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AxHOTAnUA

Pe3nOa 110 AepeBy, Kak M ApPyTHE peMecAa, ABAACTCA ApPEBHEH POPMOM HCKyCCTBa, KOTOpasd
nporerasa B XuMadase (I'mmasam) M IOAAEP/KHUBAAACH MACTEPAMHU, AFOOHTEAAMU HCKYCCTBA U
KOPOACBCKHMI CEMbAMH. ApPEBHUE CBAIICHHBIC TEKCTHI OBIAN YKPAIIIEHBI 9ACMEHTAMH PE3BOBI 11O
ACPEBY, ACPEBO IIHPOKO HCIIOAB30BAAOCH TP ODOPMACHUN ACPEBIHHBIX AOMOB, XPaMOB, KOAOHH,
AOMAITTHEH yTBapu u OKOH. llpomsBeAeHHA XyAOMKECTBEHHON pe3bObl, COXpPaHEHHBIE B
BCANKOACITHBIX AOAMHAX, BBUKHAM B HEOAATOIPHUATHBIX KAHMMATHYCCKAX yCAOBHAX. MacTepcTBO
pe3sbOBl  ITO0  AEPEBY IITHPOKO PACHPOCTPAHEHO U €ro HCKAIOYHTEABHOE BCEOXBATHIBAIOIIEE
KOMITO3UIIMOHHOE IIOCTPOEHHE AHAAOTHYHO XYAOKECTBEHHBIM (POpPMaM B APYIHX CEBEPHBIX
MHAUNUCKHX InTaTax, ocooerno B Karmmupe, Vrrapakxanae u Ilenaxabe. Takme mponseraroriue u
TpaAHHHOHHbIe IIOCCACHUA, KaK KI/IHHayp, MOI‘YT AO CHUX HOp HOpa)KaTb CBOUMI BHyLHI/ITeAbHBIMI/I
3aMKAMU U BO3BBIIIAFOIIUMUCA XPAMaMHU, IIOCTPOCHHBIMH U3 BBHICOKOKAYECTBEHHON APEBECHHBL.
VHUKAABHBIMU ABAAIOTCA MECTHBIE XYAOMKECTBEHHBIE OOPA3IIbl PE3bOBI KAK F€OMETPUIECKUE, TAK U
IBETOYHBIC, MACTEPCTBO PEMECACHHHUKOB, ITOADOPKA MATEpPHAAOB M, KOHEYHO, BEAHKOACITHE
roToBeIX IpousBeAenuii. Hecmorpa Ha moroansie GakTopel U KAMMAT, MHOIHE ACPEBAHHBIC
CTPOECHUSA C H3BICKAHHON Pe3bOOH AO CHX IIOP COXPAHAIOT TOHKYIO TEKCTYPHYIO OTACAKY H YETKOCTD
pe3pObr. AamHag paboTa ITO3BOANT HAM 3arAfIHyTh B HCKYCCTBO PE3bOBI IO AEPEBY B XHMadaAe
(I'mmanam).

KaroueBnle cAOBa: TPaAUIIMOHHAA APXUTEKTypa, Pe3bOa II0 AEPEBY, TPAAHIIHOHHOE

HapOoAHOE nckycctBo Muanmu, Xnmauaa, 'mvasan.
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BBeaenue

CpeAn HCKycCTB H pemeceA XHMadaAd M3BECTHBI TKAYECTBO, Pe3b0a M JKUBOIIUCH, KOTOPBIE,
KaK ITOAAraroT, ABASIOTCA HEOTBEMAEMON YaCTBIO KH3HU AFOACH B TOPHBEIX paioHax. AoAroe Bpems
AO IIPUXOAQ ITUBUAN3AIIUN IITAT XUMAadaA OCTABAACA H30AUPOBAHHBIM OT OCTAABHOIO MHUpPa, U 3TO
IIOMOTAO Pa3BHTh CBOIO HEIIOBTOPHUMYIO KYABTYPY, H HMEHHO B 9TOM OTAAACHHU OBIAH CO3AAHEI
HEIIPEB3OMAEHHBIE XYAOKECTBEHHBIE TpomsBeAeHusd. Ao cux mop B Yambe MOXHO HaHTH
craperimrue AepeBaHHble XpaMbl VI Beka. MecTHAA apXuUTEKTypa — 9TO OCCKOHEYHBI AHAAOT MEKAY
rokoAeHuamu. OHa cocTaBafeT pedepeHTHYIO OCHOBY AAf COIIHOKYABTYPHBIX M 3KOKYABTYPHBIX
nccAepoBaHuil. IloA BAMAHHEM STHHYECKHX OCOOECHHOCTEH MeCTHAds APXUTEKTYypa HCIOAB3YET
AOCTYIIHBIE B PpErHMOHE MaTepHaAbl B ocoboe Bpema u B ocobom wmecre. Camble IepBEIE
HICCAEGAOBATEAH AEPEBAHHOIO 30AYecTBa B l'mMmanarickom permone Obiam Xapkypr u CuMico.
CuMIICOH OBIA XYAOKHHKOM M OCTaBHA 3CKH3BI CBOETO ITyTernecTBus 1o pernony. ITosxe Aeiimc
®eprioccon mutnpoBaa CumicoHa B cBoed kuure. FickycctBo pespOBI IO AepeBy B Xumadase
HIPUYYAAHBO H TPeOyeT MacTepcTBa. AepeBO MCIIOAB30BAAOCH HE TOABKO AAf CTPOUTEABCTBA XPAMOB
U AOMOB, HO M AAfl M3TOTOBAEHHUA AOMAIIHEH yr1Bapu. Pe3pba 110 AepeBy ABAAETCA BAKHEHIINIM
KOMITOHEHTOM APXHTEKTYPHl XHMadaAa M IPHUHAAACKHAT K CAMBIM 3HAMEHHTBIM BHAAM HCKYCCTBA,
CO3AQHHOTO HAPOAAMHU TOP AAfl BEIPAKCHHA CBOUX IIOHCKOB KPACOTEI M TAYOOKOTO OCMBICACHISA
IIPUPOAHBIX CBOHCTB. AepEBAHHBIC AOMa B XHMMadaAe OOOPYAOBAHBI PE3HBIMH HYACTAMH, KOTOPEIC
UMEIOT KaK (DYHKITMOHAABHBIE, TAK M 3CTETHYECKHE 3aAA9H, U IIPEACTABASIOT COOOM XapaKTepHBIC
YepPThl TUMAAAMCKOHN apXUTeKTyphl. CACAYIOIINE ACIIEKTH BAHAIOT Ha CO3AaHHE (DOPMBI IIPH pe3bOe
10 A€peBy — 9TO Oa3zoBad pOpMa M AHM3AMH, THII IPABHPOBKU U PE3bOBI, 4 TAKKE IPHPOAA U HACA
MOTHBA MAH KOMITO3HITUU.

