kala Bhavan, namely, Kripal Singh, Sankho
Choudhury, Dinkar Kowshik, K G Subramanyan, Nara Venkat Ratnama, Jagdish
Mittal, Madhukar Sheth, G Dikshit, Gostto Behari, Banabehari Ghosh, and Binodh
Rahut Roy created something original,
especially in woodcut and linocut.

Printmaking in Baroda

The Faculty of Fine Arts Baroda
was established in 1949-50, where artists
like, Vinodray Patel, Haroon Khimani,
Shanti Dave, Jyoti Bhatt, G M Sheikh,
and Jayant Parikh experimented with
various printmaking techniques. They

worked on large prints (with single/
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multiple wood or lino blocks).

From the mid-1960s to the early 70s,
Sheikh, Bhupen Khakhar, Jyoti Bhatt and
several other artists bring out a literary
magazine called Kshitij, another one on
art and ideas, called Vrishchik. One issue
of Kshitij had a silkscreen-printed cover,
tried out experimentally for the first time,
before silkscreen printing was officially £ _
introduced at the Faculty of Fine Arts. Flata 16

Demy Hunt a young American artist,
in early 1960s, introduced silkscreen printing in Baroda. Few years later, Jyoti Bhatt
along with artists like Feroze Katpitia, V S Patel, Vinodray Patel and P D Dhumal,
put together a silkscreen unit. They all experimented in this medium in the 70's with
great success. Soon they moved beyond the basic techniques to explore possibilities
of tonal and color gradations.

Till the mid 1960's black & white prints were done with limited mediums. The
second half of 60's and the early 70's was a period of accelerated growth, among
which the annual fine arts fair gave scope to the artists in the creation of original
prints. The involvement of K.G. Subramaniayan with his younger colleagues like
Jyoti Bhatt, Vinod Ray Patel and V.S. Patel had been a guiding inspiration.

Lithography was also popular among artists, like Kishor Wala, who in spite
of his physical handicaps, especially malformed hands, used a fluid brush to draw
skillfully.

Jyoti Bhatt after his return from the Pratt institute and Tamarind Workshop,
USA, in 1966, learnt and practiced intaglio printing technique, and introduced it in
Baroda in the 1970's. He even brought with him the elaborate drawings of the presses
he worked on in Tamarind, which were later turned into engineering drawings and
an actual etching press was hammered into place.

Intaglio printing interested several other painters and sculptors in Baroda -
Jeram Patel, Rajnikant Panchal, Devraj Dakoji, Vrundavan Solanki, Dattatray Apte,
Anjana Mehra and many others. Naina Dalal and Jayant Parikh actually set up
small presses in their homes to work and experiment as they desired. However, the
printmakers of extreme significance from this early era of printmaking at Baroda
were, without doubt, Laxma Goud, and to a certain extent, DLN Reddy and Rini
Dasgupta Dhumal.

Printmaking in Bombay
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"Printmaking was introduced in Sir J.J. School of Arts, Bombay in 1952
under the guidance of Prof. Yangeswar Kalyanji Shukla, a specialist in etching and
engraving on metal and wood. Initially evening classes were held twice a week, with
only two students for the session 1952-53, namely Rasiklal Raval Parikh and Vasant
Parab. It was introduced in the regular courses in painting since 1962; later in 1970
it was included in the curriculum as a subject for study and public examination.
Till 1969 only black & white printing was done due to lack of technical knowledge
which Prof. Parab tried to overcome by experimenting multicolor intaglio print
from a single plate based on viscosity of ink. To overcame the non-availability of
the spongy rollers; he inserted ink into the grooves by brush.

In the graphic department, young teacher Anant Nikam specialized in a unique
printmaking medium, linoetching. In which a variety of textural variation and subtle
tonal gradation can be achieved along with large areas of flat color by treating
linoleum as in the etching process.

The graphic workshop at the Sir J.J. School of Art was the only active common
studio in Bombay for the staff and students. Where also professional artists like
Prayag Jha, Lalita Lajmi, Vilas J. Shinde, Jin Sook Shinde, Yogesh Rawal and
Tukka Jadav were involved in printmaking with varied consistency (regularity)
and intensity.

Printmaking in the Southern Region

Printmaking in the southern region began during the 50's at the Govt. School
of Arts and Crafts, Madras. The earliest prints found were of Devi Prasad Roy
Choudhury and K.C.S. Paniker.

Printmaking activities in the school multiplied after K.C.S. Paniker took over
from Roy Choudhury as principal in 1957. In 1963 the school upgraded into a
collage, and started courses in the graphic art. The first batch of printmakers passed
out in 1968.

Under the guidance of master engraver Kalyanasundaram, number of students
practiced printmaking, like: A.S. Jagannathan, Varadharajan, Akkitham Narayanan,
and A. P. Panneerselvam.

In 1973, new printmaking machinery and equipments were acquired in the
department under the headship of R.B. Bhaskaran. He was the first in the south to
use zinc plates for etching.

The development and spread of this technology increased with the setting up
of the graphic workshop at Garhi, at Delhi in the late 70's and the one at Madras at
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the Regional Center of Lalit Kala Academy in 1982.

Thota Tharani, developed interest in graphics under the instruction from
Panneerselvam and practice at his press. Later, studied at Atelier 17 in Paris under
William Hayter; worked at the Garhi workshop in Delhi and at the Regional Center
of the Lalit Kala Academy Madras. His handling of the medium was innovative.
He made free use of
textures and grains using
the open bite process,
to impose geometrical
structure by sticking
acid resistant tapes on
the plate and, to cut up

the plate and printing o
varied combinations of

the pieces.

