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KARNATAKA STATE DR. GANGUBAI
HANGAL MUSIC AND PERFORMING
ARTS UNIVERSITY

Established in the heart of Mysore, the cultural capital of Karnataka, the
Karnataka State Dr. Gangubai Hangal Music and Performing Arts
University stands as a cultural identity. It is uniquely dedicated to the
preservation, propagation, and advancement of performing arts.
Established in 2008, the university is named after the legendary
Hindustani classical vocalist, Dr. Gangubai Hangal, known for her
exceptional talent and dedication to music.

The university offers a diverse range of academic programs across
various disciplines, including music (Hindustani and Carnatic), dance
(Bharatanatyam, Kathak, Kuchipudi, Yakshagana, and indigenous folk
dances), theatre, and visual arts.To support and expand these
programs, the university has signed 80 Memoranda of Understanding
(MoUs) and developed educational activities for undergraduate,
postgraduate, and Ph.D. programs. Additionally, 106 senior research
scholars are currently pursuing studies in the D.Litt. program. As part of
its ongoing academic initiatives, the university has also organised
special examinations for 12,500 students from various streams of
dance and music across Karnataka.

Beyond academics, the university actively engages with the
community through workshops, seminars, outreach programs, and
cultural events. We invite you to join us in Mysuru for a stimulating
discourse and celebrate the power of performance and media in
shaping our cultural landscape.



ABOUT MYSURU ZILLA HAVYASI
RANGAKARMIGALA VEDIKE®

Established in 2016, Mysuru Zilla Havyasi Rangakarmigala Vedike (R) is a district-level
theatre association representing over 200 amateur theatre practitioners from Mysuru,
Karnataka. Rooted in Mysuru—a city internationally acknowledged for its historical
role in the evolution of Indian performing arts—the organisation functions as a
collective platform for theatre practice, cultural exchange, and performance-based
research.

The association works across diverse theatrical forms, including contemporary
theatre, children’s theatre, rural and folk performance traditions, and socially
engaged theatre practices. Its activities are oriented toward documentation,
transmission, and reinterpretation of regional performance cultures, while also
encouraging innovation in dramaturgy, performance design, and community-
oriented theatre processes.

Committed to the constitutional values of justice, equality, freedom, and fraternity,
the organisation operates as an inclusive cultural space that supports artists across
generations and backgrounds. It actively promotes women’s participation,
intergenerational learning, and access to theatre as a tool for social reflection and
cultural dialogue.

Through the organisation of theatre festivals, workshops, seminars, and collaborative
projects, Mysuru Zilla Havyasi Rangakarmigala Vedike (R) has contributed signifi-
cantly to strengthening the theatre ecosystem of Mysuru and Karnataka. Its initiatives
often foreground regional cultural identities while engaging with national and
international performance discourses. Beyond artistic practice, the association
acknowledges theatre’s civic responsibility. It has responded to social and
humanitarian needs, notably through community support initiatives during the
COVID-19 pandemic. The organisation is administered by a democratically elected
body, ensuring collective leadership and sustained community participation.

Mysuru Zilla Havyasi Rangakarmigala Vedike (R) continues to function as a living
cultural network—connecting practitioners, institutions, and audiences—while con-
tributing to the documentation and dissemination of India’s diverse performance
traditions within global cultural frameworks.



MESSAGE FROM THE
VICE CHANCELLOR

The Karnataka State Dr. Gangubai Hangal Music and Performing Arts University was established in
2009 by the Government of Karnataka at Mysuru, widely recognised as the cultural capital of the
state. The university occupies a significant position in the history of arts education in India, being
the second performing arts university in the country and the first of its kind in South India.

From 2011 onwards, the university has been actively engaged in teaching, training, and research
across multiple disciplines of performing arts. Academic activities are organised through five
faculties, offering specialised programmes in Music, Dance, Percussion, Theatre and Folk Arts. The
institution integrates both traditional pedagogical practices and contemporary academic
frameworks, thereby sustaining indigenous art forms while responding to modern scholarly
demands.

The university has expanded its academic reach beyond Mysuru through national and international
collaborations. It has entered into Memoranda of Understanding (MoUs) with reputed global
institutions such as Aarya University, New York and Bridgewater State University, Massachusetts,
USA. Additionally, collaborations with 86 educational institutions across Karnataka have enabled
the introduction of Certificate, Diploma, Postgraduate Diploma, Undergraduate, Postgraduate, and
Research programmes, strengthening access to performing arts education.

A distinctive feature of the university is its role in conducting state-level special examinations in
music, dance, and percussion. During the 2023-24 academic year, examinations were successfully
conducted for over 29,000 students, with merit-based certification awarded through a structured
and transparent evaluation process.

In terms of infrastructure development, the university has established a modern theatre complex,
library facilities, and academic spaces. At the newly allotted site by the Mysuru Urban Development
Authority, administrative blocks and Gurukula-style classroom facilities have been developed, with
academic operations scheduled to commence from the 2025-26 academic year.

The university also contributes to academic discourse through the organisation of national and
international seminars, workshops and conferences. Research is shared through scholarly
publications, such as the quarterly journal 'Hejjeguruthu’, which is published under the banner
‘Kalavahini'. To decentralise access to arts education, a regional centre has been established in
Hubballi, serving North Karnataka.

Recognised for its commitment to classical and traditional performing arts education, the university
secured the 7th position in the national rankings by Outlook Magazine in the current academic year.
Future plans include the establishment of four additional regional centres, aimed at further
strengthening the academic and cultural presence of the institution across the state.

PROF.NAGESH V BETTAKOTE
HONOURABLE VICE CHANCELLOR



CONFERENCE NOTE

The International Conference on Theatre and Performing Arts examines theatre as an embodied and
multi-sensory mode of communication central to performance across cultures. Beyond spoken or
written text, theatre language emerges through the interaction of body, voice, movement, space,
rhythm, sound, visual design and the live relationship between performer and audience. Indian
performance theory offers a holistic framework that understands performance as a synthesis of
expression, emotion, music and movement. In dialogue with these traditions, the conference
engages intercultural, modern and contemporary performance practices influenced by thinkers
around the world.

By bringing together scholars and practitioners from diverse contexts, the conference seeks to
foster critical dialogue on theatre language as a living, evolving practice shaping performance and
cultural exchange worldwide.

OBJECTIVES OF THE CONFERENCE

1. To examine theatre language as an embodied system of communication
To analyse how meaning in performance is generated through body, voice, movement, space,
rhythm, sound and visual design, beyond the primacy of written or spoken text.

2. To foreground classical Indian dance traditions within global discourse

To re-examine Natyashastra-based principles as they operate in Bharatanatyam, Kathak and
allied forms and place them in conversation with contemporary and intercultural dance practices
worldwide.

3. To examine transformations in Indian classical music performance

To reflect on evolving aesthetic practices in Hindustani and Carnatic music that emphasise
embodiment, raga-based exploration, rhythmic architecture (tala), sonic texture, performance
space and non-linear, improvisatory forms.

4.To bridge theory and practice in performing arts research

To create a platform where scholarly research, practice-as-research, and performance pedagogy
inform one another, strengthening interdisciplinary approaches to theatre and performance
studies.

5. To engage contemporary performance thinking in classical dance and music
To explore how traditional movement and musical frameworks are reimagined through innovative
choreography, musical interpretation, spatial design and experimental performance formats.

6. To support emerging researchers and practitioners
To provide opportunities for research scholars, early-career academicians and theatre
practitioners to present work, receive critical feedback and engage with senior scholars.

7. To enhance performance pedagogy and curriculum development
To reflect on innovative teaching methodologies that move beyond text-based instruction and
integrate embodied, sensory and experiential learning in performing arts education.

8. To foster national and international academic collaboration
To strengthen institutional networks and promote sustained dialogue and collaboration in the field
of theatre and performing arts research.
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THE THEATRICAL IMPERATIVE: A CROSS-DISCIPLINARY
ANALYSIS OF PERFORMANCE-BASED PEDAGOGY IN
TERTIARY EDUCATION

MD. DIDARUL ISLAM
LECTURER
DEPARTMENT OF BANGLA LANGUAGE & LITERATURE
FACULTY OF ARTS &AMP; HUMANITIES, UNIVERSITY OF LIBERAL ARTS BANGLADESH
(ULAB)

This paper presents a cross-disciplinary analysis arguing that the integration
of theatrical methodology is one of the most effective pedagogical strategies
for fostering holistic skill development in non-theatrical tertiary education
(STEM, Law, Business, Medicine etc.).

Drawing on the philosophical concept of the & “theatrical imperative”, the
study employs a Narrative and Integrative Pedagogical Review to
systematically synthesize evidence across diverse professional fields. The
analysis demonstrates a strong theoretical alignment between performance-
based pedagogy and established learning models, notably Experiential
Learning Theory and Constructivism, emphasizing the enhanced application
and retention facilitated by embodied cognition. Findings from a review of
applications, including Standardized Patient Programs and Mock Trials, reveal
that theatricality uniquely develops essential affective competencies—such as
empathy, ethical judgment, and complex communication—that are crucial for
professional efficacy. While the transformative potential is clear, the study
identifies significant systemic challenges, including resistance rooted in "anti-
theatricality” and the difficulty in establishing valid performance-based
assessment methods.