MacTep y4uTBIBAECT 9TH MOMEHTH B paboTax m pe3pOe mo AepeBy. bBorateie semeAbHBIE I
AECHBIE PECYPCEI IIPOAOKHUAU AOPOTY K Pa3BUTHUIO MECTHOM ACPEBAHHON apPXUTEKTYPHl U MACTEPCTBA
padOTBHl O AEpeBy B ImTaTe XmMadaA. B OTAAAEHHBEIX ropax AEpeBO M KAMEHBb ABAAFOTCH TEM
CPEACTBOM, KOTOPOE PEAAH3YET YEAOBEUECKHE YCTPEMAEHUA M CO3AACT XYAOKECTBEHHBEIE (POPMBL,
BBIPQ/KAIOIIUE ITOTPACAIONIYIO KyABTYpy. HeBepoATHO XOAOAHEIE VCAOBHA JKHU3HH ACAAFOT
HEOOXOAUMBIM OOECIIEYEHHE HYKHOHW TEMIIEPATYPhl M 3aIlUTy KPBII OT CHEra, M 3TO YCAOBHE
HAIIIAO CBOE OTPAKEHUE B TPAAUIITHOHHON MOAEAHN KHAOTO IIOMEITIEHHS.

Takum 0O6pa3soM, MECTHBIE AOMa C MAAEHBKUMU OKHAMHU U ABEPAMH, OOABIIIMH BEPAHAAMU 1
KPYTBIMH CKAaTAMH KPBIIIHM OTPAKAIOT IPUCIOCOOUTEABHYIO U YCTPAHAOIIYIO IIPOOAEMEI
Tpaanmuoo. OAHAKO B HACTOAIIMH MOMEHT BCTa€T BOIIPOC, CMOIYT AM MacTepa IO AEPEBY
IIPOAOAKATE CBOIO KAACCHYECKYIO AMHHUIO 30AYECTBA, YTOOBI YAOBACTBOPHUTH APXUTEKTYPHBIC H
3CTETUYECKHUE ITIOTPEOHOCTH OYAYIIHUX IOKOACHHI. DTa CTAThA ITIO3BOAAET COBEPIIHUTH ITyTEIIECTBHUE
B 9K30THYECKUH MHpP MACTEPOB IO AECPEBY U IPOAHAAM3HUPOBATH apTedaKTBl B TEPMHHAX
CHMBOAH3MA.

DTHHUYeCKaA APXUTEKTypa: 3HAUEHHE MOTUBOB 1 CHMBOAOB

MsapeBae HapoAbl I'mvasaeB  pa3spaboOTaAm  pasAMYHBIE  CIIOCOOBI  BBUKUBAHUA, U
TPAAUIIMOHHAA APXUTEKTypPa HE OBIAA MCKAFOYEHUEM. TPAANITHOHHEBIE KHABIE ITIOCTPOMKI M XPaMBI
BCETAA VYHTHIBAAM TOHOTPaPUIO, MECTHBI KAUMAT H HAAHYHE PECYPCOB. AIOAH IIPEOAOACAH
TPYAHOCTH KU3HH. V1 AOKaABHAA apXUTEKTypa TOMKE IPOIIAA AOATHII IIyTh O€3 IMPOdPeCCHOHAABHBIX
APXUTEKTOPOB M CTaAd PE3YABTATOM TPAAMIIUNA M IPakTUK. /KH3HD B HM30AAIIMH OT OCTAABHOIO
MATEPHAAUCTHYIECKOTO MHPA M CYPOBEIX KAMMATHYECKHX YCAOBHAX CIIOCOOCTBOBAAA PA3BHTHIO M
IIPOABIKEHUIO KYCTAPHBEIX PEMECEA, TAKHX KaK pe3bba II0 AECpeBy, pabora II0 METAAAY H T.A.
CrpykTypa KHAHUIIA B TOPaX UMEET KOMIIAKTHOE PACIIOAOKEHHUE, IIPHYEM AOMA COEAMHEHBI Y3KIMI

npoxoaamu. Ctuap apxurektypsl Kar-Kynn (Kath-Kuni) sakarouaercsa B coueranmu aAepeBa U KaMHA

21



The Art Of Eurasia Mckyccrso EBpasun
Nel(8) e 2018 Nel(8) e 2018 ISSN 2518-7767

B IIOCTPOHKE AOMa, 9TO ACAACT €r0 HE TOABKO YCTOHYHBBIM K 36MACTPACEHHIO, HO U 3CTCTHYIHBIM Ha
BHCIITHUN BHA. PasBurasd 3a MHOIHE TOABl M C TEXHOAOTHCH, IIEPEAABAEMOH OT IIOKOACHUA K
HoOKOAeHUIO, apxurektypa Kar-KyHm orpakaer BAyMYHBOE, IIPOHHIATEABHOC IIOHHMAHHE U
HAPOAHYIO MYAPOCTb mpu crpouteabctBe. Kar-KyHn ABaserca pasHOBHAHOCTBIO cTHAA KaTop-eHA-
Kpubaax (Cator-and-Cribbage), KOTOPBII HCIIOAB3YET AOCTYIIHOE B MECTHOCTH ACPEBO M KAMHU KaK
OCHOBHOH CTPOUTEABHBIH Mmatepras. Vccaeays mnpomcxoxaenue tepmuua Kar-Kynwm, aoxrop
O.C. Xanaa [3] BbICKa3aA MHEHHE, 9TO 9TO — coderaHue ABYX cAOB kar (kath) u xymm (kuni),
KOTOpBle Ipowmsoman o1 caHckpurckoro Kashtth, T1.e. aAepeBo m xymm, yroa. MecrHble
IIPOCKTUPOBIIUKI Pa3PaOATBIBAAN IIAAH, U CTPOUTEABCTBO OCYILIECTBASAOCH BPYYHYIO JKHTCASAMHU, B
TO BpEeMS KaK XPaMBl, CBAIICHHBIC IIOCTAMEHTBI M 3aMKH COOPY/KAAHCH  CIICIIMAABHBIME
pemecaennnkamu. ['oBops o aepesaanbix xpamax, O.C. Xanaa [4] mucaa:

