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Editor’s Note

It is my pleasure to introduce the second edition of the Journal of
Visual and Performing Arts Research published annually by the Faculty
of Graduate Studies, University of the Visual and Performing Arts,
Colombo. This journal aims to establish a research and publication
culture in diverse fields of creative arts and performance studies that have
been enriched through cutting edge research. This edition encapsulates
papers written in English and also in Sinhala medium allowing authors to
publish their research works in native languages. In this volume, papers
ranging from theatre studies, fashion design, visual studies to dance
historiography and film studies have been included for better and wider
readership. Authors representing UVPA Colombo, local universities and
also international institutions have contributed to enrich the collection of
papers included in this publication. As the chief editor of this journal, I
am grateful for the founding editor of the Journal and the first Dean of
the Faculty of Graduate Studies, Senior Prof. Sarath Chandrajeewa who
initiated this journal in 2018 to enhance the quality research culture at
UVPA Colombo. Finally I would like to thank the editorial assistants and
the FGS administration team who have been working hard throughout
this year to achieve difficult goals.

SAUMYA LIYANAGE
University of the Visual and Performing Arts - Sti Lanka
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SUDESH MANTILLAKE

University of Peradeniya - Stri Lanka

Historicizing the Presentation of
Sri Lankan Dancers in Colonial
Exhibitions

ABSTRACT

Presentations of Sri Lankan dance abroad have been glorified often. In
post-independent Sri Lanka, dance has been used to showcase the Sri Lankan
national identity, particularly Sinhala identity. However, as I demonstrate in
this article the presentation of Sti Lankan dancers abroad has a colonial legacy
connected with colonial exhibitions. Therefore, my aim is to historicize
how Sri Lankan dancers, particularly Kandyan dancers, were presented in
colonial exhibitions and how dancers responded to their experience. In this
study I mainly analyze archival documents, photographs. And to interpret
the dance found in materials, I use my embodied knowledge I gained as
a Sri Lankan dance practitioner for more than thirty years. I demonstrate
the ways Sri Lankan dancers, who only performed in ritual spaces, were
dislocated to entertainment spaces, and the ways they were displayed with
wild animals in colonial exhibitions. The article also shows how dancers were
inspired by colonial exhibitions and created dance movements that embody
the characteristics of wild animals such as elephants and monkeys. Finally,
the article demonstrates the ways Sti Lankan dancers covertly resisted the
colonial order in colonial exhibitions.

KEYWORDS

Colonial
exhibitions,

Sti Lankan dancers,
Kandyan dancers,
Performing with
animals
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I was able to visit the
United Kingdom,
Germany, and
France during my
two-year masters
degree studies in
Switzerland. These
are three countries
where “Sinhalese
devil dancers”
were exhibited in
zoological gardens
and in colonial
exhibitions.

I discuss about these
two photographs

in detail in my

PhD dissertation
(Mantillake
Madamperum
Arachchilage,

2018) submitted

to University of
Maryland, USA.

In January 2016, I choreographed myself to embody the trunk movements
of an elephant in a movement theatre piece titled My Devi/ Dance, in
which I embodied a Sti Lankan dancer who was brought to a European
zoological garden labeling him as “devil dancer.” At one point during the
piece, the sound of an elephant filled the theatre, and the dancer was on
the floor shaking and shivering. Thus, My Devi/ Dance is a research-based
experimental performance.

Inthewinter of 2013, while I was doing my graduate studies at University
of Maryland, USA, I did a historiographic analysis on the transportation
of Sri Lankan dancers to Europe titling them as “Sinhalese devil dancers”
to exhibit in “zoological gardens.” One night, after reading a historical
note which described the suffering of so-called “Sinhalese devil dancers”
that had gone through in the cold European winter, I was walking from
the library to my student house in College Park, Maryland. Although I
was wearing all the proper winter clothes, still I felt the freezing cold. That
is when I got the inspiration for My Devil Dance. My body was shivering, 1
could not but re-live in those dancers’ bodies through my feelings of pins
and needles in my body. My memories of European winters' intensified
my experience. I could have been among those dancers who suffered in
the cold a hundred-and-forty years ago. Although I do not come from
a traditional dance family, from my fathers’ side I am a relative of the
famous Udekki dance family of Kandy.

In this article, my aim is to historicize how Sri Lankan dancers,
particularly Kandyan dancers, were presented in colonial exhibitions and
how dancers responded to their experience. In this study I mainly analyze
archival documents, photographs. And to interpret the dance found in
materials, I use my embodied knowledge I gained as a Sri Lankan dancer
from the practice for more than thirty years. I will demonstrate the ways
Sri Lankan dancers, who only performed in ritual spaces, were dislocated
to entertainment spaces, and the ways they were displayed with wild
animals. The article also shows how dancers were inspired by colonial
exhibitions and created dance movements that embody the characteristics
of wild animals such as elephants and monkeys. Finally, the article
demonstrates the ways Sti Lankan dancers covertly resisted the colonial
order in colonial exhibitions.

DANCERS FROM RITUAL SPACES TO ENTERTAINMENT SPACES

During the British colonial rule, the performers who only performed in
rituals were dislocated from their ritual spaces to perform in entertainment
spaces. As per the recodes found so far, following are the oldest two
photographs of Kandyan zes dancers.?
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Figure 1: “Religious dancers at the Bo tree ceremonies,” The British Library,
Photogtapher Joseph Lawton, 1870/71 (Lawton 1870)

1

.44,,

: L 3 :
Figure 2: Four ves dancers, two other dancers, and two drummers (described as
devil dancers) who performed in the special procession for the Prince of Wales
in Kandy. The Royal Archives, Windsor (Bourne 1875).
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These ves dancers were not considered entertainers before the British
colonial period. However, in 1875 the arrival of Queen Victoria’s first son
His Royal Highness the Prince of Wales, Prince Albert Edward, to Kandy
marked a significant turning point in Sti Lankan dance history. Colonial
officer Governor William Gregory, and the Kandyan aristocrat, Kuda
Banda Dunuvila, the Diyawadana Nilame, organized a special procession
for the Prince on 2™ December 1875. While Fig. 2 shows the photograph
of dancers who performed for the prince, Fig. 3 shows the procession
with the elephant in the background. The elephants in the procession
was a major attraction for the royal Prince and according to the Sinhala
newspapet, Satyalankaraya of December 10, 1875, the Prince expressed
his happiness to take the most obedient elephant to England (Matharage
2006: 150).

Figure 3: An image published in The Graphic shows how a Kandyan aristocrat

explains to the Prince while the ves dancers perform in front of him. Group of
elephants are also in the background (“The Prince of Wales in Ceylon,” 1876)

TRANSPORTING DANCERS TO COLONIAL EXHIBITIONS

The special procession put together for the Prince of Wales became
an exhibition model for European colonial exhibitions to showcase Sri
Lankan dancers and wild animals such as elephants. Carl Hagenbeck
(1844-1913), and his two brothers John Hagenbeck (1866-1940), and
Gustav Hagenbeck (1869-1947) (the Hagenbecks hereafter), transported
Sri Lankan dancers and animals for colonial exhibitions. Carl Hagenbeck
was a German animal trader, trainer and showman (Poignant 2004: 115).
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He used the procession organized for the Prince of Wales as a marketing
strategy for his shows. One of the main catch phrases in his London
exhibition poster in 1886 was the Great Perahera Procession, “the same
as shown before His Royal Highness the Prince of Wales in Kandy, on
his last visit to Ceylon.” To entertain curious colonial audiences, the
Hagenbecks, displayed Sri Lankan performers together with animals in
colonial exhibitions.

Figure 4: Displaying Sri Lankans with wild animals. An illustration from
Hagenbeck’s Sinhalese Caravan, Germany in 1884 (Radauer 2017).

For example, Hagenbecks, in his poster for Sri Lankan exhibitions,
use terms such as “monkey performers” (Saparamadu 2011: 6). One
of the questions posed in such posters is that who were these monkey
performers? Were they real monkeys? Or Were they real people performed
as monkeys? As depicted in an illustration of Hagenbecks’ exhibition (Fig.
4), we can infer that those “monkey performers” were real people who
embody the characteristics of monkeys. However, we also have evidence
to prove that Hagenbecks exhibited real monkeys in his exhibition too.
Regardless, this is indicative of how the Hagenbecks displayed Sti Lankan
performers alongside wild animals to entertain European audiences.

INSPIRATION FROM EXHIBITIONS

It is true that Europeans tried to establish their superiority over the
colonized, when they displayed Sri Lankans with wild animals, putting
both the Sri Lankan natives and the wild animals into a lower category

3.

See the posterin
Vintage Posters of
Ceylon (Saparamadu
2011:6)



10 Sudesh Mantillake

than the Europeans. However, the intimacy between animals and humans
presented in colonial exhibitions inspired Sri Lankan zes dancers to
create movements that embody the characteristics of wild animal such
as elephant in a repertoire called vannamas. Vannamas are a set of oral
singing repertoire believed to have been composed in the eighteenth
century in the Kandyan Kingdom. The lyrics were written for each meter
and specific musical tune. In the pre-colonial period the purpose of the
vannama was to praise the kings and royal dignitaries (Sannasgala 1964:
295).

By the early twentieth century the embodiment of animal
characteristics in zannamas became popular among res dancers, who
were originally ritual priests. The British dance critic Beryl De Zoete
in the mid-1930s witnessed that ves dancers embodied animals such as
elephants, snakes and monkeys in vannamas (De Zoete 1957). However,
there is no evidence to suggest that Kandyan ses dancers performed
vannamas in pre-colonial times; specifically, that they have not embodied
animals in vannamas before colonial exhibitions. Therefore, I argue that
the inspiration for zes dancers to embody animal movement in vannamas
came from their experience in colonial exhibitions. This shows that, even
with difficult situations, Sri Lankan dancers have creatively responded to
their experience in exhibitions.

RESISTING THE COLONIAL ORDER

Sri Lankan dancers pushed the limits of the commercial role given to
them by the colonial exhibition organizers, therefore, dancers disrupted
the colonial order. Sometimes, colonial resistance is not visible publicly. In
contrast to publicly visible resistance, political scientist and anthropologist
James C. Scott introduces a new way of understanding the resistance of
subordinate groups, which he defines as “hidden transcripts” (Scott,
1990). He describes the hidden forms of resistance of oppressed people
in his books Weapons of the Weak: Everyday Forms of Peasant Resistance
(1985) and Domination and the Arts of Resistance: Hidden Transcripts (1990).
I assert that Sri Lankan performers’ resistance to colonialism should be
understood as a form of hidden resistance or hidden transcript.
Exhibition organizers assigned Sri Lankan dancers to sell their own
photographs and postcards to the visitors (Aldrich 2014: 98). This was
a smart marketing strategy of the exhibition organizers. On the one
hand organizers made money by selling pictures. And on the other hand,
those pictures and postcards gave publicity to that particular exhibition.
However, we find evidence that dancers not only sold the postcards given
by the organizers, but also sold re-rolled cigarettes. According to De
Zoete, Kandyan zes dancers collected the cigarette butts they found on
the exhibition ground, re-rolled them as new cigarettes, and sold them
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(De Zoete 1957: 65). Dancers rather being passive victims of colonial
masters, they used the agency given to them to “sell” postcards to sell
re-rolled cigarettes. According to Scott, every “subordinate group creates,
out of its ordeal, a ‘hidden transcript’ that represents a critique of power
spoken behind the back of the dominant" (1990: xii). Therefore, dancers’
act of re-rolling and selling cigarettes should be understood as a hidden
transcript, therefore a hidden resistance.

CONCLUDING REMARKS

Various historical encounters had helped the Kandyan vzes dance to arrive
the place that it has achieved today. Lack of historical studies on dance
had created a lacuna that provided space for various myths to emerge
about the continuous history of Kandyan ves dance. These myths about
Kandyan zes dance sometimes have inspired violence among Sinhala and
Tamil nationalist groups. Therefore, historicization of the presentation of
Kandyan zes dance in colonial exhibitions is important as it deconstructs
the myths about the dance.
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Shanghai Conservatory of Music - China

Gamelan Serdang and Gamelan
Shanghai: Creative Dealing with
Non-Appropriation and Academic
Categorizations in Asia

ABSTRACT

Gamelan playing is widely practised all over the world. However, the teaching
and learning process mostly involves a strict adherence to originating
cultures. This includes the imagined importance of having an Indonesian
Gamelan instructor as well as some basic gamelan pieces that can be found
in a number of world music text books.

Having had the opportunity to observe a large gamelan festival on Bali
and attend some classes there, it is also apparent that each small gamelan
community plays their own repertoire with only a few joint pieces that
can combine different sets since tunings differ as well as aesthetic views.
I demonstrate that what applies to Bali is also true for Java and the rest
of Southeast Asia. My discussion will refer to my experience of teaching
gamelan playing at a large Malaysian University’s Music Department and at
the Shanghai Conservatory of Music.

This short paper is about my challenging experiences on the suggested
hybridity and appropriation that may take place in gamelan playing with
audiences from the academic world and beyond. I will present musical
construction principles, analyze the input of different knowledge sources

KEYWORDS
Appropriation,
musical
instruments,
Gamelan playing,
Contemporary

music,

China
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1. https://en.wikipedia.

org/wiki/Gamelan_
outside_Indonesia.
Last visited 24
November, 2019.

to the repertoires played and will discuss their impact on the musicians.
Conceptually, I argue with the philosopher Wolfgang Welsch and the
anthropologist Jean-Loup Amselle against a simplified understanding of
hybridity that requires a cleatly defined originating culture.

INTRODUCTION

Non-Appropriation is something that we have yet to explore. Knowing
that national identities are mainly political constructions, and that ethnic
origins are merely a simplification of reflected local resources which
were never clear cut owned by any group of people, social scientists have
to be aware of the danger they suggest in order to categorize cultural
achievements.

Gamelan playing, as far as it is seen from the informed audience and
the arts academia, might be associated with such a categorization that
puts it into the physical space of present-day Indonesia, specifically Java
and Bali.

There is a specific Wikipedia entry called gamelan outside Indonesia'
listing the following outside-areas: Australia and New Zealand, Catalonia,
Mexico, The Netherlands, Poland, Portugal, United States and Canada,
United Kingdom, and Ireland. Of course, this is not complete, will some
academicians say, yet it is also entirely questionable since many Asian
spots are completely left out such as Malaysia, Singapore, China along
with Hong Kong and Taiwan, Japan, and Thailand. But the main mistake
is to point out an ownership in a general sense of local culture placed in
Indonesia.

Though it is right of having a place in the history of its development,
gamelan playing is seemingly important to the construction of the
Indonesian cultural domain. However, it would be far from right to keep
it there and speaking about gamelan “outside” with the meaning of not
being “inside” this very culture as if the physical place of the object in its
catlier times decides about the way of use by humans.

To make it more understandable, for example, the piano as it is
today is by no means a Western musical instrument. No serious Western
musician would ever claim having been betrayed by others for the sake of
appropriating the piano, or the violin, or the classical guitar or whatever
other musical instrument comes to mind. Yet there are still studies under
way analyzing local playing techniques and making old fashioned sense
out of the current situation, which is that the piano is much more often
used and played outside the West.
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Figure 1: Photo courtesy by Giulia lacolutti (giuliaiacolutticom) - www.
indraswara.org, CC BY-SA 4.0, https://commons.wikimedia.org/w/index.
phprcurid=68112452.

There is written online about the Cambridge Gamelan:

Figure 2: The Cambridge gamelan as described on the University website linked

to the Cambridge Gamelan Society. Photo: open access (Cambridge Gamelan
Society).
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There, the activity is
further explained:
Cambridge Gamelan
is an ensemble that
plays traditional

and contemporary
Javanese gamelan
music. Our group
meets regularly

at the Faculty of
Music, West Road,
Cambridge. Our
sessions typically run
on Tuesday evenings
during University
terms. New members
are always welcome,
so do come and

join us, but check
first with Robert
Campion for further
details. We regularly
give performances
in and around
Cambridge (see our
‘Concert History’).
Our Music Director
is Robert Campion,
a member of
Southbank Gamelan
Players, Ensemble-
in-Residence at
Southbank Centre,
London. Social
events include pub
trips on Tuesday
evenings after

the class, as well

as parties and/or
barbecues every
term.

“Gamelan is the term used to describe various types of tuned
percussion ensemble played throughout Indonesia. The instruments
in the Cambridge gamelan are from the island of Java. This ensemble
includes tuned bronze gongs, gong-chimes, metallophones, drums,
a bamboo flute and a bowed string instrument. No two gamelans are
tuned exactly alike; each ensemble is unique and is often given a name.
The Cambridge gamelan is called Gamelan Duta Laras (‘Ambassador of
Harmony’).

A complete Javanese court-style gamelan, such as that based at the
Faculty of Music, actually comprises two sets of instruments in two
different tuning systems: sléndro (a five-tone scale) and pélog (a seven-
tone scale).””?

By emphasizing the Indonesian belonging within the gamelan or any
gamelan, the gamelan as an object or a group of objects is taken hostage
by the cultural interpreter. This paper is to explain why this is a general
problem of current research and to illustrate this statement with two
examples.

