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ABSTRACT
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This PhD project examines the Jumbo Savari Procession, which concludes the Daśaharā Festival in Mysore, Karnataka, India. The focus is on the procession's spatial organisation and social relationships. Based on original ethnographic fieldwork, the study examines how music and spatial indicators structure people's interactions at the event. Particular attention is given to the Mysore Police Band, identified as a key participant. By analysing musical performance in relation to movement and space, this study explores the intersection of sound, ritual, and urban sociality. Victor Turner’s concepts of liminality, liminoid phenomena, and communitas provide a theoretical framework for understanding the ritualistic and performative dimensions of the procession.
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NOTE ON TRANSLITERATION


For my dissertation, I have chosen to use the ISO 15919 standard transliteration system for all South Asian languages, including Sanskrit, Hindi, and Kannada, to maintain consistency in both academic and linguistic contexts. However, for names, I adhere to the conventional spelling used on official government websites, such as the Department of Tourism (2024) and Mudde (2016), to ensure emic coherence and to align with previous research, including Fuller (2004), Hancock (2001), Hayavadana (1936), Sivapriyananda (1995). As an example of optional spelling, Mysore was officially renamed Mysuru on 1 November 2014. The spelling change was part of a wider initiative by the Karnataka state government in India to restore traditional and historical names of cities and places, e.g. Mahiṣūru (transliterated from Kannada) = Mysore (anglicised) = Mysuru (restored version), equivalently Bengaḷūru = Bangalore = Bengaluru (TNN 2014). In most cases, however, the still widely used spelling is Mysore and Bangalore.
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INTRODUCTION


Processions are among the most striking visual displays of a religion. They reveal important aspects of religions. They are rituals but they are also much more. They display many of the dimensions of religion at the same time: art, sacred narratives, social hierarchies and competition, communities and identities. They are signals of social change. They are preservers of the past. They are continuously reinvented and may reflect strategies for groups to become visible in order to protect their place in the hierarchy or to compete for resources. (Jacobsen 2008: 9-10)


In this ethnographic study, my intention is to examine dynamic processes within a particular type of mobile music: the procession. The focus is on the Jumbo Savari Procession taking place during the Daśaharā Festival in the city of Mysore, located in the state of Karnataka in southern India. On Vĳayādasamī, the 10th day of the festival, which is celebrated during the Hindu month of Ashvin (23 September to 22 October), people worship their local deity Chamundeshwari by attending and participating in the Jumbo Savari Procession, which simultaneously serves as a commemoration of past kings and an event to worship their living descendants.


1.1 Objectives and Research Questions


Two central aspects of this procession will be the main focus of my study. The first concerns its historical, social and participatory scale. Events such as processions require a variety of engagements and responsibilities with participants belonging to different groups. These groups include musicians who walk the prescribed procession route, those who do so without playing music, residents who live along the procession route, and various other spectators. They also include individuals engaged in the organisation during the actual event as well as during the preparation period or are generally associated with the procession. Based on their social agendas, imagination of history, and music played in the procession, they all have their respective conceptions of the significance of the procession. In light of this, my aim is to examine the role of music in the Jumbo Savari Procession in relation to the corresponding social order, hierarchy, and related power dynamics. The second concerns the spatiality. During musical processions, the spatial relationship between the participants and music can vary. The music moves mainly with the musicians, so from their point of view it stays with them. In contrast, spectators along the procession route experience the music as first approaching them, then staying with them for a while, and finally moving away from them. Both perspectives highlight the dynamic relationship between music, space, and participants. In this regard, I intend to explore the contribution of the music played during the Jumbo Savari Procession to the creation of space and its potential as a structuring element. More specifically, the Jumbo Savari Procession in Mysore serves as an example to explore the interplay between a) spatiotemporal aspects that affect how participants perceive music as mobile or stationary, b) space-constituting conditions for which music may be determinant, and c) associated social interactions and engagements that may occur during musical processions. To address these key issues, my research is guided by the following main research questions:




	What patterns of social interaction are part of the Daśaharā Festival and how do they shape processional musical practices? And how does the festival context constitute the social engagement of procession participants?