Ultimately, this paper concludes that embracing the theatrical imperative
requires a concerted effort to shift institutional culture, fund robust faculty
training, and adopt innovative assessment paradigms to produce graduates
who are ethically conscious, resilient, and better equipped for the complexities
of modern professional life.

Key Words: theatrical methodology, tertiary education, theatrical imperative,
narrative and integrative pedagogical review
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GURU-SHISHYA PARAMPARA:
PEDAGOGY AND TRANSMISSION THROUGH PERFORMING
ARTS

DR. PAVITHRA
ASSISTANT PROFESSOR,
DEPARTMENT OF PERFORMING ARTS, PONDICHERRY UNIVERSITY,
PUDUCHERRY-605014,

The Guru-Shishya Parampara—an ancient and enduring pedagogical tradition
in Indian culture—represents a unique mode of knowledge transmission,
emphasizing relational, experiential, and holistic learning. Unlike conventional
classroom instruction, this system prioritizes direct mentorship, personal
guidance, and the immersive absorption of knowledge through observation,
practice, and nuanced interaction. In the context of performing arts, such as
classical music, dance, and theatre, the Guru-Shishya Parampara is not merely
a method of teaching skills but a conduit for transmitting aesthetic sensibilities,
cultural values, and philosophical depth across generations. This paper
explores how the parampara facilitates learning through lived experience,
improvisation, and embodied practice, highlighting its relevance in nurturing
both technical mastery and artistic intuition. By examining case studies, oral
histories, and contemporary adaptations, the study underscores the continued
significance of the Guru-Shishya model in sustaining performing arts in a
rapidly modernizing world. The research also interrogates challenges and
opportunities in integrating this traditional pedagogical framework within
modern educational and digital platforms, ensuring that its essence—the
intimate, transformative teacher-student relationship—remains intact.

Keywords: Guru Shishya Parampara, Performing, Pedagogy, Knowledge,
Learning, Teaching



A SYSTEMATIC REVIEW AND FRAMEWORK FOR
DESIGNING THEATRE-BASED INTERVENTIONS TO
STRENGTHEN RESILIENCE, SELF-EFFICACY AND SELF-
ESTEEM AMONG EMERGING ADULTS

SRIVIDYARN
*PHD SCHOLAR, DEPT. OF PSYCHOLOGY
REVA UNIVERSITY, BENGALURU

The transition into adulthood (ages 18-29) is a developmental milestone often
defined by identity flux and heightened psychological stress. To navigate this
period, strengthening internal assets like resilience and self-efficacy is vital.
While Western drama therapy is established, the Natyashastra—the
foundational Indian treatise on performing arts— offers a sophisticated,
multisensory framework for transformation. By utilizing Abhinaya (the art of
expression) and the cultivation of Rasa (aesthetic experience), theatre
provides an embodied language for processing complex emotions that
traditional talk-based methods may miss.



CROSS-DRESSING AND GENDER PERFORMANCE IN
ENGLISH-LANGUAGE DRAMA: A COMPARATIVE LITERARY
STUDY FROM SHAKESPEARE TO CONTEMPORARY INDIAN
ENGLISH THEATRE

KAVYASHREEB M
RESEARCH SCHOLAR
DEPARTMENT OF ENGLISH
MOUNT SHEPARD MUSIC AND PERFORMING ARTS RESEARCH CENTRE,
BANGALORE.

Theatre has long provided a space in which social rules surrounding gender can
be questioned, bent, or temporarily set aside. One of the most persistent ways
in which this has been achieved is through cross-dressing and gender
performance on stage. From early modern English drama to contemporary
Indian English theatre, dramatists have repeatedly turned to gender disguise,
role reversal, and performed identities to explore questions of power, desire,
and social control. This paper examines how such theatrical strategies function
across different historical and cultural contexts within English-language
drama.

Focusing on selected plays by William Shakespeare (Twelfth Night and As You
Like It). David Henry Hwang (M. Butterfly), and Indian playwrights such as
Mahesh Dattani (Dance Like a Man and Seven Steps Around the Fire) and Girish
Karnad (Hayavadana), the paper argues that while the form of cross-dressing
changes over time, its dramatic purpose remains strikingly consistent. In
Shakespeare’'s comedies, cross dressing often appears as a playful and comic
device that allows female characters to gain agency and challenge
conventional masculinity, even as social order is eventually restored, in
contract, contemporary drama presents gender performance as more
sustained and politically charged, engaging with marginalized identities,
sensitive masculinity, and feminist resistance.

The study adopts a comparative literary approach, drawing on ideas from
performance studies and gender theory where relevant, without allowing
theory to overshadow close textual analysis. Ultimately, the paper suggests
that English-language drama reveals a recurring paradox: while gender
nonconformity is often discouraged in everyday life, the theatre continues to
legitimise and celebrate gender transgression as an essential part of its
expressive and critical power.

Keywords: Cross-dressing, gender performance, English-language drama,
Shakespeare, Indian English theatre



DARKNESS AS DIVINE ABHINAYA: EMBODIED RASA IN
RABINDRANATH TAGORE’'S THE KING OF THE DARK
CHAMBER

NIKILESHWARI J
RESEARCH SCHOLAR
MS COLLEGE

This paper examines Rabindranath Tagore’s The King of the Dark Chamber
(1910) as a radical intervention in theatrical aesthetics that challenges the
primacy of vision in dramatic representation. Departing from the ocularcentric
traditions of Western proscenium theatre, the play constructs meaning
through darkness, absence, and restraint. The study argues that Tagore
employs darkness as Divine Abhinaya, an expressive strategy through which
emotion is communicated and rasa is generated without visual display.
Drawing upon Indian aesthetic theory, particularly the Natyasastra, the paper
foregrounds the dominance of sattvika abhinaya and traces an ocular-
somatic shift from daréana (seeing) to anubhava (embodied experience).

Through close textual analysis of Queen Sudarshana’s affective and somatic
journey, the paper demonstrates how rasa emerges not through spectacie or
revelation but through endurance, withdrawal, and embodied reception. The
culmination of this process is the emergence of santa rasa as an aesthetic state
of equilibrium rather than transcendence. By repositioning darkness as
expressive fullness rather than negation, the paper rethinks theatrical
reception as an inward, affective process and contributes to contemporary
debates on embodiment, performance, and non-spectacular dramaturgy.



COMMUNALISM, MEMORY, AND HISTORICAL TRAUMA IN
MAHESH DATTANI'S FINAL SOLUTIONS

SHRUTHIH S
ASSISTANT PROFESSOR OF ENGLISH
DBIMSCA,KUMBALGODU

This paper examines Mahesh Dattani’s seminal play Final Solutions (1993) as a
profound exploration of communalism within the domestic sphere of post-
independence India. While communal conflict is often viewed as a public or political
phenomenon, this study argues that Dattani repositioned it as a psychological and
emotional inheritance rooted in historical trauma. The primary objective of this
research is to analyze how the unresolved trauma of the 1947 Partition continues to
shape contemporary religious prejudice across generations.

Utilizing a qualitative literary analysis, the methodology focuses on Dattani’'s
innovative use of dramatic techniques, specifically the Chorus, symbolic masks, and
the narrative device of diary entries. These elements are analyzed to show the
transition of the protagonist, Daksha/Hardika, from a state of youthful innocence to
one of deep-seated mistrust. The paper further explores the symbolic transformation
of the Gandhi household into a microcosm of the nation, where the arrival of two
Muslim refugees acts as a catalyst for revealing the family's internal moral
contradictions.

The key arguments suggest that communal hatred is not an innate human condition
but a socially conditioned response nurtured by inherited memory and "performative
secularism.”

The study concludes that Dattani uses the ironic title Final Solutions to critique
extremist ideologies. Rather than offering a definitive resolution, the play suggests that
the only viable path forward lies in individual introspection, the breaking of ritualistic
boundaries, and the courage of the younger generation to challenge the "purity” of
their ancestors.

Keywords: Communalism, Partition Trauma, Mahesh Dattani, Indian English Drama,
Memory, Final Solutions.



ACTOR TRAINING SYSTEMS &AMP; THEATERS LANGUAGE

DR. B. PILLAPPA MA.PHD
GUEST LECTURE DEPARTMENT OF PERFORMING ARTS.
JNANABHARATHI
BANGALORE UNIVERSITY

Stanislavski’'s System is a systematic Approach to training actors that is the Russian
theatre partitionr Komstokisn Stanislavski developed in the first half of the twelfth
century his system cultivates what he calls the Art of experiencing “With Which he
Contrasts the art of Representation on it Mobilises is the actors conscious thought and
will in order to activate other less controllable psychological process- such other as
emotional Experience and Subconscious behavior Sympathetically and indirectly.