EXAMPLE 1: GAMELAN SERDANG

The campus of a large Malaysian state University is located in a town on
the Southern fringe of Kuala Lumpur. The name of this town is Serdang.
The campus is called “The Campus Serdang”. The entire campus is situated
in a former rubber plantation which was not effective anymore and sold
to an investor who founded a college for agriculture in 1957. Later, in the
1970s, it became a state university and had even a music department since
1990s. There, I started working in this campus from 2007 and I found
elements of two different gamelan sets tkept in the music department’s
storage room. They were said to be gifts from Indonesian institutions.
I cleaned them up and arranged the single keys and gongs to a simple
slendro set, which I taught students as a practical extension in their world
music class. Since most of my students were Chinese descendants who
were not familiar with Malay traditions, in which gamelan playing of
the court ensembles had a certain place, I re-arranged simple melodic
phrases for the students to play creatively with improvising patterns and
in the way gamelan playing is organized through experience in circles of
even-lengthy bars. These bars could be of any meter. On the other hand,
drumming traditions were incorporated as fundamental parts, thus giving
a time guidance through this and ease the access to thinking in a multi-
body-instrumental way. I described the difficulties to set up this gamelan
class in an article (2009) about the gamelan Serdang, as we called it. Over
the semesters, we organized concerts and recording sessions, invited
workshop trainers, and analysed Gamelan playing in Malaysia and abroad.

In 2014, the gamelan was stolen and had to be replaced by the older
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set which limited structural possibilities, yet this did not stop us playing
the instrument.

In 2015, the gamelan playing was of such a high priority that learning
gamelan was equalled playing any instrument in the department’s
orchestra. Students had a choice of playing gamelan or orchestra. In
this very year, a joint examination was planned. For this purpose, a joint
piece of music had to be practiced. We had to fit into a seminar evening
about music therapy and we decided for the motto of a “scarecrow”,
which is telling the story of a scary being that is successively occupied by
crows and finally overcome. The little stories around each piece helped
to explain musical features and strengthen the memory of the students.
Story-bound interpretations have a long tradition in any type of gamelan
playing (Sumarsam 2015, Tenzer 2000).

Ew-ﬂ"‘mﬂ“ﬂn’---.:_

1+ Y

i

Figure 3: Book cover of the collected repertoire for “Gamelan Serdang”. Photo
by the author.
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Figure 4: gamelan part from bar 25 to 33 of “Scarecrow” for gamelan and
orchestra, 2015, by the author, for a final exam of bachelor-of-music-students at
Universiti Putra Malaysia.

On an earlier occasion, at the ICTM World Conference in St Johns,
one of our teaching booklets with the title Gamelan Serdang — 10 Pieces
(2010), was presented at a book table to the participants. My Malaysian
colleagues had a short look and scolded me for faking gamelan playing
since Serdang is also a place near Medan on Sumatra which was never
known for gamelan playing. In first sight, my academic colleagues were
excited then they dropped it with a face as if gamelan playing was offended
an entire ethnic culture. The similarity in the name was the reason for
making those trace seckers upset yet the music pieces described inside
may have passed their critical screening. This small incident made me
think. But I did not stop working on a repertoire for the truly existing
gamelan Serdang. The question I started to chew on was: What makes
us taking historical roots as local thus physically chain sound objects?
What cultural claims justify that certain musical instruments can only be
played by certain people in a certain way? (Jadhnichen 2011). Gamelan
playing must become widely an entertainment free of any ritual or social
qualification, I thought. This thought, however, was not yet right at that
time in Malaysia. Gamelan playing, so it seemed, was owned by the Malay
world and only trainers coming from there or have been trained there have
had the right to teach and to create. Even the famous ensemble Rhythm in
Bronze, which was an innovative gamelan ensemble of that time situated
in Kuala Lumpur being played by mainly Non-Malay descendants was
often challenged in this way (May-Yong 2011). UiTM situated in Shah
Alam even organized annual competitions between gamelan groups in
order to revive the Malay arts. Those who were not Malay groups were
only allowed under strict rules of adhering to a historically imagined
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classical repertoire of Javanese slendro repertoire. So, I went to China
in 2016 and started gamelan playing again at Shanghai Conservatory of
Music.

EXAMPLE 2: GAMELAN SHANGHAI

The gamelan double setin Shanghai is rarely played at all. In order to make
the students experience a continuous challenge and at the same time to
provide a relaxation from heavy study pressure, I tried to introduce very
simple melodic lines embedded in a less demanding rhythmic flow. I had to
fight with at least 2 problems: The aversion against physical involvement
in musical expressions; the perception of wasted time during gamelan
class since all other types of repertoires seemed to be more complex and
more important.

There was no problem in learning strange concepts and musical
behaviour in the sense of following a sign system. There was also no
problem in following musical rules that went beyond their familiarity.

In other words, it would have been easy just to let them learn the basic
framework of any Javanese gamelan piece. However, the goal was not
just learning to sound like a musical ensemble strange to the ingrained
mixture of Western classical and its derivatives in their own culture such
as Chinese pop and contemporary interpretations of Chinese music
traditions. The goal was to relearn music production from inside out
while overcoming competitive patterns of musicianship. This is what a
gamelan ensemble embraces as an object producing sound out of the
imagination of many individuals. While a piano substituting an orchestra
(Klavierauszug) summarises those interpretations in two or four hands,
the gamelan type of music production is depending on the ability of
musical thinking beyond one’s own body’s borders. And the satisfaction
comes from the feeling to fit in, to be in the right place, to move along.
Insofar, a gamelan set that is placed outside the quest for ritualized cultural
actions as well as a piano placed outside its cultural climate are just tools
which can be used by anyone and therefore, the instrumentalized feeling
of belonging is ethically questionable.

In the beginning, I was told to exactly teach Javanese traditional
pieces. However, after reading the most recommended academic writings
on gamelan playing and listening to talks about it and to so called original
performances, it became evident that it di did not require any specific
necessary repertoire as a basic knowledge except playing techniques and
names of instruments, basic structures and counting beats. . This type
of teaching is coming automatically along with any type of repertoire.
Students will be fluent in it after a short semester without having to learn
each phenomenon by heart or without having to do any theory exam.
Alex Dea, an American colleague with Javanese cultural background once
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introduced a very good metaphor for playing gamelan and warned us as
“Not too much theory” while just flowing with the traffic and the ideas
between departure and arrival point (Dea 2014). I took this metaphor to
Shanghai and was excited to see how it worked.

In the last few semesters, we realized a number of very interesting
projects which gradually moved away from the Javanese context, yet
following the flow and structural principles of performances. One of
it was the performance of some scenes from the Dandaka forest with
dancers acting as Rama, Ravana, Sita, flowers, trees, and some others
(Jahnichen 2018). Another project is a musical suite serving poems from
the Dream of the Red Chamber. Yet another project was dedicated to
illustrate animals in Chinese legends.

ROMANTIC GAMELAN SHANGHAL:
DREAM OF THE RED CHAMBER

i
F

Figure 5: DVD-Cover of the video production on “Dream of the Red Chamber”
for Romantic Gamelan Shanghai. Design by the author made of pictures taken
by the author.
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Figure 6: Poster of the performance: Animals in Chinese Legends, composed by
the author. [Monkey, Sheep, Snake, Tiger, Fish, Cicada].

DISCUSSION ON NON-APPROPRIATION AND ACADEMIC
CATEGORIZATIONS WITHIN ASIA

Gamelan playing is an action involving people who want to make use
of the set’s sound properties and create a joint musical event, either for
themselves, such as in Dandakaranya in Shanghai, or for others to watch
such as in Dream of the Red Chamber. Animals in Chinese Legends,
a suite of six pieces interpreting the musicians’ imagination of those
legends and animals, is a continuation of playing gamelan in another
local, social, and cultural context.

I wish that serious creativity will be further undisturbed by
inconsistent claims of over-reacting pioneers fighting against neo-colonial
appropriation or against global dissemination of musical objects.

As Welsch (2017) suggested, there are no stand-alone cultures in any
real world and as Giannattasio questions the existence of single cultural
ownership of anything, cultural appropriation and colonial exploitation
cannot be a valid point in this regard and in this time of merging societies.
Social structures, based on global communicative patterns and a codified
understanding of cultural markets, consumer behavior, and balancing
behavior (Dale & Heine 2008, Prohl & Graf 2015) are more mobile than
ever and borders between any type of entity are constructions that are
easily permeated in reality.
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Getting back to the piano-metaphor, if all what is said about gamelan
playing were to be applied to the piano, which originates in the cultural
core area of Europe the story of piano playing would appear ridiculous.
While gamelan playing is seen as an expanding phenomenon for various
reasons (Jahnichen 2018) those who are supposedly living in the originating
culture, do not mind to know about extended repertoires or different
approaches to playing the orchestra of gong sets. In 2018, a largely
promoted competition of gamelan playing outside Indonesia took place
in Solo, Central Java. Participants tried to keep closely to the imagined
classical gamelan tradition, which is, at least in essential parts a historically
late achievement constructed through combining court repertoire with
aesthetics of urban, complex entertainment on a professional stage
level (Sumarsam 2015). Only few participants, among them the video
contribution of gamelan Shanghai, offered another complex way of
understanding gamelan playing. However, the principle of “not being
bothered” by others’ playing is an appropriation as well, this time from
the opposite side. It is completely non-colonial and rather a reflection of
colonized appropriation since it follows scholarly suggestions of ethnic
belongings, constructed borders, and regions enshrining of cultural
expressions.

According to recent observations, gamelan playing — wherever it
happens in the world — should be freed from any kind of boundaries. It
is everyone’s personal decision to play it or not to. The object itself does
not insist on local connectivity (so doesn’t any piano and 80% of pianos
are produced outside Europe).

The example of gamelan playing in urban and academic Malaysian or
Chinese context shows that appropriation and non-appropriation are of
the same nature. The difference is whether it is violating or supporting
humanity. This might be a hopeful beginning to see cultural identities.
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ABSTRACT

This paper explores the characteristic silence that dominates the new wave of
Sri Lankan cinema, in the course of an example of a leading female character
of a art-house film, after 1990 in a socio-cultural approach. The central
concern is to discuss the phenomenon of silence in relation to Sri Lanka’s
social, political and cultural history and contemporary trends in national
cinema. This paper is based on in-depth study on the characters in the films,
their expressions of silence and the whole concept of silence. The silence
in the film/leading female role selected for this study reflects the forces of
Sinhala-Buddhist nationalism that trigger the civil war, youth untest, social
and systemic imbalance in the socio-political landscape of Sri Lanka. The
arguments are validated by relevant characters, the visual texts, narrative and
the socio-cultural setting of the film discussed.

INTRODUCTION

There are many manifestations of silence in the post-1990 cinema.
The rural landscape with dried up wasteland, empty little huts with
the sparsest of furniture, mansions where silence and darkness reign,
buildings destroyed in the war, the city marked by dark and silent spaces,
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little houses with discoloured walls, an atmosphere bereft of hope where
nothing happens, form the mutely eloquent setting of many of these
films. Above all the loudest silence comes from the characters who
appear in them. It becomes apparent that there are unknown reasons for
the silence of the characters which at first glance may simply seem like
a deliberate refraining from angry words or perhaps due to not having a
chance or reason to open one’s mouth.

This article discusses the remarkably silent character, the Tamil girl, in
one of the most controversial films in recent Sri Lankan history, Me Mage
Sandayi (This is My Moon).The shots and scenes of cinematic creations
will be examined with a specific focus on the socio-cultural indicators of
the silence. Their theoretical implications will also be drawn out. For the
purpose of a more meaningful discussion other audio-visual creations in
the narratives too will be included, where necessary.

The primary examination relates to identifying how silence makes
a meaningful entry into the theoretical forms of the subject of socio-
cultural silence. Especially in the face of the indestructible socio-political
formations of Sinhala-Buddhist nationalism and the hegemony of
hierarchy of power, it seems that the characters who appear as subject
citizens or the ruled under extremist forces, use silence as a defense
mechanism. Accordingly, based on the theoretical frameworks suggested
by Covarrubias & Windchief, and Glenn, an attempt is made to approach
these character-bound silences that become the ‘language’ as well as the
safe-zone of the powerless. This analysis addresses the question of how
silence is responded to by those who encounter it in parallel to how a
verbal expression receives its listenet’s verbal or physical response.

This discussion will make a few suggestions about silences in the
Sinhala cinema of the 1990s. First, it would suggest that the character-
bound silence is a silence proposed by the socio-cultural context of
the characters, to which silence becomes a useful device. Actively using
silence as a shield, some of these characters hide themselves from the
hegemonic power asserted by Sinhala-Buddhist Nationalism and its
political manifestations. In conclusion, I will suggest how silence becomes
an ‘active-resistive-response’, in which silence is not only a defensive
shield, but a weapon of aggression too.

This article has two parts. The first presents an introduction to reading
‘silent’ characters and discusses the selection of the main character. The
second part takes us through a detailed discussion how the Tamil girl in
Asoka Handagama’s film This is My Moon adopts and employs a complex
strategy of silence in the face of myriad obstacles she has to face.

READING SILENT CHARACTERS
In analysing the Tamil girl without a name in This is My Moon. Her
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engagement in silence is caused by the losses and dilemmas she
experiences. She loses the reference to her ‘identity’. For her, silence is a
tool to come to terms with the loss of her identity due to factors beyond
her control such as state power and contestations for it in a context of
war and the breakdown of self confidence in individuals caused by such
struggles. Faced with it, she adopts silence as a defensive shield and an
evasive technique to save her from the outside world.

She provides agency to issues related to the relationship between
Sinhala and Tamil communities as well as of gender relationships. She
directly engages the outcomes of the armed conflict, which was the key
outlet of the Sinhala Buddhist hegemonic power. Finally, most themes
present in other cinematic narratives associating silence, such as loss or
dispossession of identity or voice and marginalisation are subtly meshed
into the text and narrative style of this character; thereby becoming a rich
site for theoretical and analytic explorations.

The Tamil girl in This is My Moon is denied her voice as well as identity
because she loses contact with her language, culture, religion and family.
The war had killed her people and her life. Even when she is in a no-war
zone, she has no need to engage with any communications, as it implies
existence.

SILENCE AS A DEFENSIVE SHIELD

The Broken Palmyrah, as an analytical treatment of the ethnic war, elaborates
the views of the Tamil people leaving the horrors of the war zone and
going to the interior of the region to save their lives. One such view is as
follows:

We could no longer face the plight we were in. We decided to leave in
the direction of the interior of the land...We left behind in their homes
the old people who were too feeble to travel. (Hoole et al 2006: 33)

The opening scene of This is My Moon is in a medium close- up. It is
a night during the civil war and we see a soldier inside a small bunker.
Dressed in a camouflage uniform and carrying a machine gun in his hand,
he listens to the stuttering gunfire outside. He dusts off the sand that
falls on his body as the land shakes under the burst of fire. In the long
shot that follows we see two other soldiers standing on either side of
the seated soldier. In the still frame we see them running away from the
bunker and we hear the soldier whistling and hooting in glee as he stands
up and shouts and shoots at random with no target in sight. Seated in the
bunker again he wipes the dust off his body and gets ready to whistle
when in the midst of gunfire he hears wailing and weeping outside. He
aims his gun again and what he sees at once is a young Tamil woman
jumping into the bunker to escape the war. She is shivering in fright. The
soldier points his gun towards her. She removes her gold chain from her
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A few critics of the
film had identified
the soldier’s

character as Samitha.

See Abeysekara
(2001: 04-05).
However, this name
is not used in the
film. Besides, the
first name Samitha,
does not reveal

any particular
information about
the character apart
from the fact that
he’s a Sinhalese
male. Among the
Sinhalese, it is one’s
family name gives
an indication of his
or her caste or other
information.

neck and offers it to the soldier with a plea that he does not shoot her.
He still does not lower his gun. The woman raises her long skirt and
covers her head with it laying bare the lower part of her body. A series
of medium and long shots shows the soldier’s eyes focus on the woman’s
legs and her pubic region in a close-up. There is also a close-up of the
woman’s covered face. The scene ends with the soldier putting down his
gun and covering his face in a shiver. The woman is standing on the right
in a static medium long shot. An extreme long shot shows arid land with
a few palmyrah trees against the blue of the sky amid mournful sounds
of wailing and weeping amidst gunfire that drowns the sound of the
woman’s fear-filled shivering. Mellow notes are heard on a violin.

We see the soldier and the Tamil girl, the two principal characters, as
the narrative unfolds.! We do not know their names and until the final
sequences the Tamil girl does not speak. In the extract from The Broken
Palmyrah above there is no indication of its exact setting except that its
anonymous character steps out to go South. In the film there is nothing
said about the nameless Tamil girl except that she has come into the
bunker to escape the war; her identity (her face) is denied her. The bunker
is a construct of the Southern political authority, a symbol of power.
The Sinhalese soldier reflects the entirety of the phenomenon of Sinhala
Buddhist nationalism, the Southern political authority and the South. In
the face of it all, the Tamil girl without a name, nameless, and without a
face, faceless, and without language, dumb, has only her genitals, her sex,
to define her femininity.