	
◦ How does music, as a central aspect of the Jumbo Savari Procession, affect the physical dimensions of the procession, taking into account its potential to shape spatial arrangements, create dynamic spatial experiences, and structure participation within the procession?





To further refine these questions regarding the relationship between music, space, and social interaction, the following questions are relevant. How does the act of rehearsing music connect with the sharing of ideas through social interaction? Are there musical markers associated with certain areas, places or moments along the processional route? Is the constitution of the processional space related to musical characteristics, such as style, instrumentation, singing, volume, etc.? Do these characteristics affect the interaction of the participants, for example, while the musicians in the procession stand still and continue to play in place, causing the audience on the side of the procession to experience the music as a rather stationary performance?


As described by Hagedorn (2002) and Sallnow (1981), the constitution of space is a collective process with a community-building effect. In this sense, and in relation to the concept of space theory developed by Michel de Certeau (2011), I understand musical processions as collective activities with socio-spatial relationships. Following de Certeau’s perception, social spaces serve as a basis for local community-building processes. They are initially constituted by individual actors and their subjective experiences of space. In processions, space constitution is experienced as a collective activity. Collectively constituted spaces, again, are a prerequisite for local community-building processes (Giddens 1996; Stokes 1994) for different social groups and the identities of the associated members marked by, for example, class, caste, gender, language, profession, or ritual roles. In processions, these processes may be temporal, for example, for tourists or other groups of spectators who come together spontaneously to watch the procession. Alternatively, they may be time-spanning, as for musicians in music groups who meet for preparation and musical rehearsals on a regular basis to represent religious and ritual contexts during the procession. Some groups are formally constituted, including military bands, police bands, and political parties, which may participate in parades for specific purposes such as hierarchical order or demonstration of authority. In short, this Dissertation will present an ethnographic study that provides a consolidated understanding of the cultural practices and the role music plays in the course of the Jumbo Savari Procession.


1.2 Overview of Chapters


Following the above introduction of my research questions and the aims of this study, in Chapter 2, I will expand my understanding of the concept of procession by first providing a detailed specification of the term, followed by clarification of the various names associated with the procession and the surrounding Daśaharā Festival. To provide a contextual understanding of the thesis topic, I offer an overview of the relevant literature concerning processions in general and the Jumbo Savari Procession in particular as well as a comprehensive analysis of its historical and cultural context and a description of the Jumbo Savari Procession itself. This leads to Chapter 3, where I provide a description of the research field in India and the qualitative research methodology adopted to explore the mobile, spatial, and social dynamics of the Jumbo Savari Procession in Mysore, including participant observation, audiovisual recordings, and interviews. I also discuss the key aspects of conducting this fieldwork, such as ethical considerations and limitations, offering insights into my researcher’s role and approach in the field. Chapter 4 is dedicated to my key research partners who played a crucial role in facilitating the historical, social, and spatial dimensions of the procession. It serves as an analysis and interpretation of my findings based on a combination of my field observations and interviews. I examine the musical contributions and social significance of the Police Band, while also analysing the layered meanings embedded in the spatial and musical order of the procession. Building on the interwoven layers of historical context and mythological constructs, spatial organisation, musical performance, and social dynamics, I will explore the concept of communitas as an integrating experience through the example of the Police Band. Accordingly, Chapter 5 examines how the participation of the Police Band as key performers in the Jumbo Savari Procession, guided by Victor Turner’s concept of normative communitas, provides a compelling example of how liminoid phenomena can generate meaningful communal expressions within organised contexts, thereby enhancing the event and fostering a stronger sense of community and belonging among participants. Chapter 6 provides a summary of my study on the Jumbo Savari Procession, recapitulating its historical, social, and spatial aspects. This concluding narrative not only summarises the findings of this ethnographic study but also lays the foundation for future research on public rituals and events, such as processions, ultimately contributing to the enrichment of scholarly discourse on the diverse terrain of Indian society.