In rehearsal the actor searches for inner motives to justify action and the

deification of what the character seeks to achieve any given moment-

Later Stanislavski Further elaborated what the called the system with a most
physically grounds rehearsal process that come to be known as the method of
physical Action Muninising at the table discussions we now encouraged an active
representative in wich the sequence of dramatic situations or improvised the best
annuluses of a play stonishvski around in to take action in the given circumstances.
Konstantin stonishvskli born January -05-1863 Moscow Russia died August 1938
Moscow Russia actor director and producer who pound the Moscow art theatre. Is know
for developing the stonishvskli system methoud of actor training and preparation

the Stanislavski system requires actors to draw upon personal experiences and
emotions to create realistic contracts Stanislavski performed and directed as a
Amateurs until the of 33 when he co-founded the world- fatuous Moscow art theatre
(MAT) company With Viadimir nemirollich Danchenko Following legendrey 18-Hours
Dissuasion its influential tours of Europe 1906 &amp; the US 1993-24 and its Landmark
Production of the Seagull and hamlet establisliud is reputation and opened new
possibilities for the art of the theatre.



PLURALISTIC NARRATIVES IN SELECTED POST-COLONIAL
PLAYS

RAVIKUMAR. A
ASSISTANT PROFESSOR,
GFGC KR PURAM,
BENGALURU 560036.

Period dramas in the postcolonial time contains plays written or reinterpreted in the
present but set in historical contexts. Unlike conventional historical drama that often
celebrates heroic narratives, contemporary period drama uses the past to interrogate
present concerns such as identity, power, gender, caste, race, colonialism, memory,
and resistance. Modern theatre foregrounds lived experience, psychological realism,
and marginalized voices, reflecting anxiety, trauma, isolation, and fragile emotional
states.

Social and political justice emerge as central themes, with plays responding to
oppression, war, displacement, environmental crises, and systemic inequality. Micro-
narratives focusing on ordinary lives, silence, minimalism, and small moments replace
grand plots, while formal experimentation—non-linear storytelling, multimedia, and
breaking the fourth wall—enhances engagement.

Indian, African, and Afro-American dramatic traditions enrich these global trends by
reinterpreting mythological and historical narratives through postcolonial, caste, and
racial lenses. Works such as Wole Soyinka’s Death and the King’s Horseman, Ngiigi wa
Thiong’'o’s | Will Marry When | Want, Aimé Césaire’s A Tempest, and plays by Girish
Karnad, Vijay Tendulkar, Badal Sircar, and Safdar Hashmi exemplify pluralistic
approaches that challenge dominant histories and foreground multiple perspectives.

Modern period drama thus prioritizes consciousness, empathy, and dialogue over
spectacle, re-situating women as political agents, domestic spaces as historical sites,
and the past as a critical lens for understanding contemporary human and social
realities.

Keywords: Period Drama; Historical Reinterpretation; Identity; Caste and Race;
Postcolonialism; Gender Politics; Psychological Realism; Social Justice; Marginalized
Voices; Indian, African, and Afro-American Drama



MYTH, MODERNITY, AND CULTURAL PRESERVATION IN
GIRISH KARNAD’'S PLAYS: A CONTEMPORARY CRITICAL
ANALYSIS

RIZWANA BANUK M
RESEARCH SCHOLAR
DEPARTMENT OF ENGLISH
MOUNT SHEPHERD MUSIC AND PERFORMING ARTS RESEARCH CENTRE, BANGALORE.

Girish Karnad is one of the most important dramatists in modern Indian theatre. He is
known for using myths, folklore, and history to speak about the problems of
contemporary society.

This paper studies four of his major plays—Hayavadana, Yayati, Naga-Mandala, and
Tughlag—to show how traditional stories are reshaped to discuss modern issues. Each
play deals with important human concerns such as identity, desire, gender, power, and
political responsibility. Hayavadana focuses on the problem of divided identity, Yayati
shows the danger of uncontrolled desire, Naga-Mandala presents the suffering and
strength of women in a patriarchal society, and Tughlaq reveals the tragedy of political
idealism without practical understanding.

Using a close reading method supported by myth theory and postcolonial criticism,
this paper argues that Karnad’s drama both preserves Indian cultural traditions and
questions social and political realities. His plays prove that ancient stories can still
speak powerfully to modern audiences.

Keywords: Girish Karnad, Myth, Modernity, Folklore, Cultural Preservation, Indian
English Drama, Identity, Gender, Politics



THE TRAGEDY OF THE COMMON MAN: A CRITICAL
STUDY OF ARTHUR MILLER’S DEATH OF A
SALESMAN

NIHARIKA S
RESEARCH SCHOLAR
MOUNT SHEPHERD RESEARCH CENTER

Arthur Miller's Death of a Salesman (1949) redefines the concept of tragedy by shifting
its focus from the downfall of kings and nobles to the quiet suffering of an ordinary
individual. This paper critically examines Miller's theory of the “Tragedy of the
Common Man” through a detailed study of Willy Loman, the protagonist of Death of a
Salesman.

Miller challenges the classical Aristotelian notion of tragedy by asserting that the
tragic experience is not limited to socially elevated figures but is equally applicable to
common individuals who struggle for dignity, identity, and self-worth within
oppressive social structures. Willy Loman'’s tragic flaw lies not in excessive pride but in
his blind faith in the American Dream, which promises success, popularity, and
material prosperity. His inability to reconcile illusion with reality ultimately leads to his
psychological collapse and tragic death.

The paper explores how Willy’s personal failure is inseparably linked to the socio-
economic pressures of capitalist America, where human value is measured by
productivity and success. Through a blend of realism and expressionism, Miller
presents Willy’s internal conflict, memory, and despair, thereby universalizing the
tragedy of modern man. This study employs a close textual analysis supported by
literary criticism and theoretical perspectives to highlight how Miller democratizes
tragedy and gives voice to the silent suffering of the middle class. The paper argues
that Death of a Salesman is not merely a family drama but a powerful social critique
that exposes the destructive myths of success and the fragile human desire for
recognition.

Ultimately, the play affirms that the tragic dignity of the common man lies in his
relentless struggle to assert his identity in an indifferent world.

Keywords: Arthur Miller, Death of a Salesman, Tragedy of the Common Man,
American Dream, Modern Tragedy, Willy Loman



INTERROGATING HISTORY AND NATIONHOOD: A STUDY
OF GIRISH KARNAD'SHISTORICAL PLAYS

ANTONY MADHU
RESEARCH SCHOLAR
MOUNT SHEPHERD MUSIC AND PERFORMING ARTS RESEARCH CENTRE
BENGALURU

Girish Karnad, one of India’s most accomplished playwrights, uses history not as a
fixed archive of facts but as a dynamic site for cultural, political, and ideological
contestation. This paper examines how Karnad interrogates official historiography,
challenges monolithic constructions of nationhood, and reconstructs marginalised
voices through key historical plays such as Tughlaq, Tipu Sultan Kanda Kanasu (The
Dreams of Tipu Sultan), Taledanda, and Bali: The Sacrifice. Situating these works within
the broader discourse of postcoloniality and subaltern historiography, the study
argues that Karnad redefines the relationship between past and present by
highlighting the tensions between idealism and disillusionment, secularism and
fanaticism, tradition and modernity. By juxtaposing historical fact with imaginative
reconstruction, Karnad presents history as inherently plural, unstable, and contested.
The paper concludes that Karnad’'s dramatic oeuvre not only critiques state-
sanctioned narratives but also reframes nationhood as a continuous process open to
negotiation, reinterpretation, and dissent.

Keywords: Nationhood, Postcolonial Theatre, Subaltern Historiography
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ABSURDIST ELEMENTS IN GIRISH KARNAD'S TUGHLAQ

PRABHU A
RESEARCH SCHOLAR
MOUNT SHEPHERD RESEARCH CENTRE

This paper examines how Girish Karnad'’s Tughlaq refunctions key elements of
European Theatre of the Absurd within the specific historical and political
context of Indian English drama. Drawing on Martin Esslin’s formulation of the
absurd- characterized by circular plots, breakdown of communication,
alienated protagonists,

and the collapse of rational systems-the study reads Tughlaq as a hybrid text
that fuses existential absurdity with a critique of postcolonial statecraft.
Methodologically, the paper combines close textual analysis of Tughlaq with
comparative references to

canonical absurd plays to trace how Karnad adapts absurdist codes to narrate
therise

and disintegration of Muhammad bin Tughlaq's idealistic but catastrophic rule.

The analysis focuses on four interrelated elements: the widening gap between
Tughlaq'’s utopian vision and the chaos produced by his reforms; the Sultan’s
progressive alienation from subjects and advisors, which exemplifies the
absurd hero trapped in a hostile world; the use of symbolic images-such as the
rose garden turned garbage heap and the forced march to Daulatabad-as
visualizations of historical and existential futility; and the play’s nonlinear,
repetitious temporality, which undercuts any stable notion of progress.