This is my moon, which begins with the above episode, is a surrealistic
film based on the country’s civil war. Just as the soldier and the Tamil girl
have no name, no other character has a name; the village too has no name.

A day or two after the opening episode the soldier who has been in
the bunker with the Tamil girl deserts the army and makes his way to his
village. The gitl follows him to the village. The village is symbolic. On the
side of the approach road to it is a small boutique. Its owner sells cigarettes
and chewing gum to the village youths. The soldier’s mother and father
are squatting opposite their half- built house gazing vacantly. His younger
sister is a school gitl. Two school boys (the soldier’s sweetheart’s brother
and another boy) seck her love. She prefers the soldier’s sweetheart’s
brother who likes to join the army. The soldier’s sweetheart is appalled
that the soldier has returned to the village with a Tamil girl but she is
more appalled that he has deserted the army. The soldier’s elder brother is
a bookie; he has not paid off his only customer the bet he has won. The
middle-aged monk of the temple spends his time helping those who have
lost their sons in the war to come to terms with their loss by preaching
to them about the impermanence of life and bestowing the blessings of
the Triple Gem on those youths who join the army. In the disconnected
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fragmentary narrative the soldier tries to cultivate the parched land in
an unforgiving war with nature during which he is arrested by the army
and taken away. The Tamil girl speaks to nobody except to the middle-
aged monk to whom she says a few words in Tamil once in a way. The
soldier’s sweetheart’s brother joins the army. As the film ends, on one
journey back to his village on leave as usual the soldier sees the dead body
of his sweetheart’s brother. His sister and sweetheart weep. The Tamil
girl elopes with the monk of temple. In the place of the first monk the
bookmaker brother has begun a life of a monk in the temple.

On behalf of the nameless characters of Handagama’s creation of
a nameless village and the happenings there, Lester James Peiris, whose
epoch-making film Rekbawa is set against a village called “‘Sirjyala’, joins
the discourse to question the action of a leading state bank that provided
funds for Handagama’s film and of the National Film Corporation that
questioned Handagama’s creation:

It is my belief that a film director should have the right to create a
film according to his vision. Everything in this film is what is publicized
on television and in the newspapers everyday as news. Why doesn’t the
film-maker have the right to recreate such news? (Seneviratne 2013: 405).

Peiris’s creation of Siriyala in1956 can be considered as belonging to
the end of the colonial era. It is a village peopled by characters with names
and identities. Forty years later Peiris himself approves of Handagama’s
film without names.

Accordingly, Sinhala-Buddhist nationalism silences other
narratives and creates the Sti Lanka of the decade of the nineties. There
people’s self-identity is replaced by the specific roles they have to play:
for the Sinhalese youths. the war; for the mother and father, wife and
loved one, the death in battle of husband or lover and compensation
payments; for the monk, sermonizing on the inevitability of death and
invoking the blessings of the Triple Gem on the young men who go
to war. Within five decades the narrative of the nationalism that was
gradually developedmarginalizes the Tamil girl and gives her no role in
this space. Nevertheless, This is ny Moon positions that non-existent role
in the aggregation of the hegemonic era of Sinhala Buddhism.

For a long time after arriving in the village the Tamil girl in the film
does not speak with anybody. The film maker shows in sequence how she
arrives in the village and meets the village folks. In the static frames of the
film, she meets the boutique-keeper, the soldier’s sweetheart’s brother,
the man who comes to the bookie to place a bet, the soldier’s mother and
father, his sister, the monk of the temple, the bookmaker brother and the
soldier’s sweetheart. In all these meetings, her eatly responses are devoid of
verbal utterances, avoiding looking anybody in the face, scowling, listening
in silence, going away without listening; and something or other happens.
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Throughout the film we see the position of the Tamil girl in relation to
the war which was the creation of a long-drawn-out process of imposing
Sinhala Buddhist nationalism upon her native habitat. In this regard
the monk who is the representative of Sinhala Buddhism is of prime
importance. The soldier, the Sinhala woman and man and the Northern
manifestation of the war as a creation of Sinhala Buddhist nationalism is
an inescapable cyclic phenomenon in which the Sinhalese village is caught
up. This village stands against the Tamil girl. She at first hides from the
power of these animate and inanimate structures, using silence as her
shield.

The silence that is pointed to is in part connected to the inner
mind and in part to the interrelations with the other. The theoretical
examination of silence leads to the phenomenon of socio-cultural silence
because, as Bruneau explains, it is related to prior elements of socio-
cultural silence (Bruneaul973: 36). The inner mind of the Tamil girl is
the space containing the post-memories and the traumatic experiences
of the civil war; it is a cultural warehouse. The person she meets and the
village she goes to are symptoms of the Sinhala Buddhist nationalism that
contributes to the construction of the crises of that space.

In the middle of the film when the Tamil girl and the soldier endeavour
to till the parched land we see several touching marks of her lost identity.
The scene begins with a distant shot of the soldier struggling to cut down
the mana grass that has grown tall well above his shoulders. The entire
surroundings are wrapped in the heat of the scorching sun. Dressed in a
pair of knee-length khaki trousers and vest of his army uniform and his
back to the camera, he cuts down the clumps of mana grass. The Tamil
girl is standing in the foreground to the left of the frame and looking
ahead. For the first time we see her wearing a T-shirt of the soldier’s
camouflage uniform. Her normal dress is a skirt and a black shawl over
her right shoulder. In the second shot of the mid close up of the girl’s
left profile the background is nothing but dead dark brown stunted trees
and lifeless creepers. There is greenery only far away in the distance. In a
moment, the soldier is seated on the ground and what he sees is the gitl
striking a mammoty with all her might into the stubborn earth. In a shot-
reverse-shot he gazes in awe at her physical strength.

The soldier gets up, takes the mammoty from the girl and digs the
earth. He turns his head and sees the girl squatting on the ground.
Keeping the mammoty aside, he breaks the silence that has prevailed so
far. He speaks:

“There is a girl I love. Can't you understand?

I did not bring you here. You came behind me. ..

1 conld have shot you dead. But I didn't.

That is not because I love you. But just...”
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The shots of the two characters that were up until then distant shots
now change into mid close-ups showing the girl’s face. We can see clearly
now the upper part of her body covered in a camouflage T-shirt. She
looks the soldier in the eye in an angry frown. Seated on the ground, he
murmurs:

Just...”

She walks ahead slowly, saying nothing. As the soldier cuts down the
shrub again he asks her as if in response to the angry emotions of her
silent face:

“Why? Can'’t a man think life that?

We shoot not becanse we are angry.

We refrain from shooting not because we love. Just...

Only just.. . Just like the wind...”

After this decisive statement we hear the girl screaming in pain. The
soldier turns back and sees the gitl clutching a thorny shrub from among
the parched shrubs and inflicting pain on herself. The soldier comes from
the left into the middle close-up and tells the girl who is staring at him,
groaning in pain:

“T thonght you were dumb...

Come on, speak. Speak up...”

Laughing, he orders the girl as he squeezes tight her hands that are
clutching the thorny branch. She screams in pain.

“Come on, speak. .. Speak up...

Speak in a langunage you know...”

She does not speak; she only screams in pain. He embraces her, kisses
her wildly, rolls her down on the rocky ground and makes love. In this
scene we only see, as before, her face covered with her skirt.

Speech requires language. The “Sinhala Only” Bill of 1956 that made
Sinhala the official language drives a wedge between the Sinhalese and
Tamils. What language does a Tamil gitl who only knows Tamil come
across in the Sinhala zone? This question was not discussed until the
decades of the nineties in film. With the silence of the Tamil girl in
Handagama’s film, silence comes into use as a response to the power
of the Sinhala language; language communication goes out of use. This
s my moon’s Tamil girl does not speak in “the language she knows”.
The language she knows, namely, Tamil, is thrown into limbo by the
soldier who is bound to uphold the power of the Sinhala Buddhist state.
Communication is not born merely out of an order to use the “national

language”.
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With the advent of the war she begins to lose her identity. She does
not speak her language but ironically, as it were, the camouflage uniform
that covers her upper body signals how it goes against her identity; it is
the uniform of the army of the state. In the first round, within the bunker
that camouflage uniform inflicted the power of sex on her body. Now
notwithstanding that it covers her body, the power of sex, it is clear, is let
loose on her in a security zone embedded in it. The camouflage uniform
does not appear as protection to het?. It covers her and the shawl covers
her face laying bare only her sexuality.

The camouflage dress and her space do not give her protection but
raises questions.To that space belongs the power to examine her body by
removing her clothes to signify her Tamil identity.

On one hand, by stripping the woman naked, the authorities are trying
to ascertain that she is not a suicide bomber who would normally wear a
vest or belt of explosives beneath her clothing. On the other hand, at a
semiotic level, the act of disrobing a woman who is thought to be a Tamil
Tiger suggests that her body would offer a straightforward answer to the
soldier’s search in the form of evidence to support their assumption that
she is Tamil (Jayasena 2010: 122).

This excerpt from Nalin Jayasena’s writings shows that the Tamil girl
is denied her sexuality. It is a show of political power which violates
her. Although in the above scene she does not use language, the thorny
branch that she clutches with her fingers until she bleeds marks her only
satisfaction. For the girl who lies prostrate on the scorched earth the
masculinity of the man who enters her by force is not satisfaction. She
uses the only thing left of her identity, namely, her feminine sexuality, to
save her life in a transaction of silence.

“This is my Moon uses female sexuality as a weapon or a lure to
preserve the desiring self. When the Tamil women jumps into the bunker
of a Sinhalese soldier, who is confused whether or not he must pull the
trigger, finally relinquishes the feigned military spirit, as he is wooed by
the helpless self-surrender of the Tamil girl, who literally invites him to
rape her in exchange of her life.” (Gosh n.d.)

It is in the second half of the film that the answer that the Tamil girl
formulates in the secrecy of her silence comes alive in two ways. Using
her mother tongue and her body aggressively and powerfully, she goes
into action before the offending symbols of those responsible for and
guilty of the inventory of her dispossessions. Also, she begins to use in
a pleasant manner the language and actions that she encounters in her
present zones and the human compassion concealed within her traumatic
experiences and her loss of mother, father and sister.

The Tamil girl’s silence and the religious and state symbols of Sinhala-
Buddhist nationalism -the monk and the soldier- that she constructed in
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the face of her personal mental pain are important for understanding the
decisions she made in the time she spent behind her shield of silence and
the discourses that broke that silence.

The monk is the semiotic representation in the film of Sinhala-
Buddhism. At the beginning of the film the monk sermonizes on the
need to continue the war that created Sinhala nationalism. He preaches
that the soldier who deserted the army should surrender, that the
pregnant widows of the dead soldiers should give birth to sons and that
the dead soldiers should not be mourned -in tune with the tenets of
Sinhala Buddhism and the Mabavamsa. Accordingly, the Tamil girl who
came to the village with the Sinhalese soldier “should go back to where
she belongs without sinning.” The leading stance of Sinhala nationalism
was that Tamils had no right to a homeland here. Then, what is the land
she belongs to? If the land that she belongs to is where she started life, it
is the war that destroyed its culture and surroundings. The refugee camp
is what the government of the South proposed for the Tamils who lost
the land where they lived when the war ended. At one point in the film
the monk tells the soldier:

“Tafke her to a refugee camp. ..

In this Sansaric journey we are all refugees. ..

They have refugee camps. We have temples!”

The refugee camp is the territory of those who have lost their identity.
The Sinhalese soldier tells the Tamil girl that “a refugee camp is a place where
women and men sleep in one heap. They become pregnant in no time.” 1t is stressful
for the monk in this dilemma to remain silent. The Tamil girl refrains
from worshipping the monk and falls silent.

The Tamil girl gives up her defence-in-silence against the monk, when
she suddenly narrates in her mother tongue, Tamil, many incidents from
legendary and sacred texts Ramayana and Bhagavadgita, where she quotes
a speech of God Krishna to Arjun.

Be in peace in pleasure and pain, and gain and in loss, in victory
or in the loss of a battle. Prepare for war with peace in thy soul. In
this war there is no sin (song 2.38, Bhagavadgita)

This quotation from Bhagavadgita braces her shield of silence. The
Buddhist monk, a definitive symbol of Sinhala Buddhist hegemony,
remains incapable of starting a dialogue with the Tamil girl’s remnants of
speech and short comments. If silence is her shied in the fight against the
monk, sexuality, her last bit of self-identity, is her sword.

“Why didn't you come to the Devale (temple)”

“T have nothing to ask from God”

“It very cold here in the Temple.”
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The Buddhist monk who awaits the Tamil girl to come to the worship
of the Hindu Gods housed in the Buddhist temple premises, loses to
her sexuality being employed as a weapon. When the monk decides
to disrobe, the silence of the Tamil girl achieves her second triumphs
over the Sinhala-Buddhist ideology, as the soldier too had already been
overcome.

“The female lead in “This is my Moon’ shows love through hatred’
(Handagama 2001: 11). The soldier is confused at this love expressed
through hatred which blends with the gitl’s silence. Not only the soldier,
but the military police officers, who come in search of the soldier to
arrest him, are baffled when the Tamil gitl, after her long silence marked
with sharp short verbal responses. The girl confronts the military police
officers to shield the soldier running away from the Army. Her response:
“I followed the Uniform. Sun, Rain, darkness, light - nothing matters. Only my
life; If you spare my life; do anything you like” is as equally strong as action,
when she marks, (reminding us of the Hindu wedding rituals)aposznon
the forehead of the officer, who was looking for the soldier at the Hindu
temple premises. Her silence, random utterances and deeds, become
powerful weapons that render the masochist Sinhala Army powerless.

After her long-observed silence, she firmly announces “I am not
going to the camp!” By this time, both soldier and the monk, Sinhala
nationalism’s key symbols, have been defeated by her silence. Her silence
triumphs. This reminds us of a parallel observation by Silvia Montiglio’s
with regard to Greek drama (2000): ‘But in the world of killing action,
where heroes fight and compete with one another to assert themselves,
silence is experienced as a form of violence’.

CONCLUSION

In the war time, no young Tamil woman could go from one end to the
other end of the country without being questioned or stopped by many
a check points and camouflage uniformed soldiers (Jayasena 2010, p.121)
This is my Moon, in this context, is a film, that tries to create a cinematic
reality out of real-life unrealities. They raise questions that otherwise are
impossible to ask within the Sinhala Buddhist nationalist realm of power
alienating a young Tamil girl and an old Sinhala villager.

The young woman in This zs my Moon finds refuge in silence, until she
recovers from her trauma and gathers some mental remnants of her lost
family and culture, and till she draw together a response to the Sinhala-
Buddhist nationalism’ symbolic statements of power.

This character engages in a struggle to defeat an unbeatable and
huge machinery of symbolic state power, which threatens her identity
or cultural milieu. The walled castle within which she shinesher armour
is silence. First, silence is a safe site for her. In silence, she finds the



Silence as‘Weapon’: Listening to ‘Silent’ Characters in Sri Lankan Cinema

necessary time to regroup and recollect her next courses of action. She
remains in‘muteness’ until she starts speaking in Tamil with the monk.
She comes back to verbal communication, only when she has re-gathered
her armour in the safe haven of silence. On the one hand, it shields the
proposer of silence from the authoritative power and its ideology, against
which she chooses to fight. On the other hand, silence creates a space
for the proponent to regroup his/her actions and responses. As a result,
silence empowers the weak.
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ABSTRACT

As a mainstream Buddhist country since 300 BC Sti Lankan clergy did
for a long time period not permit string instruments as Buddhist sources
said listening or playing vina (lute) may cause rebirth and hinder the way to
Nirvana. Nevertheless, Hindu philosophy does promote string instruments
through pictures and statues of gods and goddesses. It is interesting to
look at how musical instruments were categorized in Hindu and Buddhist
cultures of India and Sri Lanka throughout the history until today as the
guiding role of educated clergymen decreased and the globalized Internet
offers other musical instruments being used or modified for many previously
unknown purposes. This research aims at a historical analysis of musical
instruments used in Sri Lanka seen through different perspectives such as
political, religious, or mythological views. The way how they are currently
presented in mostly non-institutional internet sources is included. The value
system that promotes string instruments as a sign of musical development
forms the background of reflections in Internet applications dealing with
musical instruments. One example is the promotion of the ravanhatta, a
bowed spike fiddle, which is inaccurately presented as the “first violin” of
the world. Through interviews with music teachers and people who provide
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Internet services, the phenomenon of this multi-layered problem can be
clearly addressed. In result, an alternative view on musical instruments used
in Sti Lankan culture will be provided.!

INTRODUCTION

Ethnomusicology has a reputation of being an engaged discipline that
deals with ethical issues, equality among people’s cultures, their rights, and
their participation in the distribution of wealth in the human world. This
engagement is subject to dynamic changes embedded in and expressed
through discourses on the quality of its knowledge contribution.