1.3 Communitas


In order to provide a theoretical framework for the term “communitas” used in the title of this dissertation, Victor Turner’s1 groundwork on ritual and his related concept of communitas provide a valuable conceptual foundation. His empirical work on ritual has profoundly shaped anthropological views of cultural practices, such as community building and associated values, and it serves as a promising concept for this work. In the following section, I condense Turner’s ritual theory. In doing so, I will not only introduce terms that will be used later in this dissertation but also add a theoretical framework. Using Turner’s definition, I adopt the terms “ritual” and “rite” as interchangeable notions for


“prescribed formal behavior for occasions not given over to technological routine, having reference to beliefs in invisible beings or powers regarded as the first and final causes of all effects” (Turner 1982:79).


Further, ritual and rites can be understood


“essentially as performance, enactment, not primarily as rules or rubrics. The rules ‘frame’ the ritual process, but the ritual process transcends its frame” (Turner 1982:79).


A central aspect of Turner’s insights is the concept of communitas, in which he proposes a dialectic between social structure and communitas, revealing moments of collective solidarity and equality in ritual contexts and beyond. Based on his extensive fieldwork among the Ndembu2 people in north-western Zambia (formerly Northern Rhodesia) between December 1950 and June 1954, Victor Turner identified instances of conflict which he termed “social drama”. His observations were instrumental in developing his concept to explain social change and to understand the personal experiences of the people involved. In his view, social drama has four stages: 1. violation, 2. crisis, 3. process of adjustment and resolution, 4. reintegration or permanent split.3 According to (Förster 2003)4, a violation represents the initial stage of a social drama, marking a disruption or breach of established norms and expectations within a community. This breach triggers the subsequent stages of the social drama, leading to an escalating crisis if not adequately addressed. The breach is not merely a breakdown of social order, but also serves as a catalyst for the community to address underlying tensions and conflicts, potentially leading to transformative resolutions or further divisions within the community. The crisis triggers the third stage, which consists of attempts to deal with and reflect on the situation, and can include forms of conflict resolution, such as political processes, legal proceedings, or ritual activities, such as divination, various rites, and sacrifices.5 Ultimately in the fourth stage, these efforts lead to either reintegration or non-repairable splits. By closely examining these stages, Turner recognised the importance of ritual processes and the influence of symbols in human communication, allowing for a broader perspective on society through the “process lens” (Förster 2003).


In his analysis of Ndembu social dramas, Turner recognises, in particular, the power of ritual and symbolic practices in resolving conflicts, which takes place in the adjustment and resolution process of the third stage. Consequently, his ritual theory is based on the assumption that rituals are inherently processual, and they require a temporal analysis. These four stages, and the associated analytical approach of identifying underlying structures and patterns that characterise ritual processes, are rooted in the work of the anthropologist and ethnographer Arnold van Gennep in 19096 (Förster 2003:704), who identified a consistent pattern in the organisation of transition ceremonies or “rites de passage” (Van Gennep 2005) that change a person’s status.


According to Turner (1969:94), the passage rites during the third stage mark a transition from a previous state to a subsequent state. He understands “state” as any kind of permanent or recurrent, “culturally recognised condition”, including “such social constancies as legal status profession, office or calling, rank or degree” (Turner 1967:93). The term further applies to


“ecological conditions, or to the physical, mental or emotional condition in which a person or group may be found at a particular time” (Turner 1967:94).


These passage rites always follow a three-part sequence7: separation from the everyday environment, isolation or seclusion, and after varying durations, eventual reintegration into everyday life and society (Van Gennep 2005:50).