«.../\epEBSIHHBII XpaM — 9TO YTOHYECHHOE BOCIIPOM3BEACHHE ACOAAPA IO (POPME M IIO AYXY.
Ecan mpupoaa oaapraa A€OAAp CIIOCOOHOCTBIO BBIPAKATDH HACIO XPaMa, TO YEAOBEK IIPHAOKHA
CBOM XYAOKECTBEHHBIM TAAAHT, MACTEPCTBO U YMEHHUA, YTOOBI CACAATH ITOT XPaM IIPEKPACHBIM.
Takum 00Opa3oM, AECPEBAHHBIN XpaM OTOKAECTBASECTCA CO CBAIIEHHBIM AEPEBOM HE TOABKO
dusmyeckn, BHEIIHE, HO M BHYTPEHHE, AYXOBHO. M ecAnm Aeoaap ABASETCA CBAIIEHHBIM ACPEBOM, TO
CTPOCHHE U3 3TOIO ACPEBA ABAACTCHA CBAIICHHBIM OOUTAAMIIIEM .

TpaAUIIMOHHBIE PE3YHKH IIO AEPEBY M PEMECACHHUKH OOBIYHO (POKYCHPYIOTCA B CBOEM
TBOPYECTBE HA PEAUTHO3HON apXUTEKTYPE H AQKE MOIYT padOTaTh C IIAOTHHKOM, YbH CIIOCOOHOCTH
pPe3pOBI IO ACPEBY HEAOCTATOYHO PasBUTBL B Hacrosimee BpeMs MacTepa IO ACPEBY HAHM
IMUTHPYIOT ~CYIIECTBYIOIIME IIIEACBPBI, HAM KOIHPYIOT COBPEMECHHBIC MOTHBEL [lombITKa
CAMOCTOSTEABHOTIO TBOPYECTBA HE TAK YaCTO BCTPEYAETCA, KAK PAHBIIE, HO TPAAHIIMOHHEIE CIIOCOOB!
1 METOABI €IIIE LIEHATCA U UCITOAB3YIOTCA. OOBMHO OHH PabOTAIOT C H300PAKEHUEM UAU PUCYHKOM.
AAf KOIHPOBAHNSA CYIIECTBYIOIIEIO IIPOU3BEACHNA IIEPBBIM ITAIIOM ABASCTCH BOCIIP OM3BEACHHE
PHCYHKA, 32TEM CACAYET 0OPaDOTKA CHIPOIO AEPEBA, HA KOTOPOM MACTEP BOCHPOHU3BOAUT MOTUB AAA
IPaBHPOBKHU. 3aT€M HAHOCUTCA I'PABHPOBKA C IIOMOIIBIO AOCTYIIHEIX HHCTPYMEHTOB, HCIIOAB30OBAHIE
MHCTPYMEHTOB 3aBHCHT OT XYAOKECTBCHHBIX HABBIKOB M YMCHHI MAaCTEpa, KA4ECTBA ACPEBa M BHAA
Pe3BOBI.

[ToaararoT, 9TO HMCKyCCTBO PE3BOBI IIO AEPEBY UMEET AOAIYIO MCTOPHIO U IIPOXOAHAO 3TAIIEL
pPasBUTHSA, VAyYIICHHA ¥ CIOHTAHHOW MMIIPOBM3ALMM C TEYCHHEM BpemeHH. MeToAnkn
IIEPEXOAUAH B BHAE YCTHOH TPAAUIIMH U IIPETBOPAAUCH OAaroAaps mpaxkrtuke u ousity. [lpwm
OOINEHNH C PE3YUKAMU IO ACPEBY OBIAO BBIACHEHO, YTO IIPOIIECC COCTOAA U3 YETHIPEX ITAIIOB, H3
KOTOPHIX Ha IIEPBOM 9TaIle IIPOBOAUAMCH CTOASIPHBIC PAOOTHI, H3MEPEHUA H OOPE3Ka U T.A., 32 HUM
CACAOBAA AHM3AHH, pe3pba M OKOHYATEABbHAs OOPabOTKA ITOBEPXHOCTH. BOT HEKOTOpBIC TEXHUKI
pespOBI: reoMeTpHUeckad pe3bda, peabedHad Pe3pda, IAOCKOBBHIEMYATAfA PE3bOA, CKYABIITYypHAS
pe3nba m mponmAbHas /popesHas pespda.

C AaBHHX BpPEMEH, KOTAAZ YCAOBCK CTAA JKHTh B OOIIECTBE, IOABHAOCH CTPEMACHHE K
VKPAIIEHUIO U 3CTETHKE, M YEAOBEK CTaA VKPAIIATh CBOE JKUAHUINE U OKPYKAFOIIUI MHP.
B Hacrosimmee Bpemss OBICTPBIE IIPOLECCH  YPOAHH3AIMK W MOACPHH3AIUN  IIPEIATCTBYIOT
PACIIPOCTPAaHEHUIO MCKYCCTBA Pe3bOBI IO AepeBy. Tpaamnmonnas pe3pba IO AEpeBY, KOTOpas
ABAAETCA IPUBBIMHON B KuHHaype u Bce erme mpuHATA BO MHOIHX APYTUX MECTaX, Ha9aAd BCE daIle
HCIIOAB30BATBCA B IIOCTPOMKAX XPAaMOB H AOMOB AAA 3ANTHEL. Kak roBopfAT macrepa, TEXHUYECKHE
3HAHUSA IO COOPYKCHHUIO U YKPAIICHHIO 3AAHHH IIEPEAAIOTCS OT IMOKOACHUA K IIOKOACHHIO U3 YCT B
ycTa U 4epe3 yueHndecTBO. [TAOTHHKH OOBIMHO NMEIOT HABBIKU IO OOPAINEHUIO C AEPEBOM, KAMHEM
U CAAHIIEM, KOTOPBIE ABAAIOTCA 3aMEYATCABHBIME CTPOHUTEABHBIMH MaTepuasamMu. Macrepa