This paper will be dedicated to the many issues coming with online
contributions introducing or explaining a specific musical instrument,
the ravanbatta’. The discussion aims at showing alternatives to a self-
infecting practice of re-colonizing academic writing, particularly in terms
of methodology, without limiting the use of internet sources, on the
contrary, through making progressively use of it.

BACKGROUND

Sri Lanka is a mainstream Buddhist country since 300 BC, according
to some historical sources. Referring to the oral tradition and cannons
of Theravada Buddhism, the Buddhist clergy did not permit string
instruments, as listening or playing the vina (lute) may cause rebirth and
hinder the way to Nirvana. Nevertheless, Hindu philosophy does promote
string instruments through pictures and statues of gods and goddesses.
It is interesting to look at what are the musical instruments and how they
were categorized in Hindu and Buddhist cultures in India and Sri Lanka
as the guiding role of educated clergymen decreased and the globalised
internet offers manifold other or new musical instruments being used or
modified for many previously unknown purposes.

This paper delivers a brief analysis of musical instruments historically
used in Sri Lanka and seen through different perspectives such as political,
religious, or mythological views on musical instruments and how they are
currently presented in mostly non-institutional Internet sources. String
instruments in general play an important role insofar as they are widely
propagated as a symbol of musical development. The value system shaping
the background of this idea is also reflected in Internet applications
dealing with musical instruments. One example is the promotion of the
ravanhatta, a bowed spike fiddle, which is supposedly the “first violin’ of
the world.

Through discussions with music teachers and people who provide
Internet services, the phenomenon of this multi-layered problem
involving various colonizing systems from early history up to modern
globalizing and anthropocentric universalism can be clearly addressed.
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In result, alternative views on musical instruments used in Sti Lankan
culture and their widely accessible online representation will be made
understandable.

In Hindu religious and philosophical views, singing and playing
instruments hold a very important place in many ways. In the Bhakti marga®
of Hinduism, dedication of everything to God and ultimate attainment
of God by the devotee is the highest form of moksha* (Hubele, 2008:
18-19). The depictions of musical instruments with deities and related
stories found in religious texts and practices imply the importance of
music instruments to the people of Hindu culture in many aspects. For
example, the singing, playing and dancing to the God is treated as a means
to generate love and passion for God.

Various art forms of Hindu god portrayals such as sculptures,
paintings, reliefs, and engravings contain music instruments held by the
deities symbolizing Hindu religious and philosophical example Goddess
Saraswati is the divine patroness of Arts and Eloquence and she holds
an Indian lute, vina, symbolizing art in general (Figure 1). Lord Shiva,
‘the destroyer’, holds a damaru (a drum) which is played during the
cosmic dissolution. The god Vishnu holds a conch and his incarnation
Vishnu plays a flute.

All dance forms within the Buddhist cultural framework in Sri
Lanka are based on drumming, and therefore percussive music plays
an important role in the musical tradition of Sri Lanka. In the reign of
King Valagamba (103 BC), the Mahayana Buddhist practices included the
panchaturya (five types of musical instruments) orchestra which has not
been well-regarded in Theravada Buddhist practices. The first reference
about panchaturya is available in the “Vansatthappakasini” (7th century)
commentary on Mahavamsa.

The Mahavamsa (6th century AD) is a chronicle written in Pali that
seems to provide the very first reference about turya vadana (playing of
musical instruments) in Sri Lankan history. It says that on the day king
Vijaya reached Sri Lanka in 543 BC there was a marriage ceremony along
with instrumental music and singing. It also mentions that singing and
dance were included in the occasion of a rite held for the sake of the
two demon deities (Chittaraja and Kalavela), with the patronage of King
Pandukabhaya®. This information is related to non-Buddhist practices
before the arrival of Buddhism in Sri Lanka. Another reference to music
is found in the Samantapasadika, which is a commentary on the Vinaya
Pitaka by a monk (Buddhaghosha, Takagusu & Nagai, 1930) and refers to
the Talavachara turya vadana group sponsored by king Devanam Piyatissa
(250 BC to 210 BC) for the purpose of stimulating the warriors during
military activities and make public salutations to the administrative power.

A prose mentioned the categorization of the five as atata, vitata,

3.

5.

Approach to
salvation by way of
ardent devotionto a
deity.

Freedom from
rebirth

According to the
Mahavamsa, the
king Pandukabhaya
lived during the 5th
century BC
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atatavitata, susira and ghana. According to this classification afafa means
a drum with one head made of skin; vitata means a drum with two skin
heads; atatavitata means an instrument with strings and skin heads; susira
means wind instruments and ghana means metallic instruments such as
cymbals, which produce sound by striking their two parts against another.

In spite of such a way of Pali prose, the oral tradition of traditional
music and dance in Sri Lanka emphasizes a different explanation about
these five terms as follows:

* Atata means an instrument which is played by hands. For example,
drums like panabera (yak bera), patababera, dakki, ndakktz, raban and
bummad,

e VVitata means an instrument which is played with a stick, such as
tammattam and dandubera,

* Vitataatata (not atatavitata) which means an instrument played by
hand and with a stick, such as dawla and maha dawla (a cylindrical
drum);

*  Ghanais a metallic instrument, such as a thalampata, taliya, panteruwa,
atminiya, kaitalam, ghantha;

*  Susira means wind instruments such as boranawa (oboe), hakgediya
(conch). Flute, kombu, dalahan, vaskulal.

The Sti Lankan oral tradition of music doesn’t show any particular
category in which stringinstruments can be included. Theravada Buddhism
condemned Indian »iza (lute) as an instrument which increases desire and
filth in the mind and obstacles to acquire Nirvana. The Buddhist literature
‘Samantapasadika’ describes zina (lute) as a lust-provoking instrument
(Takagusu & Nagai 1930). As a whole, the Theravada concept does not
encourage sensual arts like singing, playing and dancing. The Buddhist
clergy, which constituted the main literati of the country, declined to
allow the performance of music and dance in general, which were treated
as activities to be shunned by the monks and even by the devout laymen.
Buddhism has no codification of any data pertaining to music and dancing
in its worship. Even the chanting of Buddhist Sutras should strictly be
nonmusical, and such steps were considered necessary to maintain the
purity of Buddhist discipline and orthodoxy of the temple. The vina was
considered as the main musical instrument in India and the term zina
was used to signify the whole chordophone family. For this reason, the
Buddhist clergy in Sri Lanka might not have accepted to accommodate
the vina or any string instrument as an instrument of panchaturya.
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Figure 1 (a and b): Left -Goddess Saraswati, Hindu Temple at Village Lele,
Katmandu Valley, Nepal, playing a string instrument. Right -This statue of
Krishna playing the flute can be found on Kathmandu's Pachali Ghat, along the

Bagmati River. (Photos courtesy of Paul Smit and Mick Palarczyk, open source. 6 Opensource
material: https://

Tat - string paulsmit.smugmug.

ke - e com/Features/Asia/
Ghana - solid
Susira — wind Kathmandu—VaIIey—

Tata sculptures/ Last
Vitata retrieved 19 June,
Tatavitata 2019.
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Atata - Drums played by hands

Vitata - Drums played by a stick
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*  Sushira - Wind instruments

1 Bharatamuni’s Natya Shastra (200 AD)
instruments are categorized into four groups

2 Some musicologists in India have divided
musical instruments into three classes
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3 | Sangeet Damodar (15th century)

4 Narada (Sangeeth Makaranda, 9th century)
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5 | Narada (Sangeeth Makaranda, 9th century)

& | Sangeeth Sudhakar by Haripala

7 | ....ByKohala

8 | Panchaturya dassification mentioned in
Mahavamsa (Sth Century AD) in Sri Lanka
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9 | Panchaturya dassification in Sri Lankan oral
tradition (initiated among upcountry
musicians) in Sri Lanka
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Figure 2: Overview on academic and common classifications of musical

instruments used in Sti Lanka (compilation by the author).
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Figure 3: Map showing ways of spreading Buddhism in Asia.”

Kulathilaka (1991) stated that Theravada Buddhist canons have largely
influenced music preferences of Sri Lanka. The music is considered as
lust provoking mean of entertainment and therefore Buddhist clergy
avoided music practices and preached laymen to avoid such practices as
much as they can. With the gradual influence of Mahayanist in Sri Lanka,
the Buddhist authority gave license for lavish festivities and ceremonies
as part of the rituals, and was therefore favorable to the life-style of
the kings. This was succeeded by the privilege to the kings to stabilize
their political position. Sanskrit, being the language of Mahayanism,
received scholarly status even in Buddhist monasteries, where Bhikkhus
themselves indulged in Mahayanic festivals. Stri Lankan authors plucked
up rudimentary forms from Indian musical texts to make their literature
attractive, and due to their Sanskrit learning, they had contact with the
Indian literature. Accordingly, we can guess that this classification of
instruments was borrowed by Stri Lankan authors from Sanskrit musical
texts in India, and it was gradually developed by professional musicians
according to the musical instruments which were available and permitted
in the Sri Lankan society. One can infer that instrumental music, which
was already present in Sri Lankan rituals and various ceremonies before
and after the advent of Buddhism, has been categorized by the native
scholars or learned musicians, who adapted the indological system to
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make it easy to classify every instrument into five units. It is assumable
that the 5th categorization (Figure 2) is rather a localized way which has
been developed through practicing musicians who knew better about the
music instruments used in Sti Lanka and how they were played.

Herath and Gajaweera (2015: 274) finds that murals in Buddhist
temples in Stri Lanka are important source to find out some aspects of
unwritten history of art and culture in Sri Lanka. They observe that
only the local music instruments were depicted on the murals that were
built before 19 century and the later depictions includes Western music
instruments which includes stringed music instruments as well.

-

Figure 4: The author demonstrating a ravanbatta constructed by lecturers at the
University of Visual and Performing Arts, Colombo. (Photo courtesy of Gisa
Jdhnichen, 2018).

According to Bor (1986: 43), the first reference for the ravanahasta
can be found in Paumachariyu (880 AD) authored by Svayambhudeva
who mentions that Ravana has created an instrument that is called in
apabramsa as ravanhattaya to please the Naga king Dharanendra. However,
there is no further description found in that book about ravanbatta. Bor
(1986) has done a comprehensive study on Sarangi, and he included his
survey on ravanhatta with a few references in Indic literature. According
to him, Ramabhadrambha (early 17th century) mentions that the
ravanhatta is played for classical music by female musicians in the court
of Tanjore despite many Sanskrit authors (Vemabhupala Charitam, 1910)
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have devalued this instrument considering it as folk and beggars’ music
instrument. For the first time, Nanyadeva has mentioned ravanhatta as a
musical bow and it were confirmed by Bartholomaeus Siegenbalg (1711)
in his chapter about the music of Malabar. Bor (1986: 45) quotes Pierre
Sonnerat (1782) who says, based on legends:

the Pandarons (Pandaram), a type of monk of which there are

many, play to accompany themselves on a kind of violin called

ravanastron. It was given this name because the giant Ravanen

king of the island of Ceylon, invented it nearly five thousand

years ago.

However, there is no reference which says that the ravanhatta, which
was played by Ravana, was a bowed instrument and what repertoire was

played.

DISCUSSION

There are a few websites providing some information on musical
instruments emphasizing their belonging to the people living in Sri Lanka.
The first reference on a music instrument that belongs to Sti Lanka is the
ravanhatta which is mentioned in the Ramayana, the epic story supposedly
written by Valmiki. Among the average population, the ravanhatta is
considered to be the first violin and said to be played by Ravana, the
mythological king who lived in Sri Lanka. It is not entirely clear when the
Ramayana was actually written, by whom and where was the Lanka island
that is mentioned there. Some of writings include historical information
in order to prove that the ravanhatta is the oldest violin and its origin is Sti
Lanka and Ravana’s use. Nevertheless, why it is important to say so and
why some Sri Lankan citizens are proud to showcase this idea on internet
platforms is not yet discussed. The most influenced and influential online
source about ravanhatta is Wikipedia.org which displays the physical
structure, history and modern use of ravanhatta. The references given in
Wikipedia have become the core online literature in this case by providing
authority for the statements regarding origin and cultural belonging, Most
prominently Edward Heron-Allen’s book published in 1885 is referred
which mentions ravanhatta as the ancestor of the violin. One of the
Wikipedian authors of the entry about the ravanhatta ironically mentions
that “Arab traders brought the ravanastron from India to the Near East,
where it provided the basic model for the Arab rebab” though Heron-
Allen writes it just opposite “some authors has supposed that Ravanastron
was introduced into India by Mohammedans; if this had been the case it
would be most likely bear some resemblance to the Arabian and Persian
instruments ...” (Heron-Allen 1885: 39). Heron-Allen uses three written
sources for gathering information i.e. Engle (1874), Sonnerat (1782), and
Fetis (1869).
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In 2013, a Sti Lankan newspapet titled Sunday Times® released an article
titled “Sti Lanka’s Ravanahatha is the World’s First Violin” which is also
available online. This article is widely copied in a number of websites
which are mostly nationally relevant. The sentence “Sir Christopher
Ondaatje investigated the origin of the Violin and discovers it all started
in Sri Lanka” is widely used to attract general public and to show up
the historical legacy to Sri Lankans and prominently to the non-Sri
Lankans. It is Dinesh Subasinghe who promoted ravanhatta in Sri Lanka
by appearing in TV programs and Sri Lankan and Indian newspapers.
According to the newspaper article in Indian Express’, Dinesh Subasinghe
introduced the ravanhatta to the former Sri Lankan president Mahinda
Rajapaksa. Subsequently, the president has offered him a scholarship to
study music at the A. R. Rahman’s KM Music Conservatory in Chennai,
India. Subasinghe has gained his popularity in Sri Lanka through all these
internet sources, television and radio channels, and newspaper articles
after releasing a music album of instrumental pieces of popular songs
played on the ravanbatta.
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Figure 6: Subasinghe with former President Rajapaksa discussing the meaning of

the instrument for the culture of Sri Lanka.!®

Figutre 7: Illustration of the article by Pezarkar (2017)."

His music records were widely sold and, by March 2015 as a newspaper
article mentions, “Dinesh Subasinghe has set a record by creating the
highest selling instrumental music compact disc (CD) titled ‘Rawan
Naada’ in Sri Lanka”.
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The recent web article “ravanhatta of bards and villains” written by
Leora Pezarkar (2017) is a compilation of previous information available
online. It provides incomplete bibliographical information to justify the
statements. The website is about stories in India as if the author attempts
to persuade the readers that ravanbatta is rather Indian than Sri Lankan
by simply mentioning “However, there is no historical record of such
an instrument ever existing in Sri Lanka”. Most of the text is about the
stoties of ravanhatta in an Indian context.

Now, considering all the misinformation, speculation, and twisting
with conservative colonial classification systems coming from India and
the some Western sources, the questions remaining in order to evaluate
any online content regarding this topic are:

e What is said about instrumental music in Sti Lanka?

e What is said about the origin of the instrument in question?
e How is this claim supported?

* Is the visual support convincing?

e What is the main goal to have put this information in the context
of any digital platform?

CONCLUSION

The main reason for inventing a history and a cultural belonging is a
questionable national pride in specific achievements. The colonial period
in Sri Lanka ended long time ago, however, the way how cultural features
of powerful colonizers were admired and appropriated among the upper
layers of the society has still an impact on dealing with a limited awareness
for regional culture and nationhood.

The perception of the ravanbatta is a good example to show the
difficulties that come with an introvert understanding of the culture
within a modern nation. The following scheme on Figure 8 can illustrate
the ways of thinking,

QUESTIONING THE \L
SINGULARITY OF Criticize elements of one’s own culture
ANY CULTURE e
Focusing on one's own
culture/imagination of culture
" Endowed a culture as inborn i N Explore other cultures
Feelingcommitted to
* admire one’s own
culture
/" subsequently lacking complex i Y
[ knowledge and covering it up by Do research to confirm, to | Do research on other
| convincing others to believeinthe compare, and to find | cultures
importance of sticking to one’s evidence for outstanding
own culture and mainly to be isiign® Netenes
\ proud of it (ethical imposition)
Starting to understand the

understand the insiderbias about one’s
differencesand values own culture for financial
of each culture " reasons/social position

Convince others to 3 Still politically mai values of

other cultures.

Continue researching and enjoy the differences
of cultures, valuing diversity

Deeply understand the
differencesandvaluesin all
cultures
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Figure 8: Scheme of perpetuating reasons for cultural nationalism and
the subsequent impact on educational goals within humanities.

In the end, when the turning point of understanding differences
becomes productive, the singularity of cultures must be questioned. If
all cultural achievements are a result of giving them meaning in different
ways, the single origin must be finally limited to some very few elements
within an entity. This applies on big nations as well as on small musical
instruments. To say it simpler, a pure culture that creates out itself
novelties may not really exist since it is always the sum of all activities in
the geographical space and the time given. The popularity of the ravanbatta
in Sri Lanka is a novelty though the instrument might have been known
from various occasions either in India, Persia, or the Middle East, yet it
is not a discovery of any origin. The example of the ravanbatta shows the
necessity of dynamic meanings within a large region and, in contrast, the
effect of misinformation through short sighted policy making, In this
context the following questions have to be raised:

We have to explain why true facts are not popular compared to the
made-up stories and why scholars are obviously not “grounded” enough
in order to reach out and to present research outcomes in a convincing
way.