This paper argues that, while Tughlaq shares with European absurd drama an
intense

preoccupation with meaninglessness, failed communication, and the limits of
rationality, Karnad anchors absurdity in concrete structures of power, religion,
and governance in fourteenthcentury (and implicitly Nehruvian) India. In doing
so, Tughlaq demonstrates how absurdist dramaturgy can be indigenized to
interrogate the broken promises of nationalism and secularism, thereby
expanding the geographies of the absurd beyond its European origins
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WOMEN AS SUBALTERN IN THE SELECTED PLAYS OF
VIJAY TENDULKAR

GNANESWARATN
ASSISTANT PROFESSOR
DEPARTMENT OF ENGLISH
GOVERNMENT FIRST GRADE COLLEGE, VIJAYANAGAR, BENGALURU-104

The concept of the subaltern, first articulated by Antonio Gramsci and later
developed by postcolonial theorists such as Gayatri Chakravorty Spivak,
provides a vital framework for analysing power, marginalization, and silence.
This paper examines the representation of women as subaltern subjects in the
plays of Vijay Tendulkar through an interdisciplinary approach combining
Subaltern Studies and Gender Studies. The study explores how women in
Tendulkar’'s drama are denied agency, voice, and social autonomy.

Through close textual analysis of plays such as Silence! The Court Is in Session,
Sakharam Binder, Kamala, and Ghashiram Kotwal, the paper demonstrates
how female characters are subjected to sexual exploitation, psychological
violence, and institutional silencing.

Characters like Leela Benare, Kamala, Gauri, and Sarita exemplify women who
exist at the margins of patriarchal power structures, often reduced to objects or
instruments for male ambition. While these women occasionally display
emotional strength or moments of resistance, their voices are ultimately
suppressed by hegemonic social forces.

The study argues that his plays critically expose the mechanisms that sustain
women'’s subalternity. By intersecting Subaltern Studies and Gender Studies,
the paper highlights the layered nature of women’s marginalization and
Tendulkar’'s significant contribution to feminist and subaltern discourse in
Indian drama.

Key words: subaltern, gender, domestic violence, struggle for identity,
silencing, voiceless, victim, power, patriarchal values, male-dominated
society, hegemonic power structures
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“REIMAGINING INDIAN CULTURE THROUGH LANGUAGE: A
STUDY OF KARNAD’S NAGAMANDALA AND TUGHLAQ".

MARIAN DIWAKAR
RESEARCH SCHOLAR

This study examines in what way Girish Karnad reimagines Indian culture by
using language in creative and meaningful ways in Nagamandala and
Tughlaq. Using ideas from postcolonial theory, hermeneutics, and performance
studies, the paper shows that Karnad'’s use of language becomes a powerful
space where cultural memory, identity, and influence are constantly shaped
and questioned. In Nagamandala, Karnad customs the style of oral storytelling,
open-ended narration, and gendered voices to highlight the involvements of
marginalized groups, especially women, and to challenge traditional,
patriarchal cultural beliefs. In contrast, Tughlaq uses formal, intense, and often
ironic language to show the conflicts and uncertainties of medieval

India, especially the tensions between politics, religion, and culture. By
comparing both plays, the study argues that Karnad’'s language is more than
an artistic choice it is a tool that questions fixed ideas of “Indian culture” and
presents more flexible, mixed, and inclusive ways of understanding it. Overall,
the paper shows that in Karnad's theatre, language becomes a force for
cultural change, allowing new interpretations, resistance to old norms, and the
possibility of renewal.

Keywords: Cultural Identity, Linguistic Hybridity, Performativity, Postcolonial
Framework, Folklore and Orality, Dramaturgical Language
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THE ARCHITECTURE OF TRADITION: FOLK
INFLUENCES ON THE STAGECRAFT OF GIRISH KARNAD

SHASHIKALA S
RESEARCH SCHOLAR
MOUNT SHEPHERD RESEARCH CENTRE

The Girish Karnad phenomenon signals a paradigm shift in the practice of the
post-colonial Indian theater, breaking down the opposition of classical Sanskrit
dramaturgy and the naturalism of the proscenium Western theater imported in
the nineteenth century. By outlining the "third way” the systematic
incorporation of the peoples’ motley folk traditions into his dramaturgy
becomes a deeply structural instrumentation of the folk imagination’s
semiotics rather than just ethnic decoration.

The paper traces how Karnad's conscious and deliberate return to the “so-
called” antiquated genres, such as Yakshagana, Bayalata, or even the
dramatic forms associated with Naga worship, tackles the issues of a shattered
identity and the modern Indian subject’s existential fears.

The discussions delineate how the layers of Karnad’s early life in Sirsi, amidst
urban Parsi theatre and rural Yakshagana, fostered productive tension that
marks his heterogeneous dramatic idiom. Specific features of the said theatre
form are examined, such as the Bhagavata meta-theatrical character
directing the overall rhythm of the narrative and its discontinuities,
materialized through the Ganesha Pooja rituals that codify the philosophical
location of the play on human beings’ incompleteness and imperfection. Other
details include Bayalata’'s influence on the spatial layout, notably the nested
plots “Chinese box structure” and the half-curtain (Yavanika) as a border
space that transforms the ordinary into the extraordinary. Naga-Mandala
prioritizes the ritualism of the Naga cult to reveal feminist semiotics. Tughlaq
emphasizes the architectural traditions of the Parsi theatre to highlight the
political chaos established by disrupting the deep and shallow spaces of the
stage.

Finally, the analysis suggests that Karnad’'s theatrical practice can be
classified as a “Theatre of Roots” effort, which works to decolonize the Indian
stage by merging of folk styles and contemporary Brechtian estrangement,
giving a social importance to the stage, in which historic myths echo modern
existence challenges.



INDIAN THEATRE TODAY: FROM INTERLUDE TO
INTERRUPTION: TEMPORALITY, PAUSE, AND IDEOLOGICAL
DRIFT

JOE ROBINSON JR,
RESEARCH SCHOLAR,
KARNATAKA STATE DR. GANGUBAI HANGAL MUSIC
AND PERFORMING ARTS UNIVERSITY, MYSURU

The study focuses on an evolving change of temporality in present-day Indian
theatre, moving from classical interlude to the postdramatic interruption. The
essence of the performance as a time-based art form is underscored.
Specifically, the paper recalls the notions shaped in the classical dramaturgy,
explained in Natyashastra, where time represented a ritualized, cyclical, and
synthetic element of the play. The interlude (Vishkambhaka) was a narrative
connection in the body of text to maintain the continuity, rasa, as well as to
preserve the understanding of the audience.

The paper then situates these transformations within the historical
development of ideological and aesthetic shifts in modern and post-
independence Indian theatre, particularly the Theatre of Roots - its ideological
dismantling in the neoliberal and mediatized scenario, where political and
cultural processes operate through similar temporalities. The paper
demonstrates that the current theatre is produced out of a set of competing
temporalities that are unstable, fragmented, and precarious.

In addition, the paper examined postdramatic practices in India, where
interruption plays a pivotal role in revealing the underlying material conditions
of performance, dismantling the illusory or mimetic unity of the performance,
and highlighting infrastructural intermediality. Using practitioner case studies
(Abhilash Pillai, Maya Krishna Rao, and Deepan Sivaraman), the paper shows
how interruption offers itself as more than just an aesthetic tool to be exploited,
but rather an ethical and ideological intervention.

In conclusion, this research argues that interruption has become the
quintessential chronotope of the twenty-first-century Indian stage; it
resonates with larger uncertainties in the socio-political sphere, but grants
theatre a fresh ability to question power, memory, work and the act of watching
in an age of ideological dislocation.



PERFORMANCE POWER AND CULTURAL REPRESENTATION

MRS. VIJAYALAXMI S TODALABAGI
(PHD SCHOLAR (DRAMA))
MOUNT SHEPHERD RESEARCH CENTRE
BANGALORE

In anthropological terms, a performance can have numerous effects formally. It
can be artful, reflexive, and consequential while being both traditional and
imperative. As a result, each performance is unique because of the specific
circumstances in which it occurs, including literal, social, profitable, political,
and particular surroundings. Players’ physical and emotional countries will
impact their performances, as will the conditions in which the performance
takes place and the followership to whom the performance is delivered.

At the same time, every performance is part of a larger tradition, and the
creator, pantomime(s), and followership are all interacting with a given piece
of that larger body of tradition. Performance is consequential because its goods
last much longer than the period between the rising and falling of a curtain. The
reflexive parcels of performance enable actors to understand, condemn, and
indeed change the worlds in which they live. In other words, performances are
much further than just tone-referential; they're always informed by and about
commodity.



BHAGAVATAMELA NATAKAS — OF MELATTUR.
A THEATRE OF SACRED TRADITION.