HUCIIOAB3YIOT IIPOCTBIC HMHCTPYMCHTBI M ABAAFOTCA HMCTHHHBIMHI XPAHHUTCAAMH TPAAUIIHOHHBIX
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3HAHUH. XOTA BBIOOP AAfl IIAOTHHKOB U PE3YNKOB HEBEAUK, TPAAHIIMOHHAS APXUTEKTypa KHAHIIA
BBIPAXKAET HEOOBIKHOBEHHYIO TapPMOHHIO MOTHBOB U XVAOKECTBEHHBIX dYepT. TOHKHE ACTaAH
IIPUYYAAUBO OOPaOOTAHBI, YTO ITOKA3BIBAET TBOPUYECKHE CITOCOOHOCTH PEMECAEHHHKOB.
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Pespba mo aepeBy sABaferca BamHeHImuM kommoHeHTOM ctuafd Kar-Kymm. Drto mckycctBo
AEMOHCTPUPYET BBICOKHH YPOBEHb XYAOKECTBEHHOIO TAAAHTA, KOTOPHIM COYETAET MOTHUBEI U
CHMBOABI, CBA3AHHBIC C PEAUTHO3HOM HAPOAHOM TpaAuIimei. AusaiiH TPaAUITHOHHON Pe3bOBI I10
AEPEBY COCTOHUT M3 ACKOPATHBHBEIX MOTHBOB M KOMIO3UITUN. XYAOKHHUK IIPHHUMAET BO BHUMAaHUE
MECTHBIEC OOBIYAH, CHUCTEMY BEPOBAHUI, TPAAULIMOHHBIC IEHHOCTH, PEAHUTHO3HBIE HOPMBI M APYIHE
COOTBETCTBYIOIITHE MOMEHTEI, KOTOPBIE HAXOAATCA B TAPMOHHH C IIPUPOAOM M COIMAABHO-
KYABTYPHOM CpeAoi. XOTA 3HAYEHHE MOTHBOB M CHMBOAOB B 3aITAAHOM M HHAHMIHCKOM KYABTYpE
PA3AMYAIOTCA, MOKHO HAWTH HEKOTOPBIE CXOAHBIE YEPTH B MUpOBO33peHnn 3amasa u Muann. Oro
MOKHO VBHAETh B comoctaButeAbHOM aHaamse. Coraacmo Hasupy [7] B TpapunmonHoii pessde
MOAEAB y30pa MOKET OBITh KOAHHOYHOI», «PAMOYHOI» U «IIOAHOM». B oAMHOUYHOIT MOAEAT MOTHB
IIPOU3BOABHBIN C SAEMEHTAMH OPHAMEHTA U3 IIBETOB, (PPYKTOB, AHUCTHEB, BBIOHOB, KPOME IITHI[ H
AKHBOTHBIX. B paMOYHON MOAEGAM MOTHB ITEPEAAET OIPEACACHHBIN CMBICA, HO OH OKPY/KEH PAMKOM.
[Toanas MOAEABb TIOACKA3aHA CAMOM NPHPOAOH M BBIPAKACTCA B IIEAOH CEPUH H3THOOB,
COCAHHSIOIINX, CIACTAIOIINXCA M IIEPEHACTAIOINXCA H T.A. Bce a1 0Opa3IBl MOKHO YBHAETH B
pespbe 1o AepeBy B Xumadaae. IIpeaectasie 0Opassl, BEIIPABUPOBAHHEIE B ACPEBE, CHMBOAU3UPYIOT
IIPOHUKHOBEHHUE B AYIIY, CIIOCOOHYIO OIEHHUTb HCKYCCTBO, KOMIIO3HITHIO, XapPAaKTEPHBIE UEPTHI U
YVKPACHTh TPAHCIICHACHTHYIO U COIIHAABHO-KYABTYPHYIO aypy deAoBeka. Aaaee, roBops 00
snemenTax pe3pObr, Hasup [7] u Arum [12] BEIAGAMAN IATH THIIOB, 2 IMEHHO — »KHBBIE CYIIIECTBA,
KOCMIYECKHE, TEOMETPHYECKUE, KAAAUTPaHUIECKHe H IBETOYHBIE AEMEHTHL. B murepuperaruun
CHMBOAOB B TPaAHIIMOHHOH pe3bOe IO AEPEBY CYIIECTBYIOT CBOM TpPaAUIUU. Tak, Halpumep,
LIBETOYHBIH OyTOH O3HAYA€T YHUCTOTY U HEBHHHOCTB, PACHYCTHBIINICA IIBETOK O3HAYAET CHAY H
TEPIUMOCTD, (DPYKTBl O3HAYAIOT 3AIMUTYy U Pa3MHOKEHHE, PACTCHHE HAU ACPEBO OAHIIETBOPAIOT
IIPOLIBETAHME U IIAOAOPOAME U T.A. B HHAHIICKOII KyABType CBACTHKA ABAACTCA CHMBOAOM
OAArOIPHUATCTBUA, YACTO CHMBOA BBIPE3a€TCHA HA XpaMaX H OAHIETBOPAET IIOCTOAHCTBO KaK Aap
BRICITIEN BAAcTH. [loAararor, 910 3TOT CHMBOA OTBOAHT 3ABIX AYXOB. SIHTpa ABAsfieTCA ABYX- HMAHM
TPEXMEPHOIT TEOMETPHUIECKON (DUIYPOH C IEPEITAETAFOIIUMUCH KBAAPATAMH, YETBHIPEXYTOABHUKAMEI
1 TPEYTOABHHKAMH, KOTOPasd IPHU3BaHA aKTUBU3HPOBATH KOCMOC Uepe3 MeAuTanmro. Manaara — 310
KBAAPaT M KpPyI, YTO OOO3HAYAET COOTHOIIEHUE MEKAY MATEPHAABHBIM U TPAHCIIEHACHTHBIM
mupamu. LIBeTok AoTOCa fABAAETCA CHMBOAOM HEIPHBA3AHHOCTH M KpacoThl. PakoBmHa — 3TO
aTpuOyT TIE€POMYECKUX OOrOB, KOTOPBIE IIPOBO3rAalnaror cBoe Oeccrpamnme. IllpuBarca, wmam
«OECKOHEUHBIN y3€A», IIPEACTABASECT COOOM €CTECTBEHHBIN OAArOIPUATHEI CUMBOA U HMeeT (popmy
CBACTHKH. DTOT CHMBOA O3HAYAET OECKOHEYHYIO MYAPOCTB, COCTPAAAHHE H BEYHYIO I'APMOHHIO.
I'amerra, 60r, KOTOPBIN YHHYTOKAET IPEIATCTBHA, TAK/KE YACTO BBIPE3AETCA HA ACPEBAHHBIX BOPOTAX
1 ABepAX. BrIpesaHHBIN ITABAMH CHMBOAM3HPYET PEAHIHMIO BO BCEM €€ BEAHMKOAEIHH. Takke B
XpaMOBOI pe3bOe II0 AEPEBY HCIIOAB3YVIOTCA 0Opasel Oora Bummy, Pambr. Kpummer, Iluser,
XanymaHa U pasAndHbIX OOrHHb. CEroAHs MOKHO YBHACTH Ha pPe3bO€ OKOH H ABEPEH XPaMOB
BOIIAOIIICHHBIE B AcpeBe o0passl ['ypy Hamax Aes, Mumcyca Xpucra n Camu BuBekamaHABL
[ToMumMO  OCHOBHOH  KOMITO3HIIMH, BBIPAKEHHON B  uUIypax, OpPHAMEHT COCTOUT U3
HEBOOOPA3UMOTO COYETAHHA ITBETOB, AHCTBBI M BBIOHOB. Takoe ykpalreHHe OpHAMEHTOM OOBIYHO
ABAAETCA YACTBIO BXOAA. [IBETOK AOTOCA HMMEET MHOTOYHCACHHBIC BapHAIlUM OTPAKCHHUA B
ACPEBAHHON pe3bOe, IMOAATAIOT, YTO OH ABAAETCA CHMBOAOM IIPOSIBACHHUA H 9BOAFOIINU BCEACHHOI.
LIBETOYHBIH PHUCYHOK MMEET HEUCIUCAUMBIC U3THOBI, 3aBUTKH U B3aUMOIIEPEIIACTAIOIIUECA YCHKH,
YTO BBIPAKAET XYAOKECTBEHHBIH pUTM. Boaee Toro m reomerpmyeckme pHUCYHKH, XOTA H Doaee
MaAOYHCAEHHBI, HECYT CBOIO XYVAOKECTBEHHYIO Harpysky. Kpome Toro, ecrp HECKOABKO
PACIIPOCTPAaHEHHBIX AHUMAAUCTHICCKUX 00pa3oB. AebeAp cumraeTcs OAArOPOAHOMN IITUIIEH B CHAY