Turner follows Van Gennep in identifying three phases in ritual processes, with the middle phase being the “liminal” period on which he focuses. This liminal period lies between the times when the persons undergoing the passage rite are no longer who they were before but not yet who they will be after the rite is completed. It includes transitional or threshold experiences that involve temporary suspension of social norms and structures, leading to a sense of ambiguity and transformation. In this ambiguous status, Turner identifies the existence of “transitional being[s] or liminal persona[e]” during the ritual who are “betwixt and between the positions assigned and arrayed by law, custom, convention, and ceremonial” (Turner 1969:95). During this transition period8 all “transitional beings” or initiates are treated equally. In particular, they are subject to the same authority. For instance, in the Ndembu transition rites, all young initiates are equally subject to the authority of the elders, who in turn are obliged to supervise the performance of the ritual acts, thus ensuring that the rite is performed according to the rules, within a certain degree of variation (Förster 2003:707). This phase involves communicating the “sacra” (Turner 1969:103,133) – the transmission of essential and often sacred elements of the culture or community – which may include the unveiling of sacred objects, transmission of myths, or performance of ritual acts that reaffirm the shared values and continuity of the group, and highlights the role of ritual in reconnecting the community to its core beliefs and traditions, and emphasises continuity itself even amidst the transformative potential of the liminal phase. Along with this, participants engage in a symbolic play that allows them to experiment with, deconstruct, and rearrange cultural symbols and social norms, potentially leading to new understandings or social configurations in which established cultural patterns can be creatively dismantled and reassembled. The usual hierarchical structures are minimised or temporarily dissolved, leading to a state of what Turner (1969) introduces as the concept of “communitas”9 - an unstructured community10 in which individuals are equal without regard to normal social hierarchies. The concept of communitas is discussed in more detail later in this section.


Turner extends the concept of liminality beyond van Gennep’s analysis, which refers specifically to the rituals of what Turner calls “simple”
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Fig 1: Victor Turner’s Social Drama (Förster 2003:706)





peoples11. In more differentiated societies, similar phenomena would develop on the margins, outside normative economic, social and political constraints. Turner applies the term “liminoid” to distinguish these from the concept of liminality. These liminoid phenomena can affect the centre of society, allowing for a rethinking of everyday life and leading to a social critique of existing conditions and structures. He mentions theatre, sport, and literary and art scenes as examples and adds places such as universities, libraries and institutes as “neutral spaces” or privileged areas set aside from the mainstream of productive or political events. He calls them


“‘liminoid’ settings for all kinds of freewheeling, experimental cognitive behavior as well as forms of symbolic action, resembling some found in tribal society, like ‘rushing’ and ‘pledging’ ceremonies in American college fraternity and society houses ...” (Turner 1982:33).


To further distinguish the difference between liminoid and liminal, Turner considers the concept of play in the context of work and leisure (Turner 1982:30-33,35-40). He concludes that in modern industrial or postindustrial societies, liminoid phenomena are typically characterised by their fragmentary, pluralistic, experimental, and playful (ludic) nature. They tend to be individual productions, and are often used to communicate social criticism (Turner 1982:32-33). In summary, liminoid phenomena are similar to liminal experiences but occur in everyday, secular contexts outside of traditional rites and rituals. While both involve moments of transition and potential transformation, liminal phenomena are deeply rooted in rituals that follow strict procedures, whereas liminoid phenomena encompass a wider range of individual lived experiences unrelated to traditional rites of passage. Or, to add in Turner’s own words:


“The one [liminoid] is all play and choice, an entertainment; the other [liminal] is a matter of deep seriousness, even dread, it is demanding, compulsory” (Turner 1982:43).


Turner introduced another concept closely related to the idea of liminality, which concerns the social conditions experienced during periods of transition, when individuals are between their previous and future social positions.


This concept – communitas – is integral to human experience with significance in various fields such as religion, literature, drama, and art, and its traces can be found in areas such as law, ethics, family, and even economics (Turner 1974:231). Turner specifically addresses the characteristics of human relationships that occur in liminal and liminoid conditions. He chose the term “communitas” over “community” to “distinguish this mode of social relationship from an area of common living” (Turner 1969:96). To further illustrate the characteristics of ritual experience and communitas, and to offer a nuanced understanding of the transformative process inherent in ritual, while also highlighting its prevalence across different cultural and historical contexts, Turner draws on examples ranging from Ndembu society to cultural phenomena as diverse as the 1960s hippie movement (Turner 1969:112-113,138) and medieval religious orders (Turner 1969:133,140-154).