These developed facilities
helped to shape young
competent printmakers, namely:
Palaniappan, Bhavanishankar,
Karunamoorthy, Valsan,
Vasudha and P. Mohan.

Printmaking activity in the
neighboring states had much
to do with the Government
College of Arts and Crafts,
Madras. Three artists from

Fhtald

Trivandrum, Rajappan,

Sanathanan and Narayanan
Pillai were trained at the college
under Bhaskaran, maintained a
full-fledged graphic department
at the Government School of
Art, Trivandrum. Hyderabad
produced its best printmakers

in the sixties, like Laxma Goud,
Devaraj and D.L.N. Reddy.

Flstazn Flstazl
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After completing their study at the Government College of Arts, Hyderabad, they
moved to the Faculty of Fine Arts; M.S. University, Baroda for higher studies. P.S.
Chandrasekar, also from Government College of Arts, Hyderabad, excelled with
the litho process. P.T. Reddy, an artist from Andhra Pradesh, contributed generously
to printmaking activity in that state by making available his studio for collective
printmaking by the artists there.

In 20th century Contemporary Indian art prints came up as an independent
medium of artistic expression. Bengal artist Somenath Hore is acknowledged as
the father of modern Indian prints. He worked and experimented widely with the
medium after receiving preliminary training from Krishna Reddy; another reputed
artist, who involved himself in the intaglio process while working in the studio of
master print-maker William Hayter.

Today India's famous painters are also eminently creative printmakers who
are responsible for the propagation of printmaking into various techniques mediums
and technologies, and the growing importance and demand for prints in the market.
These include artists like: Amitava Banerjee, Lalu Prasad Shaw, K.G. Subramanyam,
K. Laxma Gaud, Paramjit Singh, Sanat Kar, Jyoti Bhatt, Swapan Kr. Das, Anupam
Sud, Shukla Sen Poddar, Anita Chakravarty, etc. Sanat Kar pioneered wood intaglio,
cardboard intaglio and sun mica engravings and Swapan Das in the multiplicity of
color gradations that can be introduced into a single linocut.

Now prints enjoy an elevated status, over those of the 19th century. Now
they are being drawn, cut and in most cases printed by the individual artist in very
limited editions. These artist created prints are regarded as belonging to the Fine
Art's family, each being viewed nearly equal in importance as a painting or sculpture
for artistic expression.
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ROLE OF DOCUMENTATION IN MUSEUM

Documentation is concerned with the development and use of information
about the objects with a museum collection and the procedures which support the
management of the collection. This information should be recorded in written or
digital form in a museum documentation system and should be accessible to staff,
researcher and the public.

In practice and in theory object doc is at the heart of museum documentation.
Many of us conducting and reflecting museum documentation tend towards seeing
object- documentation as museum documentation. But- at least in theory — they
are not equal, they are neither totally separate they are related in more than one
respect.

If we document an object we focus on its provenance intrinsic and extrinsic
values, it’s description and many more things. If we are doing well we bring all this
information on the objects into well defined fields of thoroughly chosen databases
using controlled vocabulary. For this information keeping procedures we develop
standards.

There are not many well developed standards to describe them and often there
is no common understanding on basic terms: what really is necessary to describe
a collection.

In digital times it is also very important to collect information on there
aggregations. If a museum has a website sense to have information descriptions
of aggregations at hand. This has to be brought into relation with the object
documentation giving us a chance to see how many people have been seeing a
certain object, a chance to document the quantity of light falling on the object, the
humidity it was forced to endure during a certain time and many other information
in relation of restoration and conservation of an object.

Policy
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As part of its overall collection policy, the museum should adopt a
documentation policy which demonstrates its organizational commitment to
documentation. The documentation policy should define its documentation
procedures and standards.

Staffing and systems

The museum must employ or have access to staff with appropriate expertise in
documentation procedures, standards and system. In a small museum, this principal
may be fulfilled by a curator with appropriate training, while in a large museum
there may be one or more documentation specialists working in partnership with
curators, conservators and information system specialists.

The museum must implement a documentation system which maintains
the information about the objects and supports Practical collections management
procedures, such as accessioning, loans management and object location and
movement control. Some parts of the system may be paper based. Such as registers
and objects files and other should be computer-based, such as the primary catalogue
records and search facilities.

Standards

The documentation system and information should conform to the
documentation standards developed by national and international organization,
including recording concepts and the terms to use within this concept.

Information access and user needs

The museum should evaluate the needs of its user and where appropriate
provide services tailored to different categories of user, such as researcher, teachers,
students, learners and the general public. This service should include a research area
where visitors can consult paper records and files together with manual as online
search facilities giving access to catalogue records, images, contextual information
and other resources.

This paper started at the object-documentation level went to museum-
documentation in broader terms then to documenting of more than one museum
and reached the very broad level of harmonization of museum related terms (data
and documentation) at an informational level. What can be observed is that at all
levels standards are very much needed. Several museum documentation programs
are capable to integrate more than pure object documentation.

This should still be more often the case because relevant information on many
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levels are closely related. And handling this different aspects of information (museum
as well as object) as related one to the other or at least treat them as such will have
synergetic effects which really help to increase the output in quantity and quality
effectively and to minimize work.