NAGAMANIK
RESEARCH SCHOLAR
DEPT OF PERFORMING ARTS
BANGALORE UNIVERSITY

India is a land of remarkable cultural diversity and deep-rooted traditional
values, where art occupies an inseparable and vital place in society.
Throughout history, Indian art has served not only as a medium for the
propagation of philosophical and religious thought, but also as a means to
educate, entertain, and impart moral values. This paper seeks to examine one
such art form—the Bhagavata Mela Ndatakas of Melattur- a sacred tradition
that has been reverently transmitted from one generation to the next. It
remains a significant cultural force, shaping the sensibilities of artists,
performers, and audiences alike.

However, this rich cultural heritage faces serious challenges, including
declining interest and appreciation for traditional arts, western influences,
urban migration, and the growing dominance of modern modes of
entertainment. Many artists migrate to urban centres or foreign countries in
search of better education and opportunities. Yet, were it not for the vision,
commitment, and sacrifices of devoted Bhagavata Mela tradition’s torch
bearers, stalwarts and custodians, this tradition might have long faded into
obscurity.

This paper aims to explore the underlying forces that have inspired the
Bhagavatars to work tirelessly to preserve this art form. Is their perseverance
driven by devotion to God, dedication to the art, or a harmonious blend of both.
By examining these motivations, the study highlights the struggles and
contributions of eminent Bhagavatars and gurus who ensured that this
tradition was passed on to succeeding generations in its pure and undiluted
form.

KEY WORDS-
Bhagavatamela Natakas, traditional theatre, bhakti, bhagavatars, daru etc.



THE USE OF YORUBA HISTORY AND ORAL TRADITION IN
WOMEN OF OWU: A POSTCOLONIAL,FEMINIST, AND
CULTURAL STUDIES.

ANASUYA JOSHI
RESEARCH SCHOLAR
MOUNT SHEPHERD STUDY CENTER

Femi Osofisan’s Women of Owu makes effective use of Yoruba history and oral
tradition to present a powerful reimagining of war and its consequences on
women. The play is based on the historical destruction of the Owu kingdom
during the nineteenth-century Yoruba wars, an event often overlooked in
written histories. By revisiting this episode, Osofisan foregrounds indigenous
historical memory and challenges dominant, male-centred narratives of
warfare.

The play incorporates key elements of Yoruba oral tradition such as ritual
songs, chants, proverbs, communal lamentation, and the chorus. These oral
forms serve as vehicles for preserving cultural memory and expressing
collective trauma. Through shared mourning and ritual performance, the
women transform personal loss into a communal act of remembrance and
resistance. The presence of ancestral spirits and ritual practices further reflects
the Yoruba worldview, where the spiritual and human realms are closely
connected.

By blending history with oral performance traditions, Women of Owu presents
history as a living and participatory process. Osofisan’s dramatic technique
highlights the role of indigenous culture in critiquing war, patriarchy, and
political violence while affirming Yoruba cultural identity.

Keywords
Yoruba history; oral tradition; collective memory; war and women; Femi
Osofisan; Women of Owu.



ANTONIN ARTAUD AND THE THEATRE OF CRUELTY:
REIMAGINING PERFORMANCE AS A SPACE OF SENSORY
AND PSYCHOLOGICAL AWAKENING

ABHIMANYU BHUPATHI
GUEST FACULTY- THEATRE ARTS
KSGH MUSIC AND PERFORMING ARTS UNIVERSITY, MYSURU

Antonin Artaud’s concept of the Theatre of Cruelty stands as one of the most
radical interventions in twentieth-century theatre theory and practice.
Rejecting the dominance of text-based realism, Artaud envisioned a theatre
that would act directly upon the senses and the subconscious of the spectator.
For him, “cruelty” did not imply physical violence alone, but a rigorous,
relentless confrontation with truth, human instincts, and the hidden forces
shaping society. Theatre, in his vision, was a ritualistic and transformative
experience, capable of shaking audiences out of complacency and provoking
deep psychological and emotional responses.

This paper examines the philosophical foundations of the Theatre of Cruelty
and its challenge to conventional Western dramaturgy. It explores Artaud’s
emphasis on the body, gesture, sound, space, rhythm, and visual imagery as
primary theatrical languages, replacing the supremacy of spoken dialogue.
The study further analyzes how his ideas sought to reconnect theatre with its
ancient, sacred, and ritualistic origins, transforming performance into an act of
collective catharsis and spiritual renewal.

The abstract also situates Artaud’s influence on contemporary theatre and
performing arts practices, including experimental theatre, physical theatre,
performance art, and intercultural theatre. By tracing the relevance of his
concepts in modern stagecraft, this paper argues that the Theatre of Cruelty
continues to inspire practitioners to challenge aesthetic boundaries and
redefine the relationship between performer and spectator. Artaud’s vision
remains a powerful framework for understanding theatre as an intense,
immersive, and transformative human experience.

Keywords:

Antonin Artaud, Theatre of Cruelty, Experimental Theatre, Physical Theatre,
Performance Theory, Ritual and Theatre, Body and Space, Sensory Theatre,
Avant-Garde Theatre



EXPLORING FOLK AESTHETICS IN EXPERIMENTAL
THEATRE: DIRECTORIAL CHALLENGES AND RESPONSES

LAVAR
RESEARCH SCHOLAR
GUIDE: PROFESSOR NAGESH V. BETTAKOTE
DEPARTMENT OF PERFORMING ARTS, BANGALORE UNIVERSITY

The role of the director is very important in the evolution of theater from part-
time theater to amateur theatre. In the initial period, Bhagwat, playwrights and
screenwriters played the role of director. Be it art, music, story — the director is
the main actor who coordinates and manages everything.

Today's directors combine folk arts with contemporary content-subjects of the
society, subjecting them to directorial design with experimental approach.
Furthermore, he takes drama to new dimensions by implementing various
dimensions of technique in stage performance. In modern amateur theatre,
content-topics related to various problems of the society are prepared in the
form of a theater text and a bond is created between the actor and the audience
through the performance. The main objective of experimental theater is to
make the audience think through entertainment in the process.

The director must succeed in presenting the theme of the play effectively
without boring the audience. The main responsibility of a director is to satisfy
the audience through entertainment, even if sometimes they fail to present the
content perfectly. The need for experimental theater shows is increasing day by
day to recognize and respond to the challenges and needs of current life.

In this background, with interviews and opinions of some active theater
directors of the country, this research article has attempted to examination and
review the challenges and problems faced by directors working in experimental
theatre.

Key words:
Experimental, Part Time Theatre, Bhagwat, Director, Technique, Playwriting,
Giving, Challenges, Review.



FRONTIER THEATRE (BELLARY-KURNOOL) IDENTITY IN
KANNADA THEATRE

MANJUNATHR.P.
RESEARCH SCHOLAR
GUIDE: PROF. NAGESH V. BETTAKOTE
DEPARTMENT OF PERFORMING ARTS, BANGALORE UNIVERSITY

Theatre is a powerful medium that represents the lived realities and contemporary
social problems of society. Since its origin with the birth of humankind, theatre has
evolved through various phases: from being a part of divine worship to becoming the
voice of the poor, the downtrodden, and the oppressed. Gradually, it also emerged as
an instrument of social transformation with the guiding principle that “Art is not
merely for luxury, but for development.”

The effective use of theatre as a social medium can be observed in several regions of
medieval Europe and medieval North India. Similar efforts were also evident in
Kannada theatre during the early twentieth century.

Under the influence of Marathi and Persian theatre companies, the border districts of
Bellary and Kurnool became actively involved in theatrical practices. These regions
gradually developed a distinctive frontier theatre identity that significantly
contributed to the growth of Kannada theatre.

Bellary, in particular, emerged as a major centre in the evolution of Kannada theatre. It
witnessed several historic developments, such as the emergence of the first stage
actress of Kannada theatre, the formation of the first Kannada stage troupe, and the
contributions of personalities recognized as the fathers of Kannada and Telugu drama,
as well as the Pitamah (father) of Andhra historical drama.

Prominent theatre personalities such as Bellary Raghava, Subhadramma Mansoor,
Joladarashi Doddanagowda, and Nadoja Belgal Veeranna played a crucial role in
spreading the glory of Kannada theatre from the frontier regions to national and
international platforms. Their work established the Bellary—Kurnool region as a
cultural bridge that enriched both Kannada and Telugu theatrical traditions.