CBOUX HPAaBCTBCHHBIX KA4YCCTB M SABAACTCA CHMBOAOM AYIIHN M CO3HAHUA. KOpOBa, KOPMHAHIIA,
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ABAACTCA 3HAKOM 3eMAM. MHOTrme Apyrue KHBOTHBIC, TaKHE Kak OYHBOA, ACB, TUIP H OACHb,
pacCMAaTpPUBAIOTCA KaK CBAIIECHHBIE M HMEIOT CBOIO CHMBOAHUKY. B OyaAm3mMe A€B — 3TO CHMBOA
«cetHOB byaapr [8]. Turp, Hanpumep, BHIpaKaeT Bepy, CO3HATEABHOCTb, COCTPAAAHIE U CMUPEHUE.
Tak Kak BEChb PEIHOH ABAAACH SAAPOM KyAbTa HArOB, TO 9TO OCOOCHHO HAarAfAHO OTPaKEHO B
opopMAECHHN BXOAOB U KOAOHH XpamoB. Har, 3meil, ABAAETCA CHMBOAOM KOCMHYECKOH 9HEPIUN U
nperpopennsd. [lapa peiO IpeAcTaBAfET CYIpPYKECKOE CdYacTbe M CBOOOAY. Makapa, ApakoH,
CHMBOAH3HPYET H300MAHE, KOCMHYECKHUH IIPOIECC KU3HU, CMEPTH, BO3POKACHUA U IAOAOPOAUI.
Makapa, Kak APEBHHH MOTHB, H300paKaeTCA B CAMBIX PAa3ANYHBIX IPEKpacHBIX Qopmax. B
OOABIIIMHCTBE ACPEBAHHBEIX XPaMOB €rO BBIAAFOINAACA I'OAOBA BBIPE3ACTCH, HAYMHAA C BEpXa HAHU
KOHbKa Kpwimd. IloAararor, 910 OH OXpaHAET 3AAHHE OT AEMOHHYECKUX cHA. Kaaarm, cBArmeHHbIit
COCYA, CHMBOAHM3SHPYET IIPOIBETAHHE. TPHKOH, r€OMETPHYECCKUN CHMBOA B BHAC TPEYTOABHHKA,
o3HaYaeT AOCOAFOT M H300paKaeT IPOIIECC AYXOBHOIO Pa3BUTHA M OCBOOOMKAeHUA. YaHApP, mAm
AyHa, o3Ha4aeT smonud, Cypu, TO €CTh COAHIIE, O3HAYAET MHTEAACKT. AXBaaxka, HAH (paar, — 31O
CHMBOA IOOEABL, B TO BpemMsA Kak Yakpa, HAU KOAECO, KPYT, — 9TO CUMBOA COBEPILICHCTBOBAHUA.

ApyruM HAIpaBAGHHEM PE3BOBI IO ACPEBY ABAAECTCH 3all€YATACHHE AHII M (POPM TaHAXAp,
aicap m sk [1; 10]. Takxke mnpoAoAKaercs INIPaKTHKAa TIPABUPOBKH AEPEBAHHBIX MACOK
CHMBOAHYECKAX OOPAa30B HEBHAHMBIX IIEPBO3AAHHBIX ACMOHHYECKHX CHA H OOKECTB, UTO ITO3KE
IIPUBEAO K ITOSBACHUIO METAAAMYIECKIX MACOK OOKECTB.

Puc. 8. Couemariue ceomempuueccozo u yeemouriozo
pucyrka 6 pessbe

[ A = ¢
b T F (S

e oo et - TEE T N T
Puc. 9. Pesvba ¢ ysemounvim pucyrxom Puc. 10. Ilocmpoiixa, desmoncmpupyrmas cmune xam-

KyHt, codemariue Kamus u depesa
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Puc. 11. Llsemounviii pucynox ¢ beckorneurnvivu useubamu, Puc. 12. Pesrwie oxcna ¢ monxum
3asUmMKaM U nepenNemarnyUMucs YeuKam, 0eMOHCIpUpyouue — YeemousiM pucynkom Ha KoAOHHAX U
Xy0oscecmeeriivlil pumm usobpasicenem uHOUCKux 60206 u bozurs