With the advent and use of digital technology in museum a lot can be gained
through a broad and comprehensive documentation in respect to building and
connecting networks of museum. If we know ourselves better we can build closer
connections among ourselves. We then can easily become more visible as “the
museum world”. Documentation is at the head of this world.

OBJECTIVES OF DOCUMENTATION

1. The museum records information about the provenience of an acquired object
from its discovery or creation to the present documentation details tell us
about previous owner should be verified by the museum.

2. The documentation system must enable the museum to restrict access to
confidential information and details affected by copyright constraints, while
respecting freedom of information legislation.

3. Each painting must be getting a unique number or identifier, which should
be recorded within the documentation system. The location of the objects
should be recorded with in the documentation system, irrespective of the
objects is in its normal location or has been moved to another location, such
as conservation laboratory.

4. The documentation must include information about any intellectual property
rights concerning the objects.

5. The system should provided facilities which enable the collection information
to be incorporated in resources such as education and interpretation material
and online exhibition and learning resources.

6.  The documentation should provide procedural support for collection
management, such as the steps to be followed and decision to be taken when
leading an object to another institution.

7. The system should incorporate information about the outcome of each
significant collections management activity affecting an object, such as
conservation, photography, loans-out and its use in exhibition and displays.

8. If an object is deaccessioned, its documentation should b e retained by
the museum. If the object is transferred to another museum, a copy of
documentation should be passed to that museum. Details of the basis on which



ROLE OF DOCUMENTATION IN MUSEUM 37

an object was deasccessioned and the formal approval of this action must be
added to the documentation about the object.

9.  The system must include provision for security, sustainability and long-term
preservation of information, such as storing registers in a fire-proof safe,
storing paper files is an environmentally controlled archives, backing-up and
restricting access to digital information and ensuring that digital information
is transferred from superseded system and file formats into current system.

DOCUMETATION AND MODERNIZATION

Computerizing the museum’s documentation will save the museum's, either
money or time. It will certainly cost rather more than a purely manual system, and
will almost certainly need as much staff time to manage.

A poorly designed or badly managed documentation system will not be
improved by being computerized. If well planned and well managed, it will give
the museum much greater control over its collection and its information.

Remember that there are many additional costs involved in managing
computers, which require software, disk and other ‘consumables’ as well as regular
maintenance. They will also require a reliable power supply and will only operate
within a specific temperature range, usually (100C to 400C). If the range in the
museum is outside this range, one may need specially prepared equipment.

How can a museum computerize its documentation?

The first step must be to ensure that the museum’s basic manual documentation
is efficient, well-designed and to modern standards. Computerizing will quickly
show up problems in the basic system.

The second step must be to seek advice. If at all possible, initial advice should be
from someone who understands both computers and museum documentation. Many
museums have run into problems because their advisor understood computers, but
did not really understand the requirement of museum documentation, computerizing
museum documentation and classification is a highly complex field.

AT THE END
Large museums of the country should, therefore, use modern technology
of storing information and its quick retrieval using computers and optical disc

technology of documentation. These equipments have provision to update the data
on these in future.

The ideal situation in respect of new additions to be made for collection would
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be to examine them scientifically, document them, and know about their authenticity,
before their purchase is finalized as is being done by many major museum abroad.
Simultaneously the existing collection need to be examined, documented and
authenticated as a regularly program as is being done to physically verify them.

This would not only provide information about artifacts but would provide
inspects to scholars and scientists alike. These could be easily retrieved if stolen by
proving their lawful ownership in any court of law in the country or abroad.

It would be first time in Rajasthan museum history that digital documentation
is will it open doors for other objects that is digital documentation of painting.
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RESOURCE BASE FOR ECONOMIC DEVELOPMENT:
DISTRICT-WISE POSITION OF RAJASTHAN

The word development connotes betterment in the existing conditions of
living, with an objective of enhancement in quality of life. To grasp the process
that involves initiation and sustenance of development, it is necessary as a first step
that we understand as to what is the resource base of economic development. In the
present paper Rajasthan as Resource base of Economic Development is viewed. The
physical and human resource base of the State in general and districts in particular
has been analyzed in this paper so that development performance of districts can be
assessed within the given base of resources. The first part is related with reviewing
the position of State in country’s economy. The second part reviews the existence and
availability of physical resources in absolute and relative terms. The third part deals
with demographic features of districts which are means and ends of development.
The fourth part reviews the financial position of the districts in terms of per capita
Disrict Domestic Product (DDP) and sectoral contribution to DDP.

2.1 Rajasthan: A Sketch

Rajasthan started its quest for development with several handicaps and a few
advantages after independence. The present state of Rajasthan emerged after merging
22 feudal kingdoms in independent India. In the British era the state was more
popularly known as Rajputana or the land of Rajputs. It was diverse collection of
separate political entities with different administrative systems prevailing in different
places. The state of Rajputana comprised 19 princely states and two chiefships of
Lava and Kushalgarh and a British administered territory of Ajmer-Mewara. The
present state of Rajasthan was formed after a long process of integration, which
began on March 17, 1948 and ended on November 1, 1956.