In contrast to liminality’s focus on the formal aspects of rites of passage, communitas is concerned with the interpersonal dynamics that emerge during these periods of change. However, both concepts share the premise that rites serve as catalysts for individual transformation, often at a profound level. By shifting the perspective from the integrative aspects of rites emphasised in the concept of social drama to the subjective experiences of participants, Turner underlines the central value of these experiences in the transformative capacity of rituals. The experience of communitas is characterised by the direct, immediate, and total involvement of individuals, stripped of their social status, in a shared human bond that transcends the constructs of society during the liminal phase and liminoid states, respectively. According to Turner,


“the liminal Group is a community or comity of comrades and not a structure of hierarchically arrayed positions. This comradeship transcends distinctions of rank, age, kinship position, and, in some kinds of cultic group, even of sex” (Turner 1967:100).


Turner further differentiates between rituals and ceremonies based on the presence or absence of transformations. Rituals lead to profound changes in participants and their social positions. In contrast, ceremonies merely serve to reaffirm the existing social order without facilitating existential change:


“I consider the term ‘ritual’ to be more fittingly applied to forms of religious behavior associated with social transitions, while the term ‘ceremony’ has a closer bearing on religious behavior associated with social states, where politico-legal institutions also have greater importance. Ritual is transformative, ceremony confirmatory” (Turner 1967:95).


This distinction underlines the importance of participants’ experiences in shaping the effectiveness of rituals. Communitas, therefore, is not only a descriptive term for a type of social relationship, but also a dynamic force within rituals that enables personal and collective transformation. In this context Förster (2003:707) identifies a general requirement: As communitas emerges among participants during the transitional phase of a ritual, it is only during this phase that individuals experience equality and fraternity in a nonhierarchical manner. However, this experience cannot occur in isolation and requires the presence of a structured everyday society. Communitas, as a concept for understanding and analysing social behaviour, thus depends on a complement, and Turner consistently identified it in terms of contrasting concepts or a “distinction between structure and communitas” (Turner 1969:96). Turner contrasts communitas clearly with what he regards as “structure”. He characterises structure or social structure as organised sets of roles, statuses, ranks, and their hierarchical order, widely recognised and actively maintained within a society, and fundamentally linked to the norms and sanctions of legal and political systems. (Turner 1974:201).


Communitas provides removal of structural constraints that allows participants in the ritual to be themselves and interact directly without assuming predetermined roles. Förster (2003:707) provides a series of contrasting terms used by Turner in association with the concept of communitas, which shows its suitability as a framework for sorting and analysing diverse social phenomena:





	Communitas

	Structure





	Equality

	Inequality





	Fraternity

	Hierarchy





	Selflessness

	Selfishness





	Statuslessness

	Status





	Propertylessness

	Property





	Homogeneity

	Heterogeneity





	Liminal

	Central





	Transition

	Conservation










	
Dynamic

	Static





	Silence

	Speech





	Existential

	Cognitive





	Religious Knowledge

	Technical Knowledge





	Totality

	Particularity







These pairs reflect Turner’s exploration of how rituals and their associated social processes influence identity and social structures. At the same time, they demonstrate the transformative potential of liminal stages and the corresponding communitas over social structure and the established order of society. Communitas is further characterised by spontaneity, immediacy, and concrete presence, and Turner sees it as an allegory of universal human solidarity and equality in line with social ideals. Unlike structure, it is also inherently transitory and temporary (Turner 1974:44). He points out that


“the spontaneity and immediacy of communitas - as opposed to the jural-political character of structure - can seldom be maintained for very long” (Turner 1969:132).


Members of religious, millenarian, or revivalist groups typically describe communitas as a paradise or utopia, characterised as a transcendent state, featuring an eternal present that is both within and beyond the confines of time (Turner 1974:231,237-238).


Turner believes that communitas exists beyond the confines of structure, but liminal situations possess their own distinct forms of structure and symbolism, which are primarily influenced by and reimagined from the dominant cultural norms within their society. To collectively characterise communitas and liminality, Turner frequently refers to both as anti-structure (Turner 1974:272-298).
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