Also, what can be suggested in order to make a difference in the future
by increasingly using digital media?

So far, digital media work for misinformation or perpetuation of
nationalistic and also for progressive goals. On the one hand, they help
to re-produce colonial thinking and self-colonizing life patterns. On the
other hand, they also become evidences for these issues, so that they will
be discussed as here in this paper. The future has to use digital media on
a higher level of understanding and scholars have to be among the first in
revealing the true technological forces of those media for the benefit of
a better distribution of knowledge. Therefore, there is no end of thinking
in a larger vision.
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03w 2 - Rickshaws, Date Unknown, Scowen & Co.
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Szeses 3 - Near Kathali Tank with Natives, 1897, Photographer Unknown
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w4 - Franz Ferdinand and Friends with one of the elephants he killed in
Kalawela, Ceylon, in January 1893, Photographer Unknown
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H. Skeen Co.
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ABSTRACT

The street styles; a form of fashion which stormed the streets from the
50s is known to be a form of anti-fashion due to unstable socio-economic
fluctuations created due to the governing body of England. These street
styles continuously influenced designers worldwide. Vivienne Westwood
was a leading designer in introducing street style influenced fashion to the
fashion world. Hence this research aims to find the street style tribes, which
influenced the brand Vivienne Westwood and how the style tribes influenced
the brand in the process of designing. The ideology, which leads these
street styles to process different tastes in fashion, was iconic. The attitudes
and behaviors, which show unique, styling is to be researched through this
research study while analysing the fashion brand of Vivienne Westwood
during 1970s to 1980s, as this era was the most influential era of her designs
from street styles. A qualitative approach was used for this research and end
of the research study examined how and why the brand Vivienne Westwood
was highly influenced by the street style tribes of her design philosophy
during the 70s.
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INTRODUCTION

Street style is known to be a personalized identity held by people in the
society with different ideologies. The teenagers of the adolescent years
who embrace new visionaries share different mindsets than the ordinary
adults and represent the attitudes in the form of fashion get together to
form ‘cliques’; a small group of people with similar attitudes, burning
desires and hatred to the contemporary socio-political events. This
scenario originally emerged during the 1950s, in the streets of London.
These so-called ‘cliques’ or ‘gangs’ showed unique clothing and styling
between each other cliques. They may have different identities as the
leather jacket for bikers, drainpipe jeans for teddy boys and metal studs for
punks. These gangs were known as style tribes and this was an emerging
youth culture during that era. These groups called as subcultural groups
and vigorously inspired designers worldwide and their style pieces walk
on the ramp in a more trickled up version. Those garments are essential
pair-ups even today.

Work of Westwood drives every designer towards innovation, bringing
the pride of a nation to a different platform. Vivienne Westwood is a
British designer who was a teacher turned to a designer. During 1970
Vivienne Westwood with her partner Malcolm Mclaren started their shop
“SEX” which sold PVC (Polyvinyl chloride), chains and rubber wear.
She mostly drew inspirations from street style fashions and she tends to
be wearing clothes influencing street styles. This study is important to
provoke the strength of street styles into the fashion world and how those
styles nourished styling of clothes not only those times but also current
fashion trends. Furthermore, this research empowers the contemporary
designers’ approach inspired by street-style tribes. The duration 1970 to
1980 was the most influential era, which the brand Vivienne Westwood
directly showed her influences from street styles. After 1980, Westwood
was focusing on a new direction.

PROBLEM IDENTIFICATION

The general economic stagnation that existed during the *70s, the political
hatred drove Vivienne Westwood towards adapting the iconic way of
protesting which was common on the streets of London, by the teenagers.
These inspirations lead to innovate inspirational design philosophy. This
research is an approach to analyze the analogy between the street styles
and the brand Vivienne Westwood during that time and individuality in
her designs, which were inspired from the general social, political and
economic situations.

The research study was mainly focused on the subcultures existed
during the *70s to ’80s on the streets of London, which have influenced
the brand Vivienne Westwood and how the influence of those subcultural
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groups has been manifested along the designs and styling of the brand.
Furthermore, how and why Vivienne Westwood was inspired by street
fashion on her designs during the 70s to 80s are studied comprehensively
through this research study.

SCOPE AND LIMITATIONS

There are diverse numbers of brands, which are inspired by street styles
around the world. The brand Vivienne Westwood was a pioneer designer
who started styling the designer wear due to the influences of style tribes.
As stated by Krell (1997) Westwood gave a new look to the fashion
world by inspiring sub-subcultural groups. Therefore, the brand Vivienne
Westwood was selected as a designer level brand to investigate the street
style influences.

Since the brand is an international designer level brand and is located in
London UK, the exposure to the primary data was limited. The exposure
to all the designs of the Westwood during 1970-1980 was challenging
due to the lack of visuals published in the media and books at that time.
Therefore, the research study was focused on what the researcher could
be able to find from her available atmosphere.

AIMS AND OBJECTIVES

This research is conducted to examine the effects of the street style
fashion on the brand Vivienne Westwood from 1970 to 1980. Two major
objectives are defined in the research as;
* Examine major style tribes which affected the brand Vivienne
Westwood during 1970 -1980
* Analyse and investigate the street style influences the brand
Vivienne Westwood

LITERATURE REVIEW

The street styles, which originated on the streets of London during the
1970s and 1980s, were having authentic and significant reasons behind. In
the early 1970s, the citizens of London were despondent about the social
and the economic situation of the country. The middle-class people and
the teenagers of the country were launching a battle against these causes.
People with an identical mindset gathered on the streets and were forming
so-called gangs where every person is dressed up in a unique style, which
is identical to that specific gang. These gangs are known as street style
tribes and their major stage was streets.
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STREET STYLE TRIBES WHICH INSPIRED VIVIENNE WESTWOOD

Teddy Boys

The ‘“Teddy Boys’, T.E.D.s; known to be Edwardian drape society was one
such street style tribe which dominated the streets during the 1950s in the
UK. The bespoke tailors; Savile Row introduced teddy boys, where most
of the styling resembled the Edwardian era fashion. TEDs were wearing
the jacket and trousers with bootlace ties. According to Polhemus, “The
jackets in this style were single-breasted, long, fitted and often featured
velvet trim on the collar or cuff. They were worn with narrow trousers
and fancy brocade waistcoats’ (Polhemus 1994: 33). The velvet trims and
the double-breasted jackets were an affront to the upper class as most of
them from the lower class. Hebdige describes that “TED’s shamelessly
fabricated aesthetic an aggressive combination of sartorial exotica (suede
shoes, velvet, and moleskin collars and bootlace) (1979: 51).

Bikers

When TEDs were showing more of a classy look, the bikers were parading
a stubborn and a grunge look. The soldier that was experiencing post-war
effects were riding bikes on the streets of London. As Polhemus (1994)
explains, the motorbike was the replacement for these soldier’s wartime
motors. These bikers were highlighted due to their detailed leather jacket,
which is an immortal fashion piece even today.

Rockers

Through the shadows of rock and roll and bikers, during the eatly 1960’
an additional yet a novel leather-based style tribe was born; named as
rockers. Extremely rebellious from inside to out, rockers were known to
be devotees of rock and roll. As explained by Polhemus (1994), the rockers
were wearing black leather jackets, trimmed with rows of metal studs
and hand-painted badges. The use of metal chains was very common in
rockers. He further states that “The Rockers’ visual iconography of studs,
painted insignia, chains, and razor-sharp winkle pickers was intended to
leave no one in doubt that the spirit of hard-hitting rock ‘n’ roll was alive
and kicking” (Polhemus 1994: 57).

Hippies

War was one major event in the history of mankind, which inspired many
of style tribes. Just as bikers, hippies were another post-war by-product.
They were a style tribe influenced by the Asian world. According to
Polhemus (1994), they were embracing a unique form of fashion, which
emphasized needle embroidery and fringing. The patchwork flares, shawls,
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and beads were their key styling elements. With a smile on their faces and
long and braided hair, they were obliged to spread love and peace.

Punks

The complete opposite of hippies; punk was more of a stubborn and a
dictatorial movement. Steel (2015) describes punk as leftover hippies. As
Polhemus (1994) explains, ‘the punk was born as a result of continuous
loathing to the existing cultural remnants. They were an all-too evocative
expression of the economic stagnation and rising unemployment of
Margaret Thatcher’s Britain (Clancy 1996: 172).

Punk clothing was iconic than any other style tribe ever existed.
They expressed a wave of anger, a rebel; straight in their clothing, This
stigma was argued by Steele as, ‘punks created a deliberately aggressive,
confrontational style, using the visual accoutrements of sadomasochism’
(1997: 287). Further, Clancy stated that:

Visually the torn ragbags of black leather, grubby t-shirts, faded
denim with DMs and chains take second place to the extraordinary
treatment of the hair. The scalp was often shaved except for a
“Mohican”-style ridge running from brow to nape. This ridge
would be bleached, dyed a bright rainbow colour, and then gelled
into a rigid fan that both startled and shocked the casual observer.
(1996: 172).

Punk is known as a rebellious tone of fashion. Hannon further claims
about punk as, “It’s an anti-authority, independent, tricky, unsentimental,
dirty, quick and a guiltless classification” (2009: 3).

THE BRAND VIVIENNE WESTWOOD

The growing punk movement, which was roaming on the streets of
London, was a direct inspiration for the designer Vivienne Westwood to
open the shop ‘SEX’. Polhemus explained that “The proto-punks lost
no time in adapting it as their meeting place and ‘SEX’ quickly became
a focus for a rare, truly alternative subculture.” (Polhemus 1994: 90).
Introducing underwear as outerwear, where bras were worn over dresses,
she started a new lead focusing a new input. Vivienne Westwood together
with Malcolm McLaren trailed inspirations from street styles. Krell (1997)
explained that Malcolm Mclaren and Vivienne Westwood have loved
50’. Due to the limitations in teddy boys, during 1972, they changed the
mood of the brand and renamed the shop as ‘too fast to live- too young
to die’ and have started selling leather chains and zips which were direct
inspirations of black urban culture and rock music.
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According to Krell (1997) the zips, chains, slogan printed t-shirts,
bondage suits were benefiting the budding punk movement. They sold
t-shirts with holes, badges and anarchy sign, rubber negligees, rubber
stockings and ripped fishnets (Krell 1997) show that Vivienne herself
was a punk muse with dark lipstick, pale skin, mini kilts, platinum blonde
spiked hair, and bondage boots. In 1981, Westwood together with
Malcolm McLaren show pieced a collection aiming high culture; known
to be as ‘pirates’ which was inspired by 17th and 18th-century portraits.
This was giving a different approach to the brand and for Westwood
herself.

METHODOLOGY

The qualitative research method was selected as the most suitable method
of data collection. The original Westwood designs were the major
source of the primary resource. Primary data which were photographs
of Westwood’s designs during 1970-1980 were selected based on the
influences on the designer’s garments by the different street styles
underlining the basic style elements such as colour, detailing, texture,
trims and value additions.

The main source of secondary data was books as well as e-journals,
databases and related websites were incorporated throughout the
research. The visual data was collected from the museum websites such
as the Victoria and Albert Museum and the British fashion council.
Initially, the data about the different street style tribes that existed during
different time-lapses were affected by the brand Vivienne Westwood
were collected. The garments, which show direct influences of street
style tribes resembling fashion sense, styling and value additions from
1970 to 1980, were selected and analyzed thoroughly. Each design was
analyzed and compared with the street style fashion using three major
demarcations; design elements (line, form, texture, and colour), design
principles (proportion, harmony, balance, contrast, and repetition) and
design theories (trickle-up, trickle-down and trickle-cross). The collected
data were analyzed undergrounded theory and logically examined to meet
the final conclusion of how and why brand Vivienne Westwood inspired
street-styles during the 70s and 80s for her creations.

DATA ANALYSIS

The brand Vivienne Westwood’s fashion outfits, which were influenced
from street style fashion during the 1970s to 1980s discussing
comprehensively, to evaluate the design elements and principles as well as
theories, which associated from high street fashion subcultures.
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Bondage Suit (1967)

Punk itself was a stubborn, dictatorial and a severe movement. Bondage
is often referred with punk. Further, it is moreover described as
enslavement, captivity, subjugation, and confinement.

This bondage suit consists of a long sleeve jacket, which is a straight
jacket and loses fitted, with a stand-up collar. The dressy jacket is a styling
feature of teddy boys. As described by Clancy (1996), the frock-coat length
jacket was a significant style feature of teddy boys. This emphasizes the
idea of street style effects on Vivienne Westwood’s designs. The jacket
consists of one pouch pocket with a button-down flap (Ireland 1987).

Fal

Figure 1. Bondage suite ~ Figure 2. The dressy ~ Ligure 3. Classic leather
by Vivienne Westwood  jacket of Teddy boys ~ motorcycle jacket, early
and Malcolm McLaren (Clancy, 1996, p. 58) 1960 (Polhemus, 1994, p.
1976, England. (Clancy, 22)

1996, p. 58)

The flaps attached over the jacket horizontally remind the remnants
of biker’s jacket. Moreover, these flaps strengthen the bondage appeal
of the suit by giving glimpses of restriction. The shoulder epaulettes on
the jacket and the metal zipper shifted from the centre front towards the
right-side seam are major styling of the biker’s jacket. The jacket consists
of metal grommets and metal buckles. The metal was a fundamental
phenomenon in punk clothing, As contended by Krell (1997) the chains
and zips were the main part of punk clothing. The use of metal studs
and grommets is seen in other designs of Westwood’s such as the Gene
Vincent ‘SEX’ skirt. Furthermore, the repeatedly used metal trims
highlight the design principle of repetition.

The trouser is known as the bondage trousers, which Vivienne
Westwood was most fascinated about. As cited by Jones and Mair, 2012,
Westwood describes as follows. “I’ll mention also that in my career, I've
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done three special trousers, which I think are just the greatest; bondage
trousers, pirate trousers, alien trousers” (Jones and Mair 2012: 519). The
trouser consists of medium fit with flaps at the knee area. As mentioned
by Vivienne Westwood, “The trouser mix references to army combat
gear; motorcyclist’s leather and fetishwear and features a zippered
seam under the crotch. A removable ‘bum flap’ and ‘hobble strap’ that
restrict movement.” (V&A, Vivienne Westwood, n.d.). The bum flap is
a removable material that hangs from the waist to cover the rear end.
Hobble strap is the strap used between the two legs of the trousers. The
use of the metal zipper and the straps in the trouser shows influences
from the punks.

The material used is genuine leather, which also was the major material
of the biker’s jacket. As Polhemus (1994) explained, black leather is a
decent material even in high fashion. The colour usage of the suit by
Vivienne Westwood is ironic as black gives an ominous appeal for the
garments. This exposes how the oppression and the hatred to the society,
which was shown by punks, have evidently influenced Westwood in her
designs during the 70s and 80s to embark the grunge the society had with
the current political and economic situation at that time.

T-Shirt; Seditionaries’ (1977)

The Vivienne Westwood and her partner Malcolm McLaren shows torn
and frayed appearance through their most unique piece of T-shirt. The
frayed appearance is one major feature in punk clothing. The ripped and
frayed guise of the clothes showed the complete opposite of the decent
fashion, which emphasizes the idea of anti-fashion.

The use of metal trims is seen in this garment as well. The use of safety
pin to attach the lower ripped area of the garment is potent the effect of
punk on Westwood’s clothing. As described by Polhemus (1994), wearing
safety pins was one condition to qualify as a proto-punk stereotype. The
graphics printed on the garment with phrases such as “God save the
queen” and “she isn’t no human being” expresses the political hatred
existed between the commoners and the Queen's regiment. The graphic
of the queen with a peaceful smile and expensive jewellery ironically
convey the class stratification and the miniature weight fell on the queen’s
shoulders due to continued economic stagnation. According to Vivienne
Westwood, ‘the repetition of slogan revealed there’s no future for the
country and the lost hope of a settled future and a balanced economy’
(V&A, Vivienne Westwood, n.d.).
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Figure 4. Seditionaties’ garment by Vivienne Westwood (V&A, Vivienne
Westwood, n.d.)

Placing a safety pin through the lips of the queen resembled and
highlights the abhorrence of punk against the queen attitudes. As
explained by Krell (1997) the pop group or ‘sex pistols’ who were the
greatest muses of Vivienne Westwood’s designs presented a song
themed, ‘God save the queen’, where its leading singer ‘Johnny Rotten’
wore a safety pin through his ears. As the facts gathered above it can be
argued that safety pins from punk styles have been used by the brand of
Vivienne Westwood to showcase the anger of society with the queen’s
attitudes through her clothes.