As far as geographic location of the State is concerned Rajasthan extends
between 23°3' north to 30° 12' north latitudes and 69° 30°E to 78° 17' east longitudes.
In terms of area it is the largest state in India and covers about 3,42,000 square
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kilometres. It encompasses most of the area of the Great Indian Desert (The Thar
Desert), which has an edge paralleling the Sutlej-Indus river valley along its border
with Pakistan. Rajasthan stretches across two of India’s major physiographic
divisions, namely the Great Plains (Indian Desert) and the Central Highlands. The
Aravalli range of hills intersects the state diagonally from south-west to north-
cast, extending right up to Delhi. The area lying west of the Aravalli is known as
western sandy plains (The Indian Desert) while the area east of the Aravalli falls in
the northern part of the Central Highlands. The Aravalli forms the Watershed line
between catchment streams flowing into Arabian Sea and Bay of Bengal respectively.
It has a steep but discontinuous front to the Thar plains in the west and a relatively
gentle slope to the alluvial basins in the north and the east. The state is bordered by
Pakistan in the West, Gujarat in the South-West, Madhya Pradesh in the South-East,
Uttar Pradesh and Haryana in the North-East and Punjab in the north.

Rajasthan is the driest state having only 1.16 per cent of country’s surface
water. With the increase in demand for water on account of increase in population
and development activities, the water availability has decreased significantly in
different parts of the state. The estimated annual, per capita water availability in
the state during 2001 was 840 Cu M' indicating severe water scarcity. Rajasthan
has very uneven distribution of surface water resources. There are 14 river basins?
in the state. This apart, almost 50% of the area of the state i.e. the western arid area
is “outside” any river basin with mere 10% of the total surface water resources.
More than 50% of the state’s surface water resource is from inter-state transfers.
There are eight major river basins in the state but Chambal and Mabhi are the only
perennial rivers.?

The annual rainfall fluctuates from year to year causing failure of crops, and
acute shortage of fodder. Over the past few decades, owning to lack of water for
irrigation, especially in the Rabi season, some parts of Bikaner, Ganganagar and
Hanumangarh districts have witnessed severe drought conditions.

The soils of Rajasthan are complex, and highly variable, reflecting a variety
of differing parent materials, physiographic land features, range of distribution
of rainfall and its effects, etc. In the vast sandy northwestern region, soils are
predominantly saline or alkaline. Water is scarce but is found at a depth of 100 to
200 feet (30 to 60 metres). The soil and sand are calcareous (chalky). Nitrates in
the soil increase its fertility, and cultivation is often possible where adequate water
supplies are made available. The soils in central Rajasthan are sandy; clay content
varies between 3 and 9 percent. In the east, soils vary from sandy loam to loamy
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sand. In the southeast, they are in general black and deep and are well drained. In
the south-central region, the tendency is toward a mixture of red and black soils in
the east and a range of red to yellow soils in the west.

Rajasthan has a scanty vegetation cover, only 7.90 % of the total area of the
state is occupied by forest. Rajasthan has a rich and varied flora and fauna. The
natural vegetation is classed as Northern Desert Thorn Forest. These occur in small
clumps scattered in a more or less open forms. Density and size of patches increase
from west to east following the increase in rainfall. Rajasthan is also noted for
National Parks and Wildlife Sanctuaries. There are four national park and wildlife
sanctuaries named the Keoladeo National Park of Bharatpur, Sariska Tiger Reserve
of Alwar, Ranthambore National Park of Sawai Madhopur, and Desert National
Park of Jaisalmer.

Rajasthan has a glorious heritage in the field of mines and minerals. The
State is geologically so endowed that it has become a veritable repository of
minerals. Rajasthan is blessed with 79 varieties of minerals, of which 58 are being
commercially exploited*. Total value of non-metallic minerals was found Rs.605992
thousand in the year 2005-06 which is 23.41 percent of the total value of non-metallic
minerals found in India and total value of metallic minerals was found Rs.6622538
thousand which is 5.37 percent of the total value of metallic minerals found in India.
State has virtual monopoly in the production of major minerals like Wollastonite,
Lead-Zinc, Calcite, Gypsum, Rock phosphate, Ochre, Silver and minor minerals
like Marble, Sandstone and Serpentine (Green Marble) etc., which contribute almost
90% to 100% of national production.

Huge reserves of Lignite (4986 million tonnes), Crude oil (480 million tonnes),
Heavy oil (14.60 million tonnes), Bitumen (33.20 million tonnes), Lean gas (11790
million cubic meters) and High quality gas (3000 million cubic meters) further adds
to its mineral strength. The State contributes significantly in the national production
of Lead and Zinc (100%) and Copper (47.76%). Mining is not only a major source of
employment in rural and tribal areas of the State, but also a major source of revenue
and plays an important role in the development of the State.

The state is counted among the five low income states of India along with
Bihar, Orissa, Madhya Pradesh and Uttar Pradesh. The NSDP of Rajasthan for the
year 2009-10 at constant prices (2004-05) was estimated at Rs.6115945 lakh®. Out
of this 22.69 percent is contributed by primary sector, 28.06 percent is contributed
by secondary sector and 49.25 percent by tertiary sector. Its per capita income
at constant prices was Rs 24304 in 2009-10 as compared to Rs. 33843 for India.
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Economic growth has slowed down in the state in recent years; between 1993-94 and
1999-2000 the average annual point-to-point growth works out to a little more than
10 per cent per annum, while the same between 1999-2000 and 2006-07 works out
to only 5.3 per cent. The annual growth rate GSDP for the year 2009-10 is observed
as 4.30 against national average of 8.39.

2.2 Rajasthan in Indian Economy

The position of the state vis-a-vis India is depicted in Table No. 2.1. Rajasthan
is the largest Indian province comprising one-tenth area of the country’s total area
and about five per cent of the population. The decadal growth rate of population
for the decade 2001-11 is 21.44 for Rajasthan as against 17.64 for India which is
a critical issue for policy planners. Table 2.1 is self explanatory and depicts the
comparative position of Rajasthan in Indian Economy.