MoTHB HE TOABKO BQKCH AAf BBIPQKCHUA OTHOIICHNA XYAOKHHKA, HO OH TOBOPHT O
COIIHMOKYABTYPHOI U PEAHTHO3HON IPHUHAAACKHOCTH AAHHOrO obOimectBa. Kak moaararor, deprsi
OOINMHOCTH, M30TPOIHH H CHMMETPHH Pa3AMYIHBIX MOTHBOB ABAAIOTCA OOIUMH AAA XpamMa o
STHYECKOH HACH, KOTOPBIE COBMECTHO C TEOMETPHEH CO3AAIOT OCHOBY AFOOOH CTPYKTyphL. TprBean
[11] yrBEepxKAaA, UTO AAA TIOAAEPKAHUSA TAPMOHNH BCE CO3AABAEMBIE YEAOBEKOM CTPYKTYPHI AOAZKHBI
OBITh BO3BEACHBI Ha OCHOBE TOYHBIX m3MepeHuil n cummerpun. Coraacuo Aeradbm [6], Bce
PYKOTBOPHBIC XYAOMKECTBECHHBIC (DOPMBI ABAAFOTCA IPAMON MMHTALIMECH IIPUPOABL. DTO OCBEIIACTCA
B OOIIMX IIPABHAAX IIPH CO3AAHHNN IIPOM3BEACHHA HCKYCCTBA. YPOKH apxXuTeKTypbl Akos [5] mo
IICUXOAOTHH  OKPY/KAIOIIEH  CPEABl  OOBACHAIOT, YTO  HEPBHAA  CHCTEMAa  YIPaBAACTCA
dPpaKTAAOIIOAOOHBIMI ~ IIPOLIECCAMH,  KOTOPBIE  CO3AAIOT  XYAOKECTBEHHOE  OYapOBAHHE
dpakraromorobHBIX MoAeAei. FOHT roBopua:

«Mcropusa CHMBOAM3MA IIOKA3aAd, YTO BCE MOKET IPHOOPETATh CHMBOAHYECKOE 3HAYCHHE:
€CTECTBEHHBIE OOBEKTHl (KAMHH, PACTEHUA, *KHBOTHBIC, AIOAH, TOPBI M AOAWHBI, COAHIIE U AYHA,
BETEP, BOAA U OTOHb) HAU CO3AAHHBIEC YEAOBEKOM (AOMA, AOAKH HAW MAIIHMHBI) U AdiKe aOCTPAKTHBIC
dopMBl  (dHCAQA HAH TPEYTOABHUK, KBaApaT HAH Kpyr). PakTHdeckn Bechb KOCMOC ABAAETCA
IIOTECHITHAABHBIM CHMBOAOMY.

Takum 0Opa3soOM, PEAHTHO3HBIA CHMBOAHM3M, CKPBITHII B MOTHBAX, ACHCTBYET KaK CPEACTBO
KOMMyHUKaruu., Hapfay ¢ pEeANIHO3HBIMH yYE€HUAMH CHMBOABI CAVKAT AAfl ITOAAEPIKAHHS
HECMOAKAFOINEr0 PUTMA U BBIPAKEHUA MOPAABHBIX HOPM U AOOPOAETEACH AFODOro o0IecTBa. Xpam
— 3TO CHMBOAHMYECKOE CTPOEHHE, KOTOPOE pacCKasbiBaeT O peAurnosnon duaocopun [11].
Bpemenamu  cHMBOAM3M  Xpama BBIPaiKA€T COKPOBEHHBIE CBA3H MEKAY KOCMUYECKHM K
MartepuaAbHBIM  MupoM  [9]. Arobaa dopma uCKyccTBa, KOTOpasg IPHUHAAACKHAT K OOAACTH
TPAHCIIEHACHTHOTO, ABASETCA AYXOBHOM MaHHecTaIued, KOTopas OAHIIETBOPACT B3aUMOACHCTBIE
MEKAY YEAOBEKOM U AYXOBHBIM MHPOM [2].

TpaAuLnMOHHAA APXUTEKTypa IPOAUBACT CBET HA TO, KAK HAAO CO3AABATH AOATOBPEMECHHYIO
OKPYIKAIOIIYIO CPEAY, X YPOKH 9THUX TPAAUIHUII MOKHO COYETATh C COBPEMEHHON CTPOUTEABHON
TEXHOAOTHEH, YTOOBI CO3AABATH SKOAOTHYECKH KHU3HECIIOCOOHBIE IOceAeHud. Tpancdopmarun B
KYABTYPE U aPXUTEKTypPE B3aMMHBIC, I MOKHO BHUACTb BAHAHHUE OAHOIO HA Apyroe. YpOaHU3aus u

IAOOAAH3AIUSA ABAAIOTCHA YTPO3OH AAfA KYABTYPHOI'O HACAEAHS HAITUH, M AASl TOTO, YTOOBI COXPAHUTD
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apXI/ITCKTypHI)IC TpaAI/IL[I/II/I, SAEMEHTHl 3THHYECKOM apXI/ITCKTypr AOAKHBI CI/IHXpOHI/ISI/IpOBaTI)CH C
COBPEMEHHBIM TAaHHpOBaHUEM. FI3ydas pabOTHI APEBHUX apXHTEKTOPOB, COBPEMEHHBIH HYEAOBEK
MOKET AOCTHYb IOPa3AO OOABIIErO, €CAM ITOWMET TAPMOHHYHBIE OTHOIIECHHUSA MEXKAY COOOH H
npupoAor. Mactepa Xumavara UTPArOT BaKHYIO POAB B COXPAHEHHH APXUTEKTYPHOTO CTHUAA AAS
OyAyIIMX IOKOACHHI. XOTA 32 IIOCAGAHHE TIOABI H3MEHHAACh COIIHAABHAS CTPYKTypa U
COIIMOKYABTYPHAsfl CPEAQ, OHA HE 3aTPOHYAA YACTO CIIOHTAHHYIO ACATEABHOCTD yMeAbIeB. K macTepa
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Abstract

Woodcraft like other handicrafts is an ancient art form which flourished in Himachal Himalay
and was patronized by artisans, art lovers and royal families. Ancient scriptures have details of wood
craft and use of wood in designing wooden houses, temples, pillars, household articles, doors and
windows. Preserved in the magnificent valleys, engraved artistic creations on wood have survived in
the adverse climatic conditions. The engraved woodcraft is quite widespread and its exceptional all-
inclusive composition is analogous to the art forms available in other north Indian states, especially
Kashmir, Uttarakhand and Punjab. Prosperous and traditional settlements in Kinnaur can still amaze
everyone with impressive castle like houses and towering temples carved out of quality wood. The
vernacular designs, both geometrical and floral, proficiency of craftsmen, selection of material, and
magnificence of finished artifact is remarkable. Despite the weathering effects and climatic factors,
many wooden structures with sophisticated engravings, still retain the fine textural finish and
sharpness of design. This paper peeps into the woodcrafts of Himachal Himalay.