Gene Vincent Leather Sex’ Skirt (1974)

The skirt created by Vivienne Westwood and Malcolm McLaren is a
short skirt with a front zipper. The skirt is recognized as a mini skirt. As
described by Krell (1997), Westwood herself was designing and wearing
the leather miniskirts. Hence the Gene Vincent leather skirt has many
metal trim details such as metal chains, studs, zippers, key chains and islets
resembling Rockers.

The studs, chains, keyrings and the zips which are used in the skirt are a
clearinfluence of the style tribe; rockers. As explained by Polhemus (1994),
the icon of rockers fashion was studs and chains. The pyramid-shaped
metal studs used in the skirt are of dull gold and gunmetal colours. They
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Figure 5. Gene Vincent Leather ‘SEX skirt Figure 6. Rockers Jacket

by Vivien Westwood and Malcolm MaclLaren Embroidery Detail
(Google Art Camera) (Polhemus, 1994:57)

are commonly used around the front zipper area, around the embroidery
patch, and along the hem. A separate panel of leather is attached to the
front panel of the skirt, which is of undefined shape, and the metal studs
are planted around the leather patch. The embroidery patch used in the
skirt is another characteristic in rocker’s jackets. The studs marked around
the embroidery patches are evidently seen in rocker’s clothing as well. The
skirt is composed of a fringing detail at the side seams of the skirt. The
fringing is a styling detail popularized with hippies. Since hippies were
highly influenced by the ethnic styling, embroideries and the fringing
were common features of them and Vivienne Westwood had influenced
those details and created this skirt.

The skirt is composed of black leather, which is a high influence
of biker’s leather jacket. This is a repeating fact in every garment of
Westwood’s fashion. The use of leather is also an after effect of punk
together with rockers. The contrasting colours used in the embroidery
patch like red, white and yellow add focus to the skirt and also highlights
the use of the design principle of contrast.
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Anarchy Shirt (1976)

i £ k I % ! 8
Figure 7. Anarchy shirt by Vivienne Westwood (Vivienne Westwood,

shirt, British, The Mte, n.d.)

This anarchy shirt designed by Vivienne Westwood and Malcolm McLaren
and this is a long-sleeved shirt with shirt collar and cuffs. As explained
by Krell (1997) techniques such as bleaching and appliqueing are used in
this shirt and it’s composed of cotton material with buttons for fastening,
The shirt seems to be having a very loose fit giving space to the wearer.
Design principles such as repetition and contrast are clearly seen in this
design. As stated by Krell (1997), this shirt is bleached and distressed to
look old. The vertical lines are repeated in this shirt, which is composed
of two colours, and the cuffs are followed by the horizontal arrangement
of the stripes. The contrast colours such as red, green, orange and black
are used in the shirt at different placements. Red colour belt printed with
‘CHAOS’ is seen in the hand focusing the sleeve. The red colour is used
at the upper front panel and the collar, shading the vertical lines. The shirt
is shaded with green colour at the opposite upper front panel and both
green and red colours meet at the button stand, highlighting contrastive
colour usage of Vivienne Westwood.

The black rectangular shape is appliqued on the shirt is spread along
the right sleeve, printed with different slogans. Further, the sleeves of the
shirt are trimmed and no longer up to the level of the wrist. This style
came from the Teddy boys’ shirts as an influence. The orange applique
is placed vertically with wording in contrast white colour. A portrait of
Karl Marx is appliqued to the shirt expressing Westwood’s belief of Karl
Marx’s philosophy. Karl Mark’s theory of communism was a necessary
change to the existed capitalism in England, which simultaneously
interprets Westwood’s hatred to the political model. This was evidently
seen in the ‘Seditionaries’ t-shirt done by Westwood, with a safety pin
through the queen’s lips. Consecutively repeated different aspects of
criticizing the existed queen’s regime exemplify the Westwood’s need for
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changing the system similar to subcultural attitude. The slogans used in
the shirt are “dangerously close to love”, “we are not afraid of ruins and
chaos” and “only anarchists are pretty” (Krell 1997: 12) resembled the
proofs of the above argument.

The anarchy shirt resembles the unstable socio-political and economic
situation in which there is no proper structure as well as organization and
control, especially in society because there is no effective and powerful
government (Mclntosh 2013: 33). The punk subculture group was a
beginner of the battle NO-FUTURE’, due to the unbalanced economy in
the country. Simultaneously, the anarchy symbol was a common artefactin
the punk’s clothing. The punk replaced the subcultural order with anarchy
in the United Kingdom (Polhemus 1996: 59). This shows the influences
of punk clothing and punk’ point of view on Westwood’s designing.
The slogan “TRY SUBVERSION?’ is printed on the sleeve of the shirt is
described as an act of trying to destroy or damage an established system
or government (Mclntosh 2013: 33). This potent the ideology behind
Westwood’s designing and this highlights the effects of punk subculture
on Westwood’s designing.

“No Future” Sweater (1976)

The political frustration, which was continuously functioning in
Westwood’s mindset, drew her to design exquisite masterpieces such as
‘NO-FUTURE’ sweater. Composed of cotton and silk; the torn and frayed
appearance of the sweater resembles the ‘SEDITIONARIES’ t-shirt by
Westwood. The torn and frayed manner in clothing is a key styling feature
in punk’s clothing. According to Mendes and Haye, ‘in 1976 Westwood
and McLaren created their infamous ‘punkature’, consisting of ripped
t-shirts, bondage trousers, safety pins...” (1999: 238).

Figure 8. No Future Sweater Vivienne Westwood 1976 (Vivienne
Westwood, Sweater, British, The Met n.d)



Vivienne Westwood and her Fashion Mantra

By using contrasting colours such as red and black, Westwood highlights
the contrastive principle of designing. The red skull with crossed two
bones depicts the danger, the crisis and the insecurity of the unsatisfied
future. The same motif can be seen in the jackets of the rocker’s and this
demonstrates the influence of rockers on Westwood s’ designing. The
black wording of NO-FUTURE’ quilted on the skull draws the focus.
The black colour could be an influence from punk fashion. As described
by Polhemus (1994), black colour is the identity of punk, and it reflects
the idea of ‘protesting’. The use of ring metal trims is seen in the sleeves
of the sweater. This was seen in the ‘SEDITIONARIES’ t-shirt as well.
The techniques such as appliqueing and printing are used in the sweater.

Moreover, it consists of a loose fit with a frayed hem in the sleeves and
the bodice.

CONCLUSION

Westwood together with Malcolm McLaren was designing masterpieces,
which were clear influences of the street styles. This study reveals that
the street style tribes existed in London have inspired Westwood in the
process of designing. The unique styling features of the subcultural gangs
are very commonly engaged in the designs of Vivienne Westwood in
early1970 to 1980. The specific styling details, elements, principles, fabrics,
and trims used by the subcultural groups are employed in Westwood’s
designs. Hence the opinion of subcultural groups, which they presented
through their clothing, was evident in Westwood’s designs. Further, the
political situation of a country could be represented through a collection
of designs proved by Vivienne Westwood by her fashion philosophy.
This research encourages promising creators to yield the street style
fashion and explore Westwood’s philosophy of fashion mantra and the
uniqueness of her creations.
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ABSTRACT

In this paper, I examine the factors that lead to a revival of marginalized
practices of national culture in the age of globalization. Previous scholarship
suggests that globalization’s dynamism has the ability to affect common
methods used to shape national culture, leading to a resurgence of historically
marginalized practices. Focusing on sean-nés dance in twenty-first century
Ireland, I draw on literature that analyzes forms of Irish dance, while
interweaving ethnographic research to demonstrate why the revival of sean-
nés dance in the twenty first century occurred. I trace the histories of the two
main dance forms in Ireland, step dance, an invented, “traditional” dance
form, and sean-nés dance, the “old-style” dance. I reveal that the revival
and increasing legitimization of sean-nés dance in Ireland is predicated on
the continued globalization and commodification of step dance, in addition
to the inclusive performance context and movements of sean-nds dance
that have remained embedded in Ireland’s culture. While this research shows
that globalization and the actual movements within marginalized, embodied
performances of national culture can contribute to their revival in the twenty-
first century, many other contributing social, historical, and economic factors
need to be considered.
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Sean-nds dance,
which literally
translates to‘old-
style dance] has
historically existed

in rural areas in
Ireland and has
been associated
with the past and
unsophisticated
ways of being,
especially during the
turn of the twentieth
century when Irish
step dancing was

invented as tradition.

INTRODUCTION

Existing scholarship claims that commonly used methods for producing
national culture include invented traditions, everyday actions and
behaviors, and romanticizing of the rural as the ‘authentic’. Because of
globalization, practices of national culture are continually re-embedded
and re-circulated within a nation (Edensor 2002: 33). While many studies
consider the reconfiguration of national culture in a globalized world,
few studies include embodied culture, such as dance, in the discussion
of globalization and national culture reconfiguration. Nor are the
movements and the performance contexts within dance forms considered
as potentially significant factors that influence how we think about the
way culture functions at different levels within a nation today. My present
study seeks to address these disparities.

This study examines the revival of sean-nés dance® in Ireland by
providing a history of dance in Ireland and then tracking the evolution
of sean-nés dance alongside the invented tradition of step dancing, I
identify key embodied and performative differences between the two
dance forms. I include ethnographic research, drawing on interviews that
I conducted, as well as my personal, embodied experiences of step dance
and sean-no6s dance from studying dance in Ireland from January 2018 to
May 2018. I argue that the revival of sean-nds dance is partly due to the
embodied differences between sean-nés dance and step dance. It is also
predicated on the globalization of step dance, as step dance functions
less as a marker of national culture than it used to. Meanwhile, sean-
nés dance, which historically precedes the invention of step dancing,
has remained representative of an ‘authentic’ Irishness at a local and
regional level. Sean-nds dance provides space for individual expression
and freedom within an inclusive, communal context, which adds to the
appeal of the dance form in the twenty-first century.

The objective of this paper is to demonstrate one way that local
performances of national culture can regain momentum when popular
performances of national culture experience the effects of globalization.
I address the significance of embodied practices of national culture and
the inherent ability of movement to reinvent, create, and express culture.
This paper suggests the need to consider the movements in embodied
practices of national culture as a key factor in successfully shaping them
to serve as such. This research can function as a basis for beginning to
understand why and how national culture is formed in an increasingly
globalized world.

LITERATURE REVIEW

I situate my research within existing literature about commonly
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used methods for constructing national culture - invented traditions,
everyday behaviors and activities, and the romanticization of the rural
- and globalization’s effects on those processes. I address embodied
performances of national culture by discussing the relationship between
bodily movement and culture, as particularly displayed through dance.

Invented Traditions

Hobsbawm and Ranger assert that traditions, which inherently claim
to be situated in history, are often invented in the relatively recent past
to “inoculate certain values and norms... which automatically imply
continuity with the past” (1983: 1). Hohmann (2010: 146) builds off
this, clarifying conditions that lead to traditions being invented. These
conditions include brutal social change, the emergence of a new elite,
and a new power that seeks to impose its own legitimacy and order.
The invention of tradition frequently occurs under those conditions,
especially if they weaken previous social patterns or if old traditions do
not sufficiently adapt. The arts are particularly susceptible to invention
as tradition, as nations look to ‘humanistic things’ when creating cultural
nationalism in times of social change (Brown 1985: 237).

The Everyday

There has been increasing emphasis on the impact of everyday behaviors
and activities in relation to the shaping of national culture. As culture
shifts with time, place, and other similar factors, it is thus “constantly in
a process of becoming, of emerging out of the dynamism of popular
culture and everyday life whereby people make and remake connections
between the local and the national” (Edensor 2002: vii). Ina¢ and Unal
(1991: 230) similarly assert that national culture is always in a process of
becoming, as well. It combines historical struggles and daily experiences.
Edensor (2002: 74) elaborates that other embodied, everyday practices,
such as traditional ceremonies, dance, and parades, inscribe identity and
culture into the body, thus enabling them to be used to shape national
culture. Skey and Antonsich also say that “feelings of national belonging
emerge in moments of bodily encounters” (2017: 179-181) and that
bodies rework national cultures through everyday performances of
popularized, national activities, such as dance or sport.

DESIRE FORTHE ‘AUTHENTIC' THROUGH THE RURAL

Rural areas of a nation can also be the source of inspiration for national
culture. Edensor suggests that when mentioning the name of a nation,
there is often a particular rural landscape that comes to mind, generally
with people performing certain actions. These rural landscapes are
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“loaded with symbolic values and stand for national virtues” (Edensor
2002: 39-40). Kaufmann and Zimmer contribute their concept of the
‘nationalism of nature’, whereby a nation “imprints its culture onto a
particular landscape, rendering it familiar” (1998: 503). This ultimately
leads to people desiring a sort of manufactured ‘authenticity’ of the
nation, which is deeply embedded within a social and historical framework
(Inag and Unal 2013: 224). The Swiss Alps provide an example of this,
as they were constructed as a natural place for the emergence of a “pure,
simple, honest, and liberty-loving character” (Kaufmann and Zimmer
1998: 491) in the eighteenth-century and still hold great significance for
people in Switzerland today. The rural provides other motifs for national
culture besides landscapes, as well. Food, leisure activities, and literature
found in rural locations can also manufacture a sense of the ‘authentic’.
This constructed sense of what is ‘authentic’ to the nation is continually
re-circulated through popular culture (Edensor 2002: 40).

Elffects of Globalization

The aforementioned common methods historically used to shape national
culture can help understand that process in the twenty-first century, as
well, as “far from being a relic of the nineteenth century, the cultural
component of nationalistideology has notlostits relevance” (Harris 2009:
28). However, with the emergence of globalization, national culture has
become more dynamic and transitional; there is a constant reconstitution
and re-embedding of it in the present day (Brown 1985: 240, Edensor
2002: 33). It is through this that there is space for the revival of folk
culture. It is becoming increasingly common for traditional or vernacular
cultural elements that have been historically dismissed by elitist culture
to be ‘reconstructed’ as alternative kinds of national culture (Edensor
2002:. 4).

The state of flux that defines national culture due to globalization
allows for the meshing of the past and present to re-invent traditions.
Hannerz supports this with his peripheral corruption scenario, in which
peripheral culture, consisting of the activities and traditions that exist
outside of mainstream culture, “takes its time reshaping metropolitan
culture to its own specifications” (1991: 124). Hannerz (1991) also
contributes that cultural competence is increasingly derived from
involvement with local forms of life and that globalization is one of the
main sources for new movements to arise in contemporary times. Thus,
both local life and globalization are factors that enable his peripheral
corruption scenario to occut.
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National Culture as an Embodied Practice

There are also scholars that have addressed the idea of embodied
performances as a way to communicate forms of culture to others.
Barbour suggests that embodiment recognizes conditions of history
and culture and that movement can be identified as “the originating
ground of our sense-making” (2011: 88-89), which contributes to the
way that national culture presents itself and how people perceive it in
relation to themselves. More explicitly, through movement and dancing,
people bear culture (Thomas 2003: 78). Similarly, Dyke and Archettie
(2003: 15-17) suggest that dance combines the body, social practices, and
cultural imagination in a way that creates a sense of togetherness and
allows people to reflect on issues, which then helps shape society and
reformulate national cultures. Barbour (2011: 92-93) reaffirms this by
stating that dance allows people to look at their relationship to the world,
and it expresses national culture and individual identities in a new way.
In this way, the significance of embodied practices in shaping national
culture becomes evident.

Most studies emphasize one of the previously discussed methods for
creating national culture when analyzing a specific nation and its history.
Other studies display ways that embodied performances work within
a nation to create a sense of common culture. My study displays how
globalization affects processes of shaping national culture, specifically in
twenty-first century Ireland. I argue it is necessary to study the bodily
movements and kinaesthetic frameworks to understand how national
culture is shaped through physical practices. I analyze the revival of sean-
noés dance to demonstrate the importance of studying movement, in
relation to bodies, culture, and society, to fully understand how embodied
practices help shape and reinvent national culture.

METHODOLOGY

For my case study, I track the history of dance in Ireland and identify key
ways that dance aids in the shaping of national culture through analyzing
primary and secondary sources on dance in Ireland and general Irish
history. I specifically look at the revival of sean-nés dance in the twenty-
first century. By placing an analysis of sean-nds next to an analysis of step
dancing, the other main dance form in Ireland, I am able to recognize
major factors that contribute to the revival of sean-nés.

I draw on five interviews that I conducted with students studying Irish
dance at the University of Limerick. I use material from courses 1 took
while studying at the University of Limerick from January to May, 2018,
which include an Irish history course, a Gaelic-Irish language course that
was split between learning the language and contextualizing its role within
Irish society, a percussive dance class where I learned some sean-nés
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dance, an introductory course to Irish traditional music and dance, and an
Irish step dance repertoire class. I also rely on my embodied experiences
of sean-nds dance and Irish step dance to support my analysis.