Keywords:

Bellary Raghava, Subhadramma Mansoor, Joladarashi Doddanagowda, Nadoja Belgal
Veeranna, Frontier Theatre, First Stage Actress, First Stage Troupe, Father of Kannada
and Telugu Drama, Father of Andhra Historical Drama.
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LAKKUNDI TEMPLES ARCHITECTURE

SHRUTI NAIK
RESEARCH SCHOLAR

Objective:ls to study and understand how the Artist and cultural achievements
found in the Lakkundi temples. This will enable us to understand our great
history and keep the legacy to future generations

Key Arguments:

1. How did temple architecture evolve during the medieval period?

2. What was the impact of socio and political changes on temple architecture?
3. How different Religions coexisted ?

4. How did the impact of the timeline influence the temple architecture ?

5. What are the steps taken by Government to preserve and conserve the
temples of Lakkundi

Research Methodology : Modern Language Association Format

1.Filed Visit of Lakkundi temple and Museum

2.Visit and exploration of surrounding Places (Dambal, Gadag, Annigeri,
Badami, Aihole, Pattadakallu)

3.Discussion with Historian of Bangalore University

4. Literature, Document and Book References



SATIRE AS A WEAPON: SOCIAL AND RELIGIOUS
HYPOCRISY IN T. P. KAILASAM'S PLAYS
DR.SHIVANNA.S

ASST PROFESSOR
DEPT OF PERFORMING ARTS BANGALORE UNIVERSITY

T. P. Kailasam occupies a significant position in modern Indian drama for his
bold use of satire to interrogate social and religious orthodoxies. This paper
examines how satire functions as a powerful ideological and dramatic weapon
in Kailasam'’s plays to expose hypocrisy embedded in social institutions and
religious practices. Rather than rejecting tradition outright, Kailasam re-reads
it through a rational and humanistic lens, revealing contradictions between
professed moral values and lived realities.

Drawing upon select mythological and social plays—most notably The Curse of
Karna—the study analyses Kailasam'’s strategy of demythologization, where
epic figures are

stripped of divine infallibility and presented as psychologically conflicted
human beings.Through irony, wit, colloquial dialogue, and dramatic inversion,
Kailasam satirizes blind faith, ritualistic morality, caste rigidity, and
authoritarian interpretations of dharma. Religious authorities and moral
guardians in his plays often emerge as self-serving figures, thereby exposing
the misuse of religion as an instrument of power. The paper also situates
Kailasam’s satire within the broader context of modern Indian theatre,
highlighting the influence of Western rational drama, particularly Bernard
Shaw, while emphasizing Kailasam'’s rootedness in Indian myth and culture.
Satire in Kailasam’s drama thus transcends mere comedy; it becomes a
method of social critique and ethical inquiry, compelling audiences to question
inherited beliefs.

The study concludes that Kailasam’s satirical vision remains relevant in
contemporary

society, where social and religious hypocrisy continues to shape public life,
reaffirming his role as a pioneering modernist and social critic in Indian theatre.

Keywords:

T. P. Kailasam; Satire; Social Hypocrisy; Religious Hypocrisy; Indian Mythology;
Demythologization; Dharma; Rationalism; Modern Indian Drama; Social
Criticism; Theatre and Society




GENDER, POWER, AND THE BODY ON STAGE: A CROSS-
CULTURAL STUDY OF
MAHASHWETA DEVI AND CARYL CHURCHILL

GAYATHRIR
RESEARCH SCHOLAR
MOUNT SHEPHERD RESEARCH CENTER

This paper analyse how theatre functions as a critical site for staging gender,
power, and the politics of the body across cultural contexts through a
comparative study of Mahashweta Devi and Caryl Churchill. Drawing on
feminist theatre theory, Judith Butler's concept of gender performativity,
performance studies, and postcolonial feminism. The study analyzes selected
works of Mahashweta Devi (Mother of 1084 in dramatic adaptations, Bayen,
Draupadi through performance readings) and Caryl Churchill (Cloud Nine, Top
Girls). This paper argues that both playwrights spread theatrical form and
embodied performance to expose structures of patriarchy, state

power, and capitalist ideology while disabling resistive, counter-hegemonic
articulations of gendered subjectivity. Despite their distinct socio-political
locations—postcolonial India and late-capitalist Britain-their dramaturgies
meet in staging the body as a contested terrain where gender is performed,
disciplined, and re imagined. The study contributes to comparative theatre
learning by foregrounding cross-cultural relationship in feminist performance
and by integrating textual analysis with performance-oriented readings.

Keywords: Gender performativity, body politics, feminist theatre, performance
studies, cross-cultural drama
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DEVELOPMENT COMMUNICATION THROUGH THE LENS
OF BADAL SIRCAR THIRD THEATRE

SREEVALLI
RESEARCH SCHOLAR
RESEARCH GUIDE: PROF N MAMATHA, CHAIRPERSON
DEPT. OF JOURNALISM & MASS COMMUNICATION
MANASAGANGOTHRI, MYSURU

Early human societies used drawings and symbols to facilitate mutual understanding
and lay the foundations of storytelling. Theatre later emerged as a central medium for
diverse communication, providing a platform for the expression of political, social, and
contemporary issues. Badal Sircar (1925-2011) is recognised as a pivotal figure in
modern Indian theatre for his experimental dramaturgy and for pioneering the
politically engaged, community-oriented form known as Third Theatre, moving
beyond the commercial proscenium stage. Sircar reconceptualised theatre as a social
instrument, using minimal props, flexible spaces, and collective performance to
engage working-class and marginalised audiences. His plays consistently address
themes of exploitation, alienation, poverty, and systemic inequality, offering a
valuable context for examining how performance can function as development
communication rather than mere entertainment.

Development communication refers to strategic, participatory communication
designed to raise critical awareness, empower communities, and mobilise collective
action on issues such as poverty, inequality, and governance. Sircar’'s Third Theatre,
theorised in his essays and realised in street and courtyard performances, aligns with
participatory models by reducing the distance between stage and audience,
privileging direct dialogue, and transforming public spaces into sites of collective
reflection. Rather than addressing a mass audience through one-way media, Sircar’s
work relies on face-to-face interaction, embodied storytelling, and group processes
that closely align with contemporary approaches to communication for rural and
urban grassroots development. This paper proposes a qualitative case study of two
plays available in English: Evam Indrajit and Bhoma. Evam Indraijit, though written
before the fully articulated Third Theatre phase, is a landmark text that reveals Sircar’s
early engagement with the frustrations, alienation, and muted dissent of the urban
middle class, exposing the socio-political structures that normalise conformity and
silence. Analysing this play as a communication text reveals how narrative, character,
and dialogue encode critiques of development, modernity, and class, thereby laying
the groundwork for Sircar’s later shift from “theatre about people” to “theatre with and
for people.” In contrast, Bhoma, inspired by the life of a rural farmer, directly stages the
realities of exploitation, poverty, and state neglect in the Indian countryside, using a
collective performance structure to present “what is happening in remote villages” to
predominantly urban audiences
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ORAL PEDAGOGY AND LINEAGE: GURU-SHISHYA
PARAMPARA IN FOLK PERFORMANCETRADITIONS

ANJALI DESAI
KARNATAKA BHARATAGAMA PRATISHTANA

The Guru-Shishya Parampara has historically been the main pedagogical
framework through which Indian folk performance traditions have been passed
down across generations. Rooted in oral teaching and long-term
apprenticeship, this system emphasises embodied learning, experience of
learning, and lineage-based authority rather than written texts and formal
institutional curriculum.

In folk performance contexts, knowledge is transmitted through observation,
imitation, repetition, and direct participation in ritual and performance spaces.
This process allows traditions to remain alive and flexible while maintaining
continuity.

This paper explores the Guru-Shishya Parampara as a form of oral pedagogy
that enables the transmission of technique, aesthetic values, cultural memory,
and community ethics within folk performance traditions. It highlights the
importance of lineage (parampara) as a structure that gives legitimacy and
continuity to knowledge. The guru is understood not only as a teacher, but as a
cultural guide who shapes the artistic, moral, and social identity of the disciple.
Learning, therefore, is seen as a holistic process that combines physical
discipline, emotional bonding, and everyday

experience.

This paper seeks to analyse the transmission of the Guru-Shishya Parampara
and examine its impact on the preservation, continuity, and evolving
pedagogical practices of folk performance traditions.

Keywords-
Oral Pedagogy; Guru-Shishya Parampara; Folk Performance Traditions;
Lineage; Embodied Knowledge; Cultural Transmission; Apprenticeship.
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FROM SACRED SPACE TO GLOBAL PLATFORM: THE
SOCIO-CULTURAL JOURNEY OF BHARATANATYAM

SMT. HARSHITHA DORESWAMY
RESEARCH SCHOLAR

Bharatanatyam is one of the oldest Indian classical dance forms and has
evolved significantly as it moved from sacred spaces to modern performance
platforms across the world. This paper addresses the research question: How
has Bharatanatyam’s transition from ritual practice to global platform
performance been shaped by socio-cultural changes over time? The study
explores how changes in performance spaces, patronage, and audiences have
influenced the form while preserving its classical identity. The research follows
a qualitative and interdisciplinary approach, using historical texts, archival
sources, and established writings in dance studies and cultural history. A
socio-cultural framework is applied to examine key phases in
Bharatanatyam’s journey, including its role in temple traditions, its
transformation during the colonial and post-colonial periods, and its present-
day practice in national and international contexts. The study also considers
the role of global and diaspora communities in shaping contemporary teaching
and performance practices.