Table 2.1: Rajasthan in Indian Economy
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2.3 Agro-Climatic features of Rajasthan

On the basis of climatic conditions and prevailing agricultural practices,
Rajasthan has been divided into agro-climatic zones by researchers. The Directorate
of Agriculture, Government of Rajasthan has classified the State in ten agro-climatic
zones®, the specifications are presented in Table 2.2

Table 2.2: Agro-Climatic Features of Rajasthan
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Source: Directorate of Agriculture, Government of Rajasthan

Apart from the weaknesses and strengths, discussed above there are some
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positive signals which indicate better prospects for the future.

The share of Rajasthan in industrial investments, as a percentage to India’s
total industrial investment has been steady. It has increased from 1.26% in 2006
to 1.71% in 2010. The industrial investments in Rajasthan increased to Rs. 29700
crore in 2010 from Rs7502 crore in 2006. Exports are an important source of rev-
enue generation for Rajasthan. Agro and Food products, marble and stones, gems
and jewelry, chemicals and textiles are the major constituent of exports from the
state. Rajasthan’s exports increased at a CAGR of about 19.5% during 2001-02 to
2008-09 period.

Rajasthan is one of the leading tourism States of India. It’s capital Jaipur is part
of golden triangle of Delhi, Agra and Jaipur. Tourism makes a large contribution to
the economy of State contributing about 8 percent of the GSDP. Heritage tourism
comprising of palaces and forts, eco-tourism based on wildlife adventures are the
major attraction for tourists. Jantar Mantar, Jaipur is enlisted in “World Heritage
Sites” of UNESCO. The glorious heritage and colourful culture of the state is a
special attraction for domestic and foreign tourists. During the calendar year 2010,
the number of tourist arrival in state was 268.22 lakh and according to a research
from every single tourist around 13 persons profits directly or indirectly.

2.4 District-wise Economic Profile

To analyze the strengths and weaknesses of development pattern at district
level, an attempt has been made to review the resource base of districts. Earlier
studies (SPRI, 2004)° have shown that insufficient ground and surface water, low
density of population, scanty and uneven rainfall, large sandy soil and black loamy
soil, age-old traditions of entrepreneurship, inequitable Government support, large
tribal-belt marked by low level of literacy and hence traditional outlook, are the
mainly responsible for causing inequalities between districts. Apart from these in-
stitutional legacies, biases in allocation of resources among different districts, social
barriers and attitudinal barriers lent enough strength to already prevalent barriers to
balanced regional development.

Obviously, inter-regional gaps continued to widen resulting in the continuation
of disparities. To chalk out the Economic Profile of districts the land use pattern,
demographic features of districts, occupational distribution, and net district domestic
product are discussed briefly in subsequent sections.

2.4.1 Land use

To understand the environmental status of the region, it is essential to under-
stand the land use pattern. It determines the ecological balance in the regions. The
present section deals with the land use pattern across the districts. Table 2.3 depicts
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land utilization statistics of all the 31 districts taken under study.

Table 2.3: Land Utilization Statistics
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The largest District in area is Jaisalmer, followed by and Barmer, Bikaner

and Jodhpur. The smallest District is Dholpur, followed by Dausa, Dungarpur and
Rajsamand. Total forest cover in the State is 7.96%. The maximum forest cover is
found in Karauli District with 32.62 % of total area under forest and minimum is
found in Churu District with only 0.42% of land under forest. Net Area sown in the

State is 51.21%. In Hanumangarh percentage of reporting area sown is maximum at
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84.44% and minimum value is found at Jaisalmer at 14.65%.The size of average land
holding in the state is 3.65 hectares and maximum average size is found at Jaisalmer
(10.46 hectares) and minimum size is found at Banswara (1.22 hectares).

2.4.2 Human Resources:

Development of any spatial unit is broadly determined by the people it inhabits.
Therefore levels of development in terms of human capital and human resources
are the key units to assess the levels of development of a place. The key indicators
of Human resources for the districts of Rajasthan are summarized in table 2.5A
and 2.5B.

According to the census 2011 the population of India is121.02 crore, and of
Rajasthan is 6.86 crore. In the districts of Rajasthan, the population varies from a
high of 66.64 lakh in Jaipur to a low of 6.72 lakh in Jaisalmer. About 77 percent
of the population of state resides in rural area. More than 90 percent of the total
population of Barmer, Banswara, Dungarpur, and Jalore resides in rural area. The
Urban population is above 50 percent only for the districts of Jaipur and Kota. The
decadal growth rate of the population of Rajasthan is 21.44 percent compared to
28.41 percent in the previous decennial period of 1991-2001. It is still higher than
the decadal growth rate of India, which is 17.64 percent between 2001 and 2011.
In the districts, decadal growth rate varies from 32.44 percent in Barmer to 10.06
percent in Ganganagar.

The population density in Rajasthan has increased from 165 per sq. km in Census
2001 to 201 in Census 2011. It varies from 598 in Jaipur to 17 in Jaisalmer.

Table 2.4A: Demographic Features

Source: A brief analytical note on provisional population totals of census 2011
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The overall sex ratio of the population of Rajasthan in terms of number of
females per thousand male is 926 compared to 940 in case of all India. There is a
slight increase of five female per thousand male from 2001 to 2011. In the districts
of Rajasthan, it varies from 990 in Dungarpur to 845 in Dholpur.