THE REVIVAL OF SEAN-NOS DANCE IN IRELAND

The past three centuries have been a time of constant change throughout
Ireland, which can be seen through a parallel analysis of Irish society and
Irish dance. Ireland was still under the control of the British in the 1700-
1800s, a time when dancing masters’ were popular throughout Ireland.
The type of dance that dancing masters often taught was intimate and
close to the ground. One was said to be a good dancer if they could
“dance within six square inches or on a dinner plate” (Foley 2001: 41).
Regional styles emerged, and particularly the Connemara* style became
characterized by its low to the floor steps, improvisational qualities, and
relaxed upper body. It was heavily embedded in Irish folk culture and built
a sense of community. Everyone was invited to dance, especially at ceilis’.
This style became known as sean-nés dance. However, it wasn’t until
around the 1940s that the term ‘sean-nos’ was used, but ‘sean-nds’ cannot
be reduced to one definition. It simultaneously means the performance
style, the performance context, the social function, and the repertoire; all
of it contributes to the meaning of sean-nés (Henigan 1991).

Nevertheless, when the Potato Famine hit Ireland in the mid-1840s,
there was a decline in Irish dance, as many people emigrated or died.
Post-famine, people were forward-looking, and sean-nés dance became
associated with an old way of life. There were also growing tensions
between the Irish and the British; by the end of the nineteenth century,
Irish people had a strong desire for a culture distinct from that of the
British. The result of this was the Gaelic Revival. Political leaders of the
time argued for a need to revive and re-invent Irish culture in everyday
life to counter the anglicization of the country. The first feiseanna’, or
Irish arts festival, was held in 1898, but sean-nds was eliminated from it,
due to its improvisational quality. Collections of dance books published
in the early 1900s continued to shape perceptions of what Irish dance
was supposed to be (Foley 2013: 137). The aim was to formalize and
standardize Irish dance. “In its re-configuration and institutionalization
of a particular dance aesthetic, An Coimisitin’ constructed and projected a
unified image of Ireland through the medium of step dance” (Phelan 2014:
147), which was then embodied by the dancers. Largely, the spontaneity
and gaiety of dance gatherings were replaced by pre-determined dance
repertoire. Some dance masters, however, ignored An Coimisiun’s efforts
and retained their own unique repertoires in rural villages, particularly in
Connemara (Phelan 2014: 51-52). Known as Gaeltachts®, these areas are
where sean-nos continued to survive.
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THE GLOBALIZATION OF IRISH STEP DANCE
EVOLUTION IN THE TWENTIETH-CENTURY

I suggest that the performance context of sean-nés dance, the contrasting
evolutions of sean-nds dance and step dance, and the stark differences
in kinaesthetic embodiment of those two dance forms are the main
contributing factors to the revival of sean-nés dance in twenty-first
century Ireland. Sean-nés dance is a growing practice of performative
local culture, while step dance continues to experience the effects of
globalization.

The popularity of Irish step dance and step dance competitions grew
throughout the twentieth century. The national perception of an Irish
step dancer was a young female with curly hair, a fancy costume, and
high, athletic movements (Foley 2001: 36). Developments in dance shoes,
particularly the hard shoes, allowed for the evolution and invention of
dance steps. Step dance started drawing on other dance forms, as well.
Taking from ballet, dancers began incorporating higher jumps and kicks
into their performances, which contrasted the former tradition of using
low levelled movements (Foley 2013: 39, Phelan 2014: 94). Stages became
larger, which resulted in more travelling movements, another divergence
from the way dance had been.

Riverdance
On April 30, 1994, in the midst of the Celtic Tiget’, a seven-minute 9. An economic boom
performance called Riverdance took place at The Eurovision Song lasting for about
. o . 15 years, caused
Contest, whose transnational television audience of three hundred by increased
million people thrust a simplified image of Irish step dance into the consumption and
wortld of popular culture. This performance, which later became a full- ﬁ:lt:\:]a:jrdb;n\;i:tment.
. . . . . C e
length production and combined dance, music, lighting, costumes and increasingly secular,
technology, put Irish dance on the global map. The theatrical manner entrepreneurial,

and economically

of Riverdance made it accessible for large audiences and ‘contributed to "
competitive.

what is currently a global homogenization of the representation of Irish
step dance’ and Irish national culture, in general (Foley 2001: 40).

Commodification of Step Dance

A result of the Riverdance phenomenon was Irish dance schools
doubling in size. In fact, while at the University of Limerick in the spring
of 2018, I conducted a series of interviews with students studying Irish
dance. Student two (personal communication, spring 2018) stated in her
interview that her mom put her in Irish step dance so that she “could
be just like Riverdance” (2018). Student four (personal communication,
spring 2018) stressed the Riverdance-era’s influence on Irish dancers by
saying, “I suppose everyone’s dream is Riverdance”. Masero (2010: 14)
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10. A mixture of social
events and arts
competitions held
annually in Dublin

11. Ireland’s oldest arts
festival

further demonstrates the effect of Riverdance, saying that the growth
in Irish step dance was so extreme that the 1999 All-Ireland dancing
championship lasted for seven days, as opposed to in 1930, when it was
only two days long. People around the world bought into the popularity
of Riverdance and wanted to participate in its glamour, thus expanding
and commodifying Irish step dance.

Adding to the commodification of Irish step dance are vendors and
costumes. At competitions and commercial performances like Riverdance
and Lord of the Dance, vendors sell all sorts of souvenirs. For dancers,
a sturdy pair of hard shoes can cost upwards of £200, or around $227.
A state-of-the-art costume generally costs between £400 to £800, and
then there are costs for accessories, such as embroidered tiaras, dress
covers, wigs, and headbands (Brennan 1995: 157). Because multiple
dancers compete on stage at the same time, costuming may draw a judge’s
attention to that dancer. All of this is done in part to “meet the changing
demands of Irish step dancers within the more affluent, modern and
globalized Celtic Tiger Ireland” (Foley 2013: 185). However, it is the same
commodification of Irish step dance that has served as a catalyst for the
emergence of marginal dance practices (Foley 2001: 34). Those who do
not have the financial means to spend thousands of dollars cannot as
easily participate in competitive step dance culture, adding to the appeal
of alternative dance practices. With this, space has been created for sean-
nés dance to regain momentum in the twenty-first century.

INSTITUTIONALIZATION OF SEAN-NOS DANCE

The revival of sean-nés dance is also due to its institutionalization that
began in the mid-twentieth century. In the 1960s during the Gaeltacht Civil
Rights Movement, where people protested insufficient representation
of sean-nés in the annual An tOireachtas'’, sean-nés song, dance, and
music has been gaining more attention. In 1975, the Oireachtas in Cois
Fharraige was held in Connemara, rather than Dublin, which had been
the normal location (Brennan 1999: 140-141). In the 1970s sean-nos
dance competitions were introduced to the country. However, they
remain locally based and lack the bureaucratic features the Irish Dancing
Commission put in place for step dance competitions. For instance,
competitors often do not submit their names until the last minute, so the
element of spontaneity, inherent in sean-nos, is retained. Following the
competition, it is common for all participants and any audience members
to dance together (Brennan 1999: 136-140). Advertisements for sean-nos
dance competitions are written mostly in the Irish language, thus resisting
the effects of globalization and remaining a local performance of Irish
national culture (Wulff 2007: 21). This proves to be an effective method,
as well. Liam Maolaodha, director of Oireachtas na Gaeilge'', mentioned
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that the number of young dancers participating in sean-nés dance has
been increasing since the beginning of the twenty first century (Muiri
2001). The groundedness of sean-nds dance competitions in local culture
is one aspect of the performance context contributing to its current
revival.

The legitimization and institutionalization of sean-nés dance has
occurred in other ways, as well. Sean-nds dance classes are now offered,
whereas, people used to teach themselves by watching other dancers
perform (Wulff 2007: 127). Additionally, within the past two years, sean-
n6s dance has been introduced into the University of Limerick Irish dance
program, another tangible piece of evidence of the sean-nos revival.

DIFFERENCES BETWEEN SEAN-NOS DANCE AND STEP DANCE

Since sean-nés dance is the main performance of national culture that
has regained momentum in the post-Riverdance era, it is important to
analyze its movements to more comprehensively understand its revival.
Jordan interviewed a well-known dance prodigy from County Clare by
the name of O’Dea who claims that the main appeal of sean-nés dance
is that it is ‘natural’, whereas, “modern dancers are almost like athletes,
and once you reach 40 or 45 years of age, you can’t do it anymore” (1998:
3). One of the core aspects of sean-nos is its ability to bring individuals
of all ages together. Wulff (2002: 128) discusses how at an informal
sean-nds dance competition in a pub in the small village of Carraroe,
the competitor’s ages ranged from 10 years-old to 50 years-old, and it
was the man in his 50s who ended up winning. With competitive step
dancing, once dancers turn 25 years old, they are no longer allowed to
compete. Additionally, I participated in a sean-n6s dance workshop while
in Limerick, and the man who taught it was easily in his late 70s. His age
legitimized his skill; students had immense respect for him and the steps
he was teaching. Sean-nés dance is also more gender inclusive, whereas
step dance continues to be a female dominated dance form. My step
dance professor at the University of Limerick (personal communication,
spring 2018) made several comments to me about how male dancers
have to embody a hyper-masculinity if they want to be even remotely
successful when competing against females in step dance. There are
more possibilities for gender expression and age variance with sean-nés
dance than with step dance, allowing for a sense of togetherness across
differences - another contributing factor to its current revival.

O’Connor (2013: 84) supports this by arguing that community is
cultivated through the social context and kinaesthetics of sean-nds
dance. For some, the motive to dance sean-nds is for the craic'?, which  12. Irish vernacular for
student one (personal communication, spring 2018) agreed with during fun’
her interview. Student one and student three (personal communication,
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spring 2018) emphasized that sean-nés dance is about enjoyment, and
step dance has become extreme and tends to focus on technique and a
certain bodily standard. Not only that, but the informal environments in
which sean-nés dance takes place serve as social levelers (O’Connor 2013:
85-80). Social class, gender, religion, socioeconomic status, and all other
dividing differences are disregarded, and only the dance and music matter.
In fact, ‘sean-nés dancing will get people here on a kind of ‘communal
high” (Brennan 1999: 142).

Ewmbodied Differences

While studying in Ireland, I experienced drastic differences between sean-
nos dance and hardshoe step dance through personal embodiment of
the dance forms. Step dance involves being stiff and upright. My step
dance professor (personal communication, spring 2018) would constantly
tell me to stick my chest out more, keep my legs straight while landing
a jump, and turn my feet out past what is comfortable. One of the first
days of class, he told me that if I wasn’t in pain, then I wasn’t doing it
correctly. However, the unnatural bodily standard of step dance can be
quite dangerous and make dancers more prone to injury. The footwork
is also quite intricate in hardshoe step dancing; the jumps should be high
and the legs should be flexible. Student five (personal communication,
spring 2018) stated in her interview with me that when competing in
hardshoe step dance, she focuses on being strong and powerful. Step
dancing involves pushing the physical boundaries of the body and trying
to outdo other dancers and oneself. Step dance continues to be for those
who are very physically-abled.

Conversely, in my sean-nds dance class, I felt relief from letting my
upper body relax and my knees bend, allowing myself to breathe, and
letting my body respond naturally to what my feet were doing. I found
this dance style easier to embody. In sean-nés dance, the feet remain close
to the ground; there are no physically demanding jumps. Unlike with step
dance, I felt no pressure to conform to a certain body standard or shape.
Another defining characteristic of sean-nés dance is improvisation, which
contributes to a feeling of individuality in the dance form. Not only is this
dance form deeply rooted in Irish culture and history, butit simultaneously
promotes individual expression within a community context. Nowadays,
people are becoming more concerned with individual identity and having
space to explore that identity. Sean-nés dance allows for that, but in a
supportive and inclusive setting, which adds to its increasing ability to
serve as a performance of national culture.
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Mustc differences

Traditional Irish music plays a significant role in Irish culture, arguably
more so than Irish dance, and is thus important to consider when
contrasting step dance with sean-nés dance. The music in sean-nds is
intrinsically linked to the dancing; the dancer and musicians compose
together as the performance unfolds. While sean-nés dance is performed
to live music, competitive step dancing uses recorded music. Student two
(personal communication, spring 2018) found that using recorded music,
along with the evolution of the steps, was sacrificing too much integrity
of step dance.

As footwork in step dancing has evolved and become more intricate,
the music has had to become slower to accommodate for the dancers.
The dance prodigy O’Dea contributes that competitive step dancers do
not know the history behind the music or their steps anymore because of
the extreme evolution in the era of globalization (Jordan 1998: 2). Four
out of five students (personal communication, spring 2018) interviewed
mentioned that dancing to live music adds a sense of liveliness and appeal
to any form of Irish dance, but especially sean-nés dance . When it comes
to sean-no6s dance, Wulff goes as far to say that the music helps do the
dancing. She quotes Paraic Hopkins, a previous winner of the Carraroe
Sean-nés Competition, “When you see somebody who enjoys [sean-
no6s]... it is the music that is holding him up!” (Wulff 2007: 20).

CONCLUSION

I conclude that the qualities inherent to sean-nés dance - the emphasis on
individual expression, inclusivity and community, and the connection to
music - contribute to its revival in the twenty first century. The movements
and kinaesthetic frameworks in sean-nés dance also exemplify how the
physical movements of performed national culture can significantly lend
to its ability to serve as such. The revival of sean-nds dance in twenty-
first century Ireland is also predicated on the globalization of step dance.
Nowadays, Irish step dance is a hyper-athletic, global commodity, much
less focused on performing Irish national culture, which was the original
reason for its invention during the Gaelic Revival. Thus, it can be said
that the effects of globalization on invented traditions and the dynamic
quality of national culture in the present day create space for marginalized,
embodied practices of national culture to reemerge. This analysis
also demonstrates the need to study both conceptual and kinaesthetic
frameworks to better understand the shaping of national culture through
physical practices.
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HARLEY ERDMAN,
University of Massachusetts at Amherst - USA

Beyond Shakespeare’s Globe:
Women Playwrights of Golden Age
Spain

I speak to you today just after the world has finished celebrating a big
theatre anniversary. April 23, 2016. The date marked the 400" anniversary
of the death of William Shakespeare. Thousands of articles about the
writer appeared in print and online around the world. For a few weeks,
Shakespeare was on the front page of many American newspapers, and the
home page of many websites. There were over 70 celebrations and festivals
organized around the world, as well as a website, (shakespeareanniversary.
org) dedicated just to this commemoration.

I am not sure what the case is in Sti Lanka, but this celebration reflects
what is true in the USA: the exponential growth of the “Shakespeare
Industry” Hach year sees the publication of dozens of books about
Shakespeare, hundreds of articles, hundreds upon hundreds of
Shakespeare productions, and the founding of new Shakespeare festivals.
The Shakespeare Theatre Association lists over 120 officially registered
professional Shakespeare theatres'. But these are just the big ones: this
large number does not many smaller, amateur or community festivals.
It seems like every city in America has a Shakespeare festival. I live in a
small town in western Massachusetts, and it has one every summer. The
situation is the same at universities in the USA. Many university theatre

1.

http://www.
stahome.org/

129



130 Harley Erdman

departments produce a Shakespeare play every single year. It can fairly
be said that, in the USA, this one playwright, William Shakespeare, now
has come to stand in for neatly the entirety of world’s theater classical
tradition, increasingly to the exclusion of all else.

There are politics behind this, of course: the nature of history and
power. We can understand why Shakespeare, a writer once known mostly
only in England, suddenly emerged as the “world’s greatest playwright”
in the 19" century, at exactly the same time that Britain was reaching its
peak as a colonial and imperial power. But though the sun has set on
that empire, Shakespeare’s sun keeps rising and rising, as market forces,
consumerism, and western capitalism propel that sun to a new zenith.
Shakespeare is a brand. He is the globe’s “universal playwright.”

As a translator, adapter, and playwright, I find the ever-
increasing hegemony of Shakespeare today troubling. To renew itself, to
be relevant, theatre needs encounters with others. It needs new voices.
New perspectives. And that means not just new voices writers from
present but new voices from other places and other times. Otherwise
we end up running on a treadmill, exhausted. The narrowing of interest
in classic theatre to a “Shakespeare” monoculture is an impoverishment
of possibilities, that goes against the spirit of discovery, of sharing, of
borrowing, adaptation, transformation, assimilation, and curiosity, that
is at the heart of what we do in theatre. Theatre is about collaboration,
multiplicity, diversity, not the romantic worship of individual genius
(another product of the 19" century).

There are serious ethical problems too, when it comes to theatre
training. An average Shakespeare play has roles for 15 to 25 men and 3 or
4 women. But it’s not just quantity. The men’s roles are also qualitatively
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superior to the women’s. 60% of my theatre students in the USA are
women. Where are the opportunities for them, when we do Shakespeare
every year? Does equity only come to them through cross-gender casting,
playing male roles? Is this fair? What are we perpetuating?

Forgive my long introduction, but this is the frustration that motivates
my talk today, which is about another genre of classical theatre. It is far
less known today around the world, but worth knowing about, I believe.
That is the theatre of early modern Spain and Latin America. At roughly
the same time as Shakespeare, Spain had a vibrant professional theater.
Thousands and thousands of plays were written and produced during this
Siglo de Oro, or Golden Age (literally, “Golden century), from about 1580 to
1680. Over a thousand of these plays survive today. They were performed
in courtyards known as corrales, that had some rough characteristics that
we would recognize from Shakespeare’s theatre. There were celebrated
playwrights, most famously Lope de Vega, who was reputed to have
written over two thousand plays. Some of Lope’s plays even survive in
manuscript — his own handwriting, something not true of Shakespeare.