The analysis highlights that Bharatanatyam’s movement from sacred to global
spaces led to both change and continuity. The introduction of the proscenium
stage, institutional training, and international exposure altered the
presentation and accessibility of the dance while strengthening its status as a
classical art form. The findings suggest that Bharatanatyam'’s ability to adapt
to different social and cultural settings has been key to

its continued relevance.

The study presents Bharatanatyam as a living tradition that balances its
sacred roots with the demands of global performance. It contributes to
discussions on cultural heritage and globalization and points toward future
research on digital platforms and transnational modes of Bharatanatyam

pedagogy.

Keywords: Bharatanatyam, Indian classical dance, sacred space, global stage,
socio-cultural change, performance traditions, diaspora, cultural heritage




“AN ANALYTICAL STUDY OF INTEGRATING BHAVAGEETE
INTO BHARATANATYAM” (A STUDY OF TECHNIQUE,
EXPRESSION AND AESTHETIC ADAPTATION)

SPOORTHI VISHAK
MPA 2 ND YEAR
BHARATANATYAM DEPARTMENT,
KARNATAKA STATE DR. GANGUBAI HANGAL
MUSIC AND PERFORMING ARTS UNIVERSITY,

This dissertation examines the integration of Bhavageete—a form of lyrical,
emotionally expressive poetry set to simple melodic structures—within the classical
dance tradition of Bharatanatyam. Traditionally, Bharatanatyam repertoire is
grounded in Carnatic music and structured compositional forms such as varnams,
padams, and javalis. In recent decades, however, dancers have increasingly explored
regional and contemporary literary genres to expand expressive possibilities. This
study positions Bhavageete, particularly Kannada Bhavageete, as a significant
medium for enriching abhinaya and narrative interpretation within the
Bharatanatyam framework.

The primary objective of the research is to analyze the suitability of Bhavageete for
Bharatanatyam choreography and to understand how its lyrical intimacy, thematic
diversity, and emotional clarity support classical gestural language and rasa
expression. The study focuses on how Bhavageete facilitates nuanced portrayal of
rasas such as Srngdra, karuna, and bhakti, while enabling dancers to engage
contemporary audiences more directly.

Methodologically, the research adopts a qualitative approach combining textual
analysis of selected Kannada Bhavageete lyrics, musical examination of their melodic
and rhythmic structures, and practice-based choreographic experimentation. In
addition, interviews with Bharatanatyam dancers and choreographers who have
incorporated Bhavageete into their repertoire provide insight into creative processes,
aesthetic considerations, and performance challenges.

The dissertation argues that although Bhavageete often departs from rigid classical
raga—-tala frameworks, its rhythmic flexibility and emotional immediacy offer new
avenues for expressive interpretation without compromising classical integrity. The
study also addresses challenges related to musical adaptation, stylistic authenticity,
and balancing innovation with tradition. Ultimately, the research asserts that
Bhavageete serves as a valuable resource for expanding the expressive and thematic
scope of Bharatanatyam, demonstrating that thoughtful integration of regional
literary forms can sustain tradition while fostering artistic evolution.




AESTHETIC FRAMEWORKS OF INDIAN CLASSICAL DANCE:
COSTUME, MAKEUP,AND PERFORMANCE SPACE

BHARATH YADAV C
RESEARCH SCHOLAR
KARNATAKA BHARATAGAMA PRATISHTANA,

Visual aesthetics in Indian classical dance function as a sophisticated system
of meaning-making in which costume, makeup, ornamentation, and
stagecraft operate in close dialogue with movement and expression. Rooted in
the principles of the Natyasdstra and later performance treatises, these visual
elements constitute ahdrya abhinaya, one of the four essential modes of
expression that translate embodied emotion into visible form. Costumes in
Indian classical dance are not merely decorative; they extend the dancer’'s
body into symbolic architecture, accentuating posture, geometry, and
rhythmic precision while simultaneously signalling character, gender, divinity,
and cultural lineage. Makeup and facial design serve as codified visual
languages that amplify mukhabhinaya, enabling the communication of subtle
emotional states across spatial distance and guiding audience perception
through established colour symbolism and typologies.

Stagecraft further mediates the relationship between performer and spectator
by shaping spatial orientation, visual focus, and aesthetic atmosphere.
Traditional performance contexts, often intimate and ritualistic, emphasize
frontal engagement and devotional viewing, while contemporary proscenium
stages introduce lighting design, spatial framing, and scenographic elements
that transform narrative reception. Together, costume, makeup, and stagecraft
discipline the dancer’s body, influencing movement quality, scale, and tempo,
and reinforcing the inseparability of visual design and corporeal technique.

This abstract argues that visual aesthetics in Indian classical dance should be
understood not as ancillary embellishments but as active semiotic systems
that preserve cultural memory, sustain stylistic continuity, and facilitate
aesthetic experience (rasa). By integrating ritual symbolism with performative
spectacle, these visual elements enable the dancer’'s body to function as a
legible cultural text, transmitting mythology, philosophy, and embodied
knowledge across generations.
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ANGIKA ABHINAYA: THE PROCESS OF EXPRESSION,
EMOTION AND MEANING-MAKING IN
INDIAN CLASSICAL DANCE

CHITRA ARVIND
RESEARCH STUDENT
KARNATAKA BHARATAGAMA PRATISHTHANA

Abhinaya is the essence of any Indian classical dance form. The beauty of our
Indian

classical dance forms is the existence of an ever-growing movement language
to convey and communicate the core aspect of the dance style. As much as
nritta or technical movement vocabulary embellish a dance composition,
abhinaya forms the crucial connect between the performing artist and the
preksaka (viewer).

Abhinaya, according to Bharata's extant treatise, the Natyasdstra, is the
central and

indispensable aspect of Indian dramaturgy and aesthetics. It is a codified
system that includes angika - gestures, vachika - speech, aharya -
costumes/decor and sattvika - inner emotion that collectively express through
the mind and body of a dancer. These images are perceived and assimilated
effectively by the rasika (audience) to produce the rasa, aesthetic experience,
which is the end goal of any act or performance. There are myriad ways of
understanding emotion, creating expression based on emotions, and making
meaning of the chosen subject. Each Indian classical dance style has
constructed its own codified movement language based on the Natyasastra
that helps

communicate a story or a theme, both from our epics and contemporary
happenings.

Abhinaya begins in the thought process of the dancer or choreographer. The
intended

emotion or meaning of the lyrics begins to take shape in the mind of the creator
like a visual projection. The training, practice and life experience of the artist
are the foundation for a strong and fluid expression of abhinaya. In a
performance setting, there is scope to improvise an abhinaya composition. It is
also possible to develop a seed idea through purely physical movements that
eventually give rise to a whole, meaningful composition.

Keywords: Abhinaya, Expression, Emotion, Meaning-Making, Natyasastra



SHIVA AS EMBODIMENT OF PANCHABOOTA AND HOW
WE USE THIS IN CLASSICAL DANCE ( BHARATANATYAM)

JAANU JANI
MPA STUDENT

Shiva, revered as Nataraja, the cosmic dancer, embodies the Panchabhootas—
earth (prithvi), water (apah), fire (tejas), air (vayu), and ether (akasha)—in a
profound synthesis of cosmology, philosophy, and kinetic expression. This
study examines how Bharatanatyam, as a temple-rooted classical dance form,
interprets and manifests these elemental principles through mudras, hastas,
adavus , and narrative choreography, drawing from Shaiva Siddhanta texts,
Tanjore Quartet compositions, and iconographic traditions. By analyzing key
motifs such as the damaru (ether's vibration), abhaya hasta (air's
benevolence), and tandava rhythms (fire's dynamism), the research reveals
dance as a microcosmic reenactment of Shiva's lila, harmonizing the gross and
subtle tatvas for spiritual transcendence. Through comparative analysis of
Natya Shastra principles, Gitam performances, and contemporary
interpretations, this dissertation elucidates Bharatanatyam's role in preserving
elemental symbolism, offering insights for choreography, pedagogy, and
cultural revitalization in modern contexts.



PERFORMING INDIA ABROAD: PERFORMANCE, POWER
AND CULTURAL REPRESENTATION WITHIN EUROPEAN
CONSERVATORY FRAMEWORKS

BHAVANA PRADYUMNA
MASTER’S STUDENT IN DANCE
MLA COLLEGE OF PERFORMING ARTS

Performance functions as an embodied system of communication in which
meaning is generated through body, voice, movement, space, and lived
interaction rather than written or spoken text alone. When Indian classical
performing arts are presented in European contexts, they enter institutional
environments shaped by long-established conservatory traditions and secular
public frameworks that define artistic legitimacy, pedagogy, and modes of
cultural representation. This paper examines performance as a site of power
negotiation and representation through a practice-based inquiry situated in
European public cultural and educational institutions.

Drawing upon Indian performance theories that conceptualise performance as
an integrated synthesis of expression, emotion, music, rhythm, and movement,
the study situates these epistemologies in dialogue with European
conservatory frameworks. The objective of the paper is to analyse how
pedagogy, institutional framing, and audience engagement shape whose
knowledge is authorised and how Indian performance traditions are culturally
narrated in secular public spaces.