As depicted in table 2.5B the literacy rate of Rajasthan is 67.06 in total and 80.51
per cent and 52.66 for male and female respectively compared to 74.04 per cent, 82.14
and 65.46 per cent respectively for persons, male and female in cases of all India. In the
districts of Rajasthan the total literacy rate varies from 77.48 per cent in case of Kota
(which is highest) to 55.58 per cent in case of Jalore (lowest). The male literacy varies
from 87.88 per cent in case of Jhunjhunu to 70.80 per cent of Banswara. The female
literacy varies from 66.32 per cent in case of Kota to 38.73 per cent in case of Jalore.
In total literacy, Rajasthan ranks 33" amongst the 35 states and Union Territories
and in case of male and female literacy it ranks 27" and 35" respectively. Among
the states, Rajasthan is at the bottom in terms of female literacy rate.

Crude Birth Rate i.e. number of live births per thousand mid-year population
has been found at 25.05 for the State and it varies from 32.50 at Banswara (maximum)
to 21.40 at Chittorgarh (minimum). Infant Mortality Rate i.e. number of infant deaths
per thousand live births is 60.6 for the state and varies from 79 at Jalore (maximum)
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to 51 (minimum) at Tonk for the districts.

Table 2.4B: Demographic features

Source: A brief analytical note on provisional population totals of census 2011
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Total Fertility Rate is 4.3 for the state and varies between 5.8 (Jaisalmer) and

3.4 (Ganganagar and Hanumangarh). The Contraceptive Prevalence Rate is 51.8

percent for the state. The maximum CPR is found at Hanumangarh (74.5) and

minimum for Bharatpur (45.3).

2.4.4 Financial Resources

The financial position of the districts is evaluated in terms of per capita Disrict
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Domestic Product (DDP) and sectoral contribution to DDP and presented in Table
2.5. It could be reviewed from table 2.5 that District Domestic Product exhibits
wide variations indicating inequalities in development level of districts. Per Capita
District Domestic Product (at constant prices) has been found maximum for Jaipur
(Rs.41933) and minimum for Churu (Rs.14268). The three leading districts in
Per Capita District Domestic Product after Jaipur are Bhilwara (Rs.33738), Kota
(Rs.30236) and Ajmer (29628). The bottom three districts before Churu are Dholpur
(Rs.14432), Banswara (Rs.14576) and Nagaur (Rs.16029)The share of Primary
sector in DDP was found maximum in Baran (46.80%), of Secondary sector in Pali
(35.74), and of Tertiary sector in Jaipur (59.41). The share of Primary Sector in DDP
was observed minimum in Jaipur (9.40), of Secondary sector in Baran (13.87) and
of Tertiary Sector in Jaisalmer (37.08).

Table 2.5 : District Domestic Product (DDP)

Source: Estimates of District Domestic Product of Rajasthan (2004-05 to
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It can be concluded from the above analysis that the districts which are lead-
ing in physical and human resources like Jaipur, Bhilwara, Kota and Ajmer are also
leading in DDP and districts lagging in physical and human resources like Jaisalmer,
Churu, Dholpur and Banswara are also lagging in DDP.
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ART FOR CHILD : A NATURAL WAY OF EXPRESSION

‘Ever try to force a cat to sit in your lap? It never works and the experience is
usually not good for the lap or the cat.’

The same is true of child and art. You can’t force a child to develop artistically
but you can encourage their natural interests by gently guiding them to take the next
level and allowing them to take the next step, if that’s what they want to do.'

The child begins to express itself from birth. It begins with certain instinctive
desires which it must make known to the external world, a world which is at
first represented almost exclusively by the mother. Its first cries and gestures are,
therefore, a primitive language by means of which the child tries to communicate
with others.? To children, art is total communication.?

Expression in art relies on both its creator’s unique personal qualities and
experiences in life. Since children neither possess identical personalities nor react
in wholly similar fashion to experiences, their output in art must of necessity very.
Nevertheless, at certain periods of their development, children pass through various
stages of artistic production and adopt recognizable modes of artistic expression.*

Art for the child is something quite different. For a child, art is primarily a
means of expression. No two children are alike and infect, each child differs even
from his earlier self as he constantly grows, perceives, understands and interprets
his environment. A child is a dynamic being; art becomes for him a language of
thoughts. A child sees the world differently from the way he represents it, and as
he grows his expression changes.’

According to Rhoda kellogg’s theory, natural child art follows this profression :
at the age of two, a child starts to scribble. His scribbles are not random, but fall into
20 basic patterns that form the basis for later symbols. Soon the scribbles become
“placement patterns,” that is, they are located on the page and the child becomes
aware of top, bottom, right, left and diagonal.
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The shape stage begins near the age of three with six symbols, a circle, square,
triangle, upright cross, diagonal cross and kidney shape.

From then until the time he begins to copy nature-which depends on how
much adult guidance he has-the child modifies and combines these symbols to make
pleasing designs. A circle crossed by one X or more makes the sun. it also makes
a mandala, the Sanskrit word for magic circle, which is marked by perfect balance
and symmetry. To draw humans, the child modifies his suns and mandalas.