Keywords: traditional architecture, woodcarving, traditional arts and crafts of India, Himachal,
Himalaya.
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Introduction

Among the arts and crafts that Himachal is known for are weaving, carving and painting
which is believed to be the integral part of the life of people in the mountainous state. For years
before the development started, the state of Himachal remained isolated from the rest of the world
and this helped in the evolution of its distinct culture and the matchless art works too evolved in the
remoteness. The oldest wooden temples of 6th century are still found in Chamba. Vernacular
architecture is an everlasting dialogue between generations. It is the foundation of reference in the
socio-cultural and eco-cultural research. Influenced by the ethnicity, the vernacular architecture
makes use of locally available material at particular time and place. The earliest researchers to study
the wooden architecture in Himalayan region were Harcourt and Simpson. Simpson was a painter
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who left sketches of his travel in the region. Later, James Fergusson quoted Simpson’s report in his
book. Woodcraft in Himachal is intricate and skill based. Not only wood was used for building
temples and houses but for making household utensils. Woodcarving is an essential component of
Himachal’s architecture and is among the famous artistries prepared by the hill people portraying
their pursuit for beauty and profound reflection of ecological elements. Wooden houses of
Himachal are equipped with the engraved components that serve both functional and aesthetic
purposes and are determining aspects in describing the Himalayan architecture. The tangible form
of woodcarving is governed by the aspects, like- major forms and design, type of etching and
cutting and nature and ideologies of a motif or a design.

The craftsman takes into account these aspects in woodcraft and carvings. Abundant land and
forest resources paved the way for the development of vernacular wooden architecture and
woodcraft in Himachal Himalay. In the secluded hills, wood and stone are the two elements which
fulfill human aspiration and reveals the art forms which are the expressions of incredible culture.
The extreme cold conditions necessitate the provision of thermal comfort and elimination of snow
from the roof tops, and this specially taken care of in the traditional residential patterns. Hence, the
vernacular houses having small windows and doors, extended verandahs and steep roof slopes are
the adaptive and coping strategies. However, in the present scenario the concern is whether the
wood artists will be able to continue the classical woodcarving to suit the architectural and aesthetic
likings of future generations? This paper takes a tour to the exotic world of wood craftsmen and
analyzes the artifacts in terms of symbolism.

Ethnic Architecture: Significance of Motifs and Symbols

From the times of yore, the people in the Himalayan region have developed the means of
survival and traditional architecture is no exception to this. Traditional residential structures and
temples have always taken into account the topography, local climate and availability of resources.
The people have come out of the hardships of life and the vernacular architecture has come a long
way without the professional architects and is the outcome of customs and practices. Living in
isolation away from the materialistic world in harsh climatic conditions has helped in the evolution
and promotion of artisanal activities like woodcarving, weaving, metal craft, etc. The residential
patterns in mountains have compact layout where houses are connected by narrow passages. The
Kath-Kuni architecture consisting of wood-an-stone buildings are not only earthquake resistant but
are aesthetically pleasing. Having developed over the years with technique being passed on from one
generation to another, Kath-Kuni architecture validates the thoughtful and insightful understanding
of folk wisdom of construction. Kath-kuni is a kind of Cator-and-Cribbage structure that makes
use of locally available wood and stone as main construction material. Regarding the origin of the
term Kath-kuni, Dr. O. C. Handa [3] opined that it is combination of two words kath and kuni,
having origin from Sanskrit- Kashtth, ie., the wood and kuni, the angle or a corner. The
construction and designing of houses is achieved by the native designers and the construction is
done manually by the people with the help of local residents, while temples, scared pedestals and
castles are constructed by special artisans. While talking about the wooden temples, Dr. Handa [4]
says:

“...A wooden temple is a subtle reproduction of a deodar tree in form and spirit. If nature has bestowed
deodar tree to conceptualize a temple, the man has contributed his artistic talent, ingenuity and skill to make it
beantiful. Thus, a wooden temple identifies itself with the divine wood, not only materially and externally, but
spiritually and internally also, and if deodar is divine wood, the edifice made out of it is divine abode...”

Traditional woodcarvers and craftsmen focus their talent on religious architecture and they
even work with a carpenter whose talent of engraving is not well-developed. At present, the
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woodcarvers are either imitating the masterpieces or have started copying the modern motifs. The
creative effort is not much as it was before but the customary methods and procedures are still
valued and used. Normally they work with the images or drawings. For copying, the first stage is
replication of drawings followed by cutting of raw wood on which the craftsman draws or
reproduces the motif to be engraved. Then the engraving is done with the help of locally available
tools whose use depends on the artistic skills of artisans, quality of wood and nature of carvings.
Woodcarving is believed to have a long history and it has developed, improved and improvised with
the passage of time. The procedures have been passed down as oral traditions and have been
achieved through practice and experience. While interacting with the woodcarvers, it was found that
the process involves four stages, in which the first one involves joinery work, measuring, cutting,
etc., followed by designing, carving and surface finishing. Various wood carving techniques used
include chip carving, relief carving, undercutting carving, sculpturesque carving and pierced carving.
Ever since the man has started living in groups, the idea of beautification and aesthetics has grown
and man has decorated his dwellings and surroundings. Presently, the rapid urbanization and
modernization are impeding the propagation of wood carving. The conventional woodcarving,
which was customary in Kinnaur and is still common in many other areas, has now been confined to
temples and houses of elite class. According to craftsmen, the technical knowhow of construction
and designing is passed from one generation to another by a word of mouth or as an apprenticeship.
The carpenters are naturally skilled in handling wood, stone and slate, which are excellent
construction options. Artisans use basic tools and are genuine custodians of traditional knowledge.
Though the limited options are available with the carpenters and artisans, but the traditional housing
patterns reveal the incredible thematic harmony and artistic features. Fine details are worked out
intricately which shows their creative skills.