Adopting a practice-as-research methodology, the paper reflects on curated
performances, lecture-demonstrations, curriculum design, and knowledge
documentation through publishing. Selected visual and pedagogical examples
are used to examine how embodied knowledge is translated—without dilution—
into institutional language while retaining civilisational depth. The paper
argues that pedagogy and publishing function as critical forms of cultural
agency, enabling Indian classical performing arts to be engaged not as static
cultural artefacts or religious expressions, but as living, evolving knowledge
systems.

By bridging theory and practice, this study contributes to contemporary
debates on performance, power, and cultural representation, and proposes
embodied learning and documentation as essential tools for negotiating
epistemic parity in the international circulation of Indian performing arts.



FROM BHAVA TO RASA: THE CENTRALITY OF SATTVIKA
ABHINAYA IN INDIAN AESTHETICS

DR. RASHMI PRASAD
GUEST FACULTY, DEPARTMENT OF PERFORMING ARTS
BANGALORE UNIVERSITY

Art, as a product of human experience, functions as a medium of expression
and communication, transforming internal emotions into perceptible aesthetic
forms. In Indian dramaturgy, Abhinaya constitutes the fundamental expressive
mechanism through which meaning, emotion, and narrative are conveyed
from the performer to the spectator, enabling the transformation of literary text
into drSya kdvya (visible poetry). Bharata's Natyasdastra conceptualizes
aesthetic pleasure as rasa, an experience that transcends material enjoyment
and is central to all performative arts.

Bharata delineates four modes of expression, collectively known as
Chaturvidha Abhinaya: Angika (physical expression), Vécika (verbal
expression), Ahdrya (costume and scenic elements), and Sattvika
(psychological and emotional expression). Among these, Sattvika Abhinaya
occupies a distinctive position as it represents the authentic manifestation of
internal emotional states rather than externally codified gestures or
techniques. This paper examines Sattvika Abhinaya as the culminating and
integrative aspect of Chaturvidha Abhinaya.

The realization of rasa is explained through the theory of bhdva, comprising
sthayi bhava (dominant emotional state), vibhava (determinants or stimuli),
anubhdva (consequents), and vyabhicari bhévas (transitory states). Sattvika
Abhinaya emerges when these elements are internalized by the performer,
resulting in involuntary physical manifestations such as tears, tremors,
perspiration, or changes in voice and complexion. These responses signify deep
psychological identification with the performed emotion, enabling an authentic
aesthetic experience for the spectator.

The study argues that Sattvika Abhinaya serves as the core of rasa realization
and stands as the epitome of Chaturvidha Abhinaya, bridging the subjective
emotional experience of the performer with the objective aesthetic enjoyment
of the audience.

Keywords: Sattvika Abhinaya, Chaturvidha Abhinaya, Rasa Theory, Bhava,
Natyasastra, Indian Aesthetics




ABHINAYA: THE SILENT LANGUAGE OF DANCE

RAKHI RAVEENDRAN
RESEARCH SCHOLAR
UNDER THE GUIDANCE OF: DR NAGESH V BETTAKOTTE

This paper examines Abhinaya, the expressive language at the core of Indian
classical dance. It highlights Abhinaya&#39;s unique ability to convey deep
emotions and craft engaging narratives, asserting that its principles extend
beyond traditional performance into enhancing interpersonal communication
and cultural understanding in everyday life. The study explores the four pillars
of Chaturvida Abhinaya—Angikabhinaya, Vachikabhinaya, Aharayabhinaya,
and Sattvikabhinaya—each of which contributes to the expression of emotions
and narratives through nonverbal communication.

Angikaabhinaya emphasises the expressiveness of physical movements and
facial expressions, enabling dancers to convey a wide range of emotions.
Vachikabhinaya enriches this with spoken elements, such as poetry, adding
layers of depth. Aharayabhinaya emphasises the significance of costumes in
establishing character identity, while Sattvikabhinaya reveals the dancer’s
inner emotional state, creating an immersive experience for the audience.

Integrating insights from Abhinaya into daily interactions can enhance
empathy, mindfulness, and creative expression, transforming routine
moments into meaningful engagements. The study underscores Abhinaya’s
continued relevance in modern society as a bridge for cultural understanding
through movement and storytelling.

This research explores Abhinaya’s potential for emotional expression and
storytelling, examining how these principles influence interpersonal
communication and cultural appreciation.

The primary objectives are to clarify the layers of Abhinaya’s pillars and to
demonstrate its application in improving nonverbal communication, emotional
expression, and empathy in daily interactions.




GLOBAL PERSPECTIVES ON INDIAN CLASSICAL DANCE: A
STUDY WITH SPECIAL REFERENCE TO BHARATANATYAM

ANJANA RAMESH SHARMA
RESEARCH SCHOLAR
GUIDE: NAGESHA V BETTAKOTE
PROFESSOR, DEPARTMENT OF PERFORMING ARTS
BANGALORE UNIVERSITY, BANGALORE

In recent decades, Indian classical dance has transcended its regional and
ritual boundaries to emerge as a global cultural phenomenon. Among these art
forms, Bharatanatyam stands out for its unique ability to connect ancient
traditions with contemporary expression. This paper explores Bharatanatyam
from a global perspective, looking at how its practice, teaching methods, and
performances have evolved through cross-cultural interactions and global
exposure.

The study traces how Bharatanatyam continues to find relevance in new
cultural contexts shaped by globalization, migration, and digital media. It
explores how dancers across the world adapt and express Bharatanatyam in
their own cultural settings, while still holding on to its traditional values and
artistic essence. The study also focuses on how dancers balance staying true

to the classical form with the need to innovate and reflect their personal or
cultural identities, both in India and in the global diaspora.

The methodology combines qualitative research methods, including
observations of dance schools abroad, interviews with teachers and
performers, and analysis of performances and social media content. The paper
also draws perspectives from cultural studies and performance theory to
demonstrate how the understanding of Bharatanatyam shifts as it travels
across borders.

The paper argues that the global journey of Bharatanatyam represents more
than cultural preservation or adaptation, it signifies a living conversation
between continuity and change. By exploring how Bharatanatyam functions as
both ancient and modern expression, this study contributes to contemporary
discussions on how Indian classical arts, especially Bharatanatyam, are
growing and changing in today’s global world.

Keywords: Bharatanatyam; Indian Classical Dance; Globalization; Cultural
Identity; Diaspora; Performance Studies; Tradition and Modernity; Cultural
Exchange; Dance Pedagogy; Digital Media
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THE DIVINE INSTRUMENT VEENA TRADITIONS AND
PERFORMANCE AESTHETICS

LALITHA MOHAN J
RESEARCH SCHOLAR

The Veena is highly venerated as a divine instrument in Indian culture, deeply
intertwined with spirituality and the arts.

In our Hindu mythology, Goddess Saraswati is depicted as holding the Veena
symbolising wisdom, creativity and harmony.

The Veena is one of the oldest stringed instrument in the world, with Veena
tradition tracing back to the period of Rigveda (1500 - 500 BCE).



PERFORMING EMOTION: RASA, ABHINAYA, AND SONG-
TEXTS IN HINDUSTANI MUSIC

BILAMBITA BANISUDHA (PHD.)
ASSOCIATE PROFESSOR & HEAD, DEPARTMENT OF MUSIC
SIKKIM UNIVERSITY, GANGTOK, INDIA

Indian classical music aesthetics are deeply grounded in the theory of rasa, in
which artistic expression aims to evoke an experience of aesthetic delight
rather than mere emotional display.

In Hindustani vocal music, this experience is mediated through a dynamic
interplay of song- texts (sdhitya), abhinaya (expressive communication) and
musical structures such as raga and tala. This paper examines how emotional
meaning is performed and communicated in Hindustani music through the
interpretative rendering of song-texts.

Drawing on classical aesthetic theory and musicological perspectives, the
study analyses selected vocal genres, including Dhrupad, Khayal, Thumri and
Bhajan, to understand the role of lyrical imagery, poetic suggestion, and vocal
expression in rasa realisation. Unlike the dramatic abhinaya seen in dance and
theatre, abhinaya in vocal music operates through subtle modulation of the
voice, phrasing, tempo, ornamentation, and controlled improvisation. These
elements enable performers to internalise textual emotion and externalise it as
aesthetic experience.

The paper argues that song-texts function as crucial carriers of emotional and
symbolic meaning, guiding both performer interpretation and listener
reception. Through the alignment of rdga-bhdva with textual sentiment, vocal
abhinaya transforms poetic content into lived aesthetic communication.
Listener engagement, shaped by cultural familiarity and emotional sensitivity,
completes the aesthetic circuit, allowing rasa to transcend linguistic and
structural boundaries.

By foregrounding the expressive role of song-texts, this study highlights the
inseparability of musical technique and emotional communication in
Hindustani music, offering insights relevant to performers, educators, and
researchers engaged with Indian music aesthetics.
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