“Almost all drawings of humans that children create before age six fit nicely
into an implied circular or oval shape, no matter what distortions of anatomy are
required.” It means that the child is not at all concerned with trying to draw his
humans so that they look like people; he is striving for variety within a set of
aesthetic formulas.”®

Children can create fantasy, narrative and “other world” through plays, songs
and stories as well as through visual arts, although drawing seems to be a very
significant medium for such accomplishments. Beyond these functions of art in the
lives of children, there are several other aspects of learning that are unique to the
visual arts. As children create visual representations, they are required to combine
the elements of design into structures with meaning and then to judge the adequacy
and quality of their own work. Then they must proceed on the basis of their own
judgements. This type of mental activity can be quite stimulating and often results in
creative behavior, which is also satisfying. The flexibility of art activity, where even
the purpose of the process can change on the basis of the individual’s judgement,
is very different from other areas of learning that rely on the achievement of stated
criteria and the memorizing and recitation of correct answers.’

As children change, so does their art. Children draw in predictable ways, going
through fairly definite stages, starting with the first marks on paper and progressing
through adolescence. Although we think of these stages as being different steps in the
development of art, it is sometimes difficult to tell where one stage of development
stops and another begins. That is, growth in art is continuous and stages are typical
midpoints in the course of development.®

The most beautiful things in the creating of the child are his ‘mistakes’. The
more a child’s work is full of these individual mistakes the more wonderful it is. And
the more a teacher removes them from the child’s work the duller, more desolated
and impersonal it becomes.’

Every normal child is endowed with an innate faculty of creation and
imagination. There is also an impelling urge in him to express himself freely
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through his creative work. But the child has his own outlook and standard which are
fundamentally differently from the adult. Any imposition of adult idea or standard,
therefore, would destroy his creative effort and pervert him.

The mind of the child develops through certain stages. These stages are natural
and fixed. Any attempt to disturb this natural order would seriously impede his
growth. !

Young children’s scribbles may sometimes be representational even though
we cannot recognize what they are meant to be. The drawings gradually become
more recognizable, however, as children begin to use lines and shapes as graphic
equivalents of the objects they want to draw. We see these pictures as charming, even
though or, perhaps because they exhibit a certain primitiveness and lack the visual
realism that we, as adults, may feel a picture should have. Nonetheless, according
to Luquet(1927-2001), children intend their drawings to be realistic, in the sense
that they want to make a good likeness of the object. Luquet called this mode of
drawing ‘intellectual realism, the idea being that the basic details and structure of
an object or scene are shown but not from one particular viewpoint."

Young children usually are more sensible than teachers and parents. Their
brains are still fresh, they conceive many things in the shortest time which grown-
ups do not understand, for they are too anxious. “child art is an art which only the
child can produce.” There is something that the child can also perform, but that we
do not call art. It is imitation, it is artificial.'

Let the children paint and sketch spontaneously without being dragged into
too many competitions or for the specific purpose of joining in these International
Child Art Exhibition! If a child, free from competitive spirit, some closed shutters
of his mind are bound to open, and that is what will be the child’s gain.'

Drawing cannot, or should not, be taught, says Dr. Mantessoriz. It should be a
spontaneous activity, a free expression of the child’s own self, own thoughts.'*

Cizek said these immortal words : “To let the children grow, develop and
mature.”!> We have to give the technique and fundamental facts that are necessary,
and then we have to allow the child to develop by himself, and await the results. We
should give the child the way that he may express himself, and no doubt expression
through drawing is one of the greatest of human manifestations. It is on the same level
as the spoken word and the written word. We can say that as gesture accompanied
spoken language, so drawing is the gesture which accompanies written language.

Art for child is a natural way of expression so we should not force them or
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prevent them from expressing their thoughts and emotions. We have to encourage
the child to create a piece of art that expresses emotions.
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REGULATORY INSTITUTION IN
TELECOMMUNICATION SECTOR A STUDY OF TRAI

*INTRODUCTION :

Since 1991 India has been evolving new strategies of achieving goals of new
economics policy. The major efforts in this direction were made and several new
measures were adopted. Some of the measures have been successful and some have
been failed.

The reasons may be attributed not only to political situation, but also to
institutions which are very important like SEBI, CAG, IRDA, TRAI etc. in the
information technology sector. TRAI has been very important as it is not only
regulatory body but also a path breaking institution in communication sector. It has
established certain ways and means to establish the IT market and standards of there
communication, however have been many instances when the IT market has not been
perfect and many cases of bunglings and corruption are reported when the media
have raised the issues against the TRAI. Consequently the TRAI has come under the
scanner of public eye. This paper is to examine the objectives and organization of
the TRAI with a view to find the gapes and lacunas in the organizational structure.
The paper is to emphasize upon the formative disorders in the institutions. In this
paper, we have tried to find out the regulatory rule by the TRAI and its impact upon
the IT sector.

AIMS AND OBJECTIVES OF TRAI

The goals and objectives of TRAI are focused towards providing a regulatory
regime that facilitates achievement of the objectives of the New Telecom Policy
(NTP) 1999. As shown by the various initiatives, the goals and objectives of TRAI
are as follows:

(a) Increasing tele-density and access to telecommunication in the country at
affordable prices.

(b) Making available telecommunication services which in terms of range, price
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and quality are comparable to the best in the world.

(¢) Providing a fair and transparent policy environment which promotes a level
playing field and facilities fair competition. Establishing an interconnection
regime that allows fair, transparent, prompt and equitable interconnection, Re-
balancing tariffs so that the objectives of affordability and operator viability
are met in a consistent manner.

(d)  Protecting the interest of consumers and addressing general consumer concerns
relating to availability, pricing and quality of service and other matters.