But one big factor distinguishes Spanish Golden Age theatre from
Shakespeare’s theatre: the substantial presence of women. First, there were
the bodies of women on stage: there were female performers: actresses.
In Shakespeare’s England, women were not allowed on stage. All female
roles were played by boy apprentices, trainees, a factor that had a negative
impact on the quantity and quality of their roles. In Lope de Vega’s Spain,
not only were female roles played by women, but these women were
often famous, the leading lights of their companies: superstars. We know
the names of some of these actresses today. The most famous of these,
Marfa Calderon, “la Calderona,” was a lover of King Felipe IV, and even
fathered a son to the king, which he came to acknowledge. The celebrity
of these actresses led playwrights to write powerful, commanding roles
for women. The result is we have hundreds of surviving plays built for
smart resourceful, complex female characters. Certain character types
appear again and again, like the mujer esquiva and mujer varonil. There is
even one famous play by Lope de Vega, Fuente Ovejuna, where women
lead a social uprising against a brutal feudal overlord. We find shadows
and aspects of these character types in Shakespeare, but with much less
vibrancy and frequency.

Women also were an important component of theatre audiences. All
unaccompanied women were required to sit in a special part of the corral
nicknamed the caguela. It got that nickname because of its reputation
as a flashpoint, a hot spot, a place where things were always simmering,
boiling over. It was the loudest part of the theater. Note: the women
sitting in the cazuela had arguably the best seats in the entire corral: dead
center, directly facing the stage, on the first gallery level, with the best
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2. Foratable of such
writing, see the
introduction to my
anthology, Women
Playwrights of
Early Modern Spain
(Romero-Diaz &
Vollendorf 2016)

sightlines in the house. It’s a great irony: segregating so many women
audience members into one section might have concentrated their impact
and position. They became a collective force that had to be reckoned
with, written for, spoken to, confronted.

Women also were active as managers of these companies. One recent
study found the names of 76 women who were managers of theater
companies. Almost all of these were actresses who took over companies
from their husbands when they became widows.

Finally, there was one last place where women were active, something

unprecedented in Shakespeare’s theater or any other European theater of
the petiod, even until the mid-20" century. I’m talking about the presence
of women as playwrights. Recent research has identified the names of 21
women who wrote plays between 1500 and 1750 with 83 known titles.?
Some of these 83 plays are lost, but many have survived, and have been
recently rediscovered. Just in the past 20 years or so some of them have
started to be published in Spanish, so we now are starting to have a
“canon” of available plays. Even more recently, a few of them have been
translated into English. And a very small handful of these have been
brought to the stage. For the most part, though, they remain little known
to Spanish readers and audiences, and virtually unknown to readers and
audiences in the rest of the world.

Why are these plays so little known? There are many reasons. One
is the Shakespeare factor. His ever-increasing rise to prominence over
the last 200 years has crowded out, so much else, including all Spanish
theater. [Remember that Spain’s empire was at its peak in the mid-16™
century, and that empire crumbled in the 1600s, in the face of Dutch
and English rivals: as Spain declined, so did its cultural influence, and
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its dramatic legacy.| But there’s a more important reason, I think. These
women wrote plays that were often challenging in subject matter. They
defy many stereotypes of what was ‘feminine’, then and then. They are
exist in the margins in terms of form and style: they are non-normative
plays. In spite of the fact that there women as actors, women as
managers, and women as important audience members in the Spanish
public theaters, women as playwrights was one place where the line was
drawn. Bodies of women could be on stage or in the seats, but the ideas
of women as writers and dramatists were not welcome. All the women
playwrights, without exception, ended up writing in “alternative” spaces,
for alternative situations, under alternative circumstances, to alternative
audiences. They wrote from the margins. Their work body of work
constitutes an alternative tradition outside that requires imagination to
read, translate, and stage. No wonder they have been marginalized over
the last four hundred years: First, as Spanish language writers in a world
dominated by English and Shakespeare; and second, as women writing in
a world dominated by men.

I have been able to identify three major alternative venues or
performance spaces — performance circumstances, really -- that account
for all the plays written by these women. One of these are convents. The
Catholic Church’s Counter-Reformation of the 16™ century mandated
the founding of numerous religious orders and convents as a way of
combatting the Protestant heresy that was spreading across Europe.
These convents offered women rigorous education not just in theology
but math, literature, languages, and the arts. A significant minority of
young women in Spain and its Latin American colonies took vows and
entered convents in this period, and most of them were not just avoiding
disgrace or scandal. Convents offered education, protection, security,
community, and freedom from the tyranny of an unwanted husband or
controlling father. You could pursue reading and writing in a convent.
You could achieve a position of power and authority in a convent by
becoming, over time, part of a convent’s administration: a prioress, a
prelate, or one of her many other leadership roles. Nor were all convents
places of self-denial. Some were quite luxurious, where nuns had personal
libraries, two-story apartments, even private servants and cooks. But the
one restriction convents almost always imposed was cloistering. That
is, once they took their vows, the nuns had little or no opportunity to
venture out in the larger world for visits — not even for the funerals of
loved ones. This factor, too, made convents places with their own intense
internal cultures, that spawned a number of important writers.

For example, the most famous woman writer of the 17" century was a
nun, Sor Juana Inés de la Cruz. She was to a poor humble family in a village
outside of Mexico City, the capital of New Spain. She was such a child
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genius [prodigy] that, at the age of 12, she was sent to live with the vice-Roy
and his wife in Mexico City; she soon became renowned for her beauty,
brilliance, and wit. At the age of 16, she took vows, entered a convent. For
over twenty years, she wrote and published poetry, essays, and a few plays
until a new bishop arrived in Mexico who decided to crack down on nun’s
secular education. Sor Juana challenged him through a famous letter that
defended secular education and the arts as being in the service of god. The
bishop and archbishop denounced her “waywardness” and all the books in
her private library were confiscated; she ended up signing a document that
renounced her interest in all these things. She died just a few years later.’

The most important interesting for me of a nun who wrote plays is
Sor Marcela de San Felix®. She had extraordinary background. Her father
was Spain’s most famous playwright, Lope de Vega, and her mother was
one of Spain’s most famous actresses, Micaela de Lujan. (Though I should
point out: Lope was married to another woman at this point: Marcela was
his illegitimate daughter.) Despite being illegitimate, Marcela spent most
of her youth in Lope’s house in Madrid, living with her father, step sisters
and step mother. At age sixteen, she took vows as a nun, to live in the
convent of San Ildelfonso, right around the corner from her house. Lope
visited her every day for virtually the rest of his life. Sor Marcela never
left this convent for the rest of her long life. She went on to hold many
influential positions there, including head teacher. Three times, the other
nuns elected her prelate, or head of the convent. She also at times worked
in the canteen, as “keeper of hens.”
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Sor Marcela’s convent was particularly famous for theater. Every time
there was a special occasion, the nuns put on performances: Christmas,
Easter, all the major Christian holidays, every time a new nun was admitted
to the convent and took her vows, every time royal dignitaries or religious
officials visited the convent — there was an original performance. The
nuns wrote, acted, designed, and produced these plays. And Sor Marcela,
from what we can tell, was often lead writer and lead performer.

14 plays by Sor Marcela survive. There are types of plays, all written
for these special occasions or celebrations. 8 of them are /as, or comic
prologues that came before the main play. Most of the /&asare monologues,
solo pieces. In most of them, Sor Marcela comes out dressed as a man:
usually, a hungry, demanding, angry, arrogant wandering scholar who has
shown up at the convent and wants food and service from the nuns.
These monologues are very funny: these hungry scholars go on and on,
raving, complaining, shouting about how terrible the nuns are, to the
point of the absurdity. The /as are also full of everyday detail of convent
life: how bad the food is, how drafty the kitchen is, how poor the budget
is, how there’s not enough money to make ends meet, how tiring the
duties are, how hard it is to be celibate. Sor Marcela uses the /&a to critique
living conditions in the convent and all the things that plague the nuns,
while also poking fun at herself.

The /oas were prologues to cologuios, longer allegorical plays with a
more serious religious message. In these, the nuns play characters such
as Faith, Truth, Deception, etc. They also have a strong social message.
In one, a nasty, belligerent] character named “Mindless Zeal” shows up
at a convent and harasses three nuns named “Soul, Peace, and Sincerity.”
He insists they are not being fierce enough in their religion; he accuses
them of being too compassionate and forgiving. True Christian faith,
he says, tolerates no moderation. True Christian faith, he says, means
stamping out all signs of religious weakness, with violence and force.
Mindless Zeal flirts with Soul, Peace and Sincerity, cajoles them, accuses
them, plays them off against each other, attempts to divide and conquer
them, searches for their individual weaknesses. The three sisters realize
they have to stand together to turn him away; he is too strong to be faced
alone. When they refuse to give in to him, he flies into a violent rage and
tries to assault them. Terrified, the sisters barely manage to get him out
the door, but, as the play ends, he swears he will be back for his revenge.
As you can probably tell from my description, Sor Marcela’s play is a
powerful statement in support of less dogmatic, more compassionate,
more humble faith that flies in the face of Spanish colonial policy in the
17" century, and it strategically uses gender to make that point.

Another alternative space for women playwrights were for private
gatherings. In this case, we’re talking about a very elite group. Formal
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education at this time was denied to women. Women were not allowed to
enter universities. Hence the appeal of convents for many women. But
if you were wealthy and privileged, and didn’t want to enter a convent,
there were opportunities for informal education, which often consisted
of sessions where women came together in private homes to study, read,
write, and sometimes even perform their plays for each other. Some of
these “private” or “domestic” plays have survived. These plays tend to be
very literary; full of allusions, wordplay, puns, citations. They often make
extensive reference to classical literature and mythology.

One of the most memorable of these “private” women playwrights is
Feliciana Entiquez de Guzman®. She was from Seville, Spain, the largest
and wealthiest city in the Spanish empire. We know very little about her,
not even when she was born or died. Otherwise, just a few biographical
facts survive: she married a husband much older than she was, and that
after he died, she got remarried just a few weeks later.

Four plays by Feliciana survive — or technically six, since the comic
interludes have two parts. The comic interludes are, to me, the most
interesting. My favorite example is called The Moldy Graces. This play
takes place at a street at midnight. We are under the balcony of The Moldy
Graces, a parody of mythology’s three graces. Six suitors show up under
the balcony to woe the sisters. They are grotesque, deformed, ridiculous,
and seem to be very drunk. Arguing over the sisters, the six suitors curse
each other out and beat each other up. The noise wakes up the three
sisters, who emerge on the balcony. They are also grotesque and hideous.
Their father, Bacchus, declares a competition to see which three of the
suitors are worthy of his daughters. The suitors wrestle, joust, and recite
obscene. When it’s over, the three sisters start fighting with each other
because they each refuse to settle for just one suitor. Each one of them
wants to marry all six! Amazingly, Father Bacchus, after a long speech
on purity, chastity, and the noble institution of marriage, agrees to this.
Everyone starts singing, the wine gets passed around, and at the play’s
end eighteen weddings are celebrated: 6 x 3, a complete turning upside
down of the ideals of sexual chastity and personal honor expected of
noble young women in 17% century Spain. It is a world where desire rules.

Finally, the third and last alternative space that seemed to be open to
women playwrights is not so much a “space” as a “genre.” This is the “stage
effect’ play, known as comedia de tramoya. 1t is the one alternative space that
falls under the umbrella of professional theater. Comedias de tramoya were
popular in Seville in the 1630s and 1640s. They are a category of plays
that call for extensive special stage effects and spectacle. From what we
understand. the corrales were modified with ways of creating these effects,
which included flying through the air, magical transformations, and
sudden appearances and disappearances. According to one observer at
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the time, these plays were particulatly popular with women and children.

This brings us to Ana Caro. We don’t know much about her, except
that she, like Enriquez, was from Seville. She was mentioned in a number
of sources at the time as an important and famous writer. She is the
only woman playwright from the time whose plays were published in
anthologies alongside works by male playwrights. She is the only woman
playwright of the time whose works seemed to be performed in the
corrales. She can be called the only “professional” woman playwright —
the only woman playwright who is on documented record as having been
paid for her plays: there are records from the city of Seville that she was
commissioned to write plays special festivals. Put it all together, and we
have the example of a woman playwright who seemed to have broken out

of the margins.(’ 6. For more on Ana

. , . . . . Caro, see my
Ana Caro’s Count Partinuplés is a classic stage effect play. It is a retelling aforementioned
of an old French legend, and also a version of the old myth of Cupid and Women Playwrights,

. . . as well as Ana Caro:
Psyche. The play is about the fictional female emperor of Constantinople, El Conde Partinuplés

Rosaura. At the beginning of the play, Rosaura is being pressured by (Luna 1993)./
her advisors to marry one of the suitors they want her to. The matter
is urgent: her subjects are threatening a violent uprising if she does not.
Threatened, Rosaura tries to buy time. We soon discover Rosaura doesn’t
like the unappealing suitors being offered her. She is scared of losing her
kingdom by marrying someone who would usurp it, and so she wants a
husband worthy of total trust. So she gets her cousin, Aldora, a sorceress,
to find her the most loyal and faithful man in the entire world. Aldora
conjures up an image of Count Partinuplés of France. Using a series of
magic spells, Rosaura lures the Count to a magic castle, where she puts
him through a series of extreme tests of loyalty. All the way, she does not
allow him to see her; she uses Aldora’s magic to remain invisible to him,
like a ghost, even when they have sex together repeatedly in the magic
castle. This is the final test: will be still love her even if he can never see
the face of this woman he is sleeping with? She raises the stake for this
test by conjuring up a lighted candle for the Count top use, while she
pretends to sleep. The Count can’t resist this final test. Her uses it to light
her face. Furious, Rosaura pretends to wake and banishes him to France
— only to repent and have him return to him in a magic cloud, just in time
for him to beat the other suitors in a tournament she has arranged.

As you can tell, this play is like a strange fairy tale, with has a lot
of spectacle and stage effects: it calls for people to be turned into wild
beasts, to fly through the air. It has a magic ship, a magic castle, and a
magic dinner with plates that appear and disappear. Its climax involves a
joust on horseback.

It is also a play that turns upside down many of the tropes associated
with classic storytelling. Here the women pursues the man. She is active,
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he is passive. Here the man becomes the object of the woman’s gaze. She
is the observer, and he is the observed. And here, “witchcraft,” something
women in 17" century Europe were being persecuted and executed for, is
shown to be a force for positive things. Count Partinuplés also has an ironic
disturbing undetlying message; that even the most powerful woman in
the world needs “magic” to achieve what she wants. The deck is stacked
against her.

I’ve given you a sample of some of these plays by women. So far, only
a handful of these plays have been produced for the stage, or translated.
You can see, 1 think, why these plays are relevant today. But you can also
see why they are challenging, unusual. They don’t follow the forms we’re
familiar with. They come from other traditions. They’re not the classic
theater that we seem to know. How do you stage religious allegories,
comic prologues by nuns, crazy interludes with obscure mythological
characters. How do you do stage effect plays? The very margins that gave
birth to them in the 1600s are exactly what marginalize them today.

I'm going to finish up by very briefly pointing out two projects
that I’'ve been working on. One of them is translation some of these
plays: my anthology of 10 plays for the first time ever in English will be
coming out later this year. It has a total of 10 plays: 5 short plays by Sor
Marcela, 4 comic interludes by Feliciana Enriquez, and the entirety of
Count Partinuplés by Ana Caro. 1 have also created one stage adaptation
based on these translations: a play called Suifors, which premiered at the
University of Massachusetts in 2013, directed by Kara-Lynn Vaeni. It
weaves together Caro’s Count Partinuplés with Enriquez” Moldy Graces.

This question of translation and adaptation brings me back to
Shakespeare. Shakespeare didn’t create his own stories, at least in 37 of 38
instances. He was an adapter. His discovery, which was also the discovery
of all the other playwrights of his time in England, was a way to take
other stories, old stories, recently translated stories from other counttries,
and adapt them, reinterpret them, reinvent them, transform them. By
assimilating the work of others’ into the language of his times, he also
expanded English theater and the English language itself. To quote
Rudolf Pannwitz, cited in Walter Benjamin’s famous essay “The Task
of the Translator,” a translator must “expand and deepen his language
by means of the foreign language.” (Benjamin 1996: 262). Something
familiar to us — our own language, our own ways of telling stories — is
made strange through the process of translation and adaptation.

Our times call for expansion beyond Shakespeare. We know to go
beyond the familiar into the strange. These women writers I’'m passionate
about are just one example. It may be we don’t need to do classic theater
anymore at all — that’s another debate — but if we do, if there’s any value
to looking at texts from the past and bringing them into the present, I
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ask that we look beyond Shakespeare’s globe to a wide globe around us.
Thank you very much.
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