Woodcarving is an essential component of kath-kuni style. The woodcarving shows advanced
artistic talent which in corporates the motifs and symbols linked with folk traditions having religious
connotations. The designs in traditional woodcarving consist of decorative motifs and composition.
However, the artists take into account the local customs, belief system, traditional values, religious
norms and other relevant elements which are in harmony with the nature and socio-cultural milieu.
The symbolic connotation of motifs and symbols though vary from one culture to another, but
there are certain similarities in the Western and Indian thought. These can be visualized in the light
of both the thoughts to interpret inclusively. According to Nasir, 1987, the pattern in conventional
woodcarving can be ‘single’, ‘frame’ and ‘complete’. In single pattern, the motif is freestyle with
elements of flower, fruit, leaf, creepers, besides birds and animals. In framing pattern, the motifs
convey certain meaning but it is enclosed within a frame. The complete pattern is inspired by nature
depicting it in a series of curves, binding, twining, intertwining, etc. These patterns can be visualized
in the woodcarving of Himachal Himalay. The charming images engraved on wood symbolizes the
insights of the inner-self that appreciate art, structural design, insignias and embellish the
transcendental and socio-cultural human aura. Further, while taking about the elements of
woodcarving, Nasir [7] and Yatim [11] presented five types of woodcarving elements, namely- living
beings, cosmic, geometric, calligraphic and floral. The interpretation of symbolism in traditional
woodcarving has some inferences, like the flower bud indicates cleanliness and purity, blooming
flower signifies strength and tolerance, fruit denotes protection and propagation, plant or tree
represents prosperity and fertility and so on. In Indian thought, the Swastika is the symbol of
‘auspiciousness’ often carved on temples and epitomizes permanency received from supreme power
and is believed to ward-off evil-spirits. Yantra is the two or three dimensional geometric pattern
with intertwining shapes of squares, rectangles and triangles expected to invoke the cosmic universe

30



The Art Of Eurasia Mckyccrso EBpasun
Nel(8) e 2018 Nel(8) e 2018 ISSN 2518-7767

through meditation. Mandala is a square and a circle signifying the correlation between materialistic
and transcendent wotld. Lotus flower symbolizes non-attachment and beauty. Conch shell is an
attribute of heroic gods, which proclaim their valor. Shrivatsa or the ‘Endless knot” forms a natural
auspicious symbol and is shaped like a swastika. It represents endless wisdom, compassion and
eternal harmony. Ganesha, the Lord who removes hindrances is also carved on wooden gates and
doors. Engraved peacock symbolizes religion in its full magnificence. Likewise, the images of Lord
Vishnu, Ram, Krishna, Shiva, Hanuman and Goddesses are also used in temple woodcarving. Today,
one can visualize Guru Nanak Deyv, Jesus Christ and Swami Vivekananda in wood carved doors and
windows of temples. In addition to motifs representing the figures, the ornamentation consists of
an imaginative mixture of flowers, foliage and creepers. Such ornamentation is the part of front
entrance. The lotus flower has been engraved in numerous variations and is believed to be the
symbol of universal manifestation and evolution. The floral patterns have countless curves, cutls
and interlacing tendrils which exemplify artistic thythm. Moreover, the geometrical patterns, though
fewer in number have their artistic connotations. Swan is regarded as the noble bird for its ethical
virtues and is the icon of soul and mind. Cow, the nurturer, is believed to be an insignia of earth.
Most other animals like bulls, lion, tiger, and deer are considered sacred and have special reverence.
In Buddhist tradition the lions are symbolic of ‘sons of Buddha’ [8]. The tiger for instance
symbolizes confidence, consciousness, compassion and humility. Since, the entire region has been
the nucleus of naga cult the same can be assessed from the doorways and pillars of shrines. Naga,
the serpent, is a symbol of cosmic energy and realization. Fish pair represents conjugal happiness
and freedom. Makara, the dragon is the symbol of abundance, cosmic process of life, death, re-birth
and fertility. Makara as an ancient motif is depicted in a wide variety of beautiful form. In most
wooden temples its projecting head is engraved from roof tops or beams. As such, it is believed to
guard the mansion against demonic forces. Kalash, or the sacred pot, symbolizes prosperity. Trikon,
the triangle, denotes the Absolute Being and portrays the process of spiritual progression and
liberation. Chandr or the moon signifies emotion, while Sury or the sun means intellect. Dhvaja or
the flag is a symbol of victory, while Chakra or a wheel or a circle is the symbol of perfection.
Engraving facial shapes and figures of gandharvas, apsaras and yakshas in wood is yet another
aspect of woodcarving [1; 10]. The symbolic depictions of unseen primeval demonic powers and
deities emerged in form of wooden masks, which later gave rise to metallic masks of deities and are
still continuing,

The motif not only plays an important role in revealing the attitude of artist but it talks about
the socio-cultural and religious ethnicity of a particular society. The features of similarity, isotropy
and symmetries of various kinds are believed to be common to temple and its ethical concept,
which together with geometry forms the basis of any structure. Trivedi, 1993 stated that to maintain
the harmony, all man-made structures are created with precise measurements and symmetries.
According to Lethaby [6], all manmade art forms reflect the direct imitation of nature. It elucidates
the common procedures followed in the creation of art. Joye’s 2007, architectural lessons from
environmental psychology explain that nervous system is governed by fractal-like processes which
results in artistic charm of fractal-like patterns. Jung, 1964 stated:

“The history of symbolism shows that everything can assume symbolic significance: natural objects (like stones,
plants, animals, men, mountains and valleys, sun and moon, wind, water, and fire), or man-made things (like houses,
boats, or cars), or even abstract forms (like numbers, or the triangle, the square, and the circle). In fact, the whole
cosmos is a potential symbol.”

Thus, the religious symbolism through symbols and motifs acts as means of communication.
Symbols help produce a reverberating myth and express the morals and virtues of any society
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besides religion teachings. A temple is an emblematic edifice which tells about the religious
philosophy [11]. The symbolism of temple at times denotes the sacred relationship between cosmic
and materialistic world [9]. Each art form that belongs to transcendental realm is the spiritual
manifestation which epitomizes an interface between man and mysticism [2].

Traditional architecture shows light to the sustainable built environment and the lessons learnt
from these traditions can be combined with the contemporary construction techniques to create
ecologically viable settlements. The transformation in culture and architecture are mutual and the
impact of one can be seen in the other. Urbanization and globalization have threatened the cultural
legacy of a nation and to safeguard the architectural traditions, the elements of ethnic traditions
must be synchronized with the contemporary planning. In brief, learning from indigenous architects,
the present day world can go far beyond, if the people understand the congruous relationship
between man and nature. The craftsmen of Himachal have been playing an important role in
disseminating the architectural style to future generations. Though social structure and socio-cultural
milieu have changed in the last few years, the craftsmen’s activities still remain untouched, though
improvised, but still the craftsmen are the real custodians of traditional knowledge and skills.
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