(e)  Monitoring the quality of service provided by the various operators. Providing
amechanism for funding of net cost areas/public telephones so that Universal
Service Obligations are discharged by telecom operators for spread of telecom
facilities in remote and rural areas.

(f)  Preparing the ground for smooth transition to an era of convergence of services
and technologies.

(g) Promoting the growth of coverage of radio in India through commercial and
non commercial channels, and

(h) Increasing consumer choice in reception of TV channels and choosing the
operator who would provide television and other related services.

Organization

The Telecom Regulatory Authority of India was established under the Telecom
Regulatory Authority of India, 1997 enacted on 28" March 1997. The TRAI
(Amendment) Act 2000 led to reconstitution of the Authority. It now consists of one
Chairperson, two whole time members and two part time Members.

The Secretariat of TRAI is headed by the Secretary and works through ten
functional divisions — Administration & Personnel (A&P); Broadcasting & Cable
Services (B&CS); Converged Network & Information Technology (CN&IT);
Economic Regulation (ER); Financial Analysis (FA/IFA), interconnection &
Fixed Network (I&FN) Legal; Mobile Network (MN); Quality of Service (QuS);
Regulatory Enforcement & International Relations (RE/IR). A staff of 180 (as on
31 March 2009) is handling the work in the Secretariat, which performs the tasks
assigned to it by the Authority in the discharge of its functions. Whenever necessary,
Consultants are engaged on the following basis:

* Individual Consultants on retainership basis.

* Consultants for specific projects.
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* Consulting Firms on retainership basis.
* Consulting Firms for specific projects.
Engagement of Consultants is either on secondment or assignment basis.

As on 31% March 2009 the staff strength of the TRAI was s indicated in the
table below.

TRALI officials were initially drafted on deputation from the Government
Departments. These deputations with relevant experience in the fields of
telecommunications, economics finance, administration etc. are initially appointed
for two years and thereafter, if required, requests are sent to different Government
departments for extending their deputations.

Positions :
Secretary (On Foreign Assignment to World Bank).
Secretary
Principal Advisor (Presently on Leave)
Principal Advisor (Financial Analysis & Internal Financial Advisor).
Principal Advisor (Regulatory Enforcement & International Relations).
Principal Advisor (Interconnect & Fixed Network).
Advisor (B&CS)
Advisor (Quality of Service)
Advisor (Mobile Network).
Advisor (Administration & Personnel).
Advisor (Coveraged Network & Information Technology).
Advisor (Economic Regulations).
Advisor (Legal)

Below Advisor Level

5. Mo Posts sanctionad | Actual
1 Joint Advisor Deputy Achiisor 23 A
2 Sanior Principal Private Secratary 02 02
3 Senior RessanchOfficer 0 o
& Prircipal Private Sacmatm@ny U] IE]




g T echnical Officar 12 1
& Saction O fficar 19 15
7 Privata 5 e rat@ny 14 11
8 Librarian 01 -
9 Assistant < af
10 Parsoral A ssistant 13 18
T | =tencorapher Grade "o 0z -
12 L CuZ 05 (05
12 | Drivars ! 4
14 P O parator 0z a2
15 | Dispetch Rider a1 01
= iGroup D" L] ar

CALGLSIVIL UL USPULALIULS 111 1GSPOLL UL Ualliou allu GAPCLITHLOU TAISULY
employees has often proved to be a time taking process and not always an effective
process. While the scope scale and complexity of Authority’s functions continue
to grow at a fast pace, the Authority is continuously facing the problem of losing
trained and experienced personnel due to frequent repatriation of the existing
personnel to their parent departments.

The Authority, therefore, constituted a cadre of offices and staff with special
expertise relevant to the new field of telecom regulation by offering them the option
of taking permanent absorption in TRAI. However, many middle and senior level
officers who are on deputation did not exercise option for permanent absorption in
TRALI on account of unattractive terms and conditions.

Funding

TRAI is an autonomous body and it is wholly funded by grant received from
the Consolidated Fund of India. The total expenditure on the functioning of TRAI
in the year 2008-09 was Rs. 30.65 Crores (approx) out of this, Rs. 3.60 Crores was
incurred during 2008-09 under plan Funds under the institutional Capacity Building

Project covering certain consultancy and training programmes.

TRALI is of the view that in order to perform effectively as an independent
regulator, it should be funded from a minor portion of the licence fees recovered as
a cost of administration from those whom it regulates, and it should be empowered
with the flexibility in determining the terms and conditions of its employees to enable
it to recruit talents / professionals from non-government sources also at senior and

other levels. It is worth mentioning that some other national regulatory bodies like
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IRDA and SEBI are funded out of the fees recovered from the sector they regulate
and hence these authorities have the flexibility to use these funds as per the specific
requirements of their functioning.

Conclusion:

The study of TRALI is to reveal that the TRAI was created as a regulatory
institution in information technology sector which includes not only
telecommunication but also the internet related communication system as
well as satellite operated communication technology. We also noticed that the
communication technology has become accessible to all section of the society.
This study shows that IT sector has become competitive and useable to the
masses. The study is also to analysis the communication market in India which is
controlled by the TRAI. The study of TRAI is to show that the regulatory system
in India is governed by the government machinery. The organization of the TRAI
is dominated by the bureaucrats mainly from the all India services. Therefore the
TRALI is not different from the governmental departments and is not free from
Ministry’s control. Consequently the effectiveness of the TRAI is diluted. In the
TRAI Government should consider the appointment of all India services peoples.
On the while TRAI is a half way house.
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