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1. Background of the Project 
 
The Asia-P acific Cultu ral Cen tre f or UNE SCO (ACCU) is a non-profit or ganisation 
established in 1971 in line with UNESCO’ s basic principles through the cooperation of 
private and government sectors in Japan in order to contribute to m utual understanding 
and cultural cooperation in Asia  and the Pacific.  In rece nt years, ACCU has been 
working closely with UNESCO, paying special attention to Intangible Cultural Heritage 
(ICH). 
 
The Convention for the Safeguarding of the Intangible Cultural Heritage, adopted by the 
General Conference of UNESCO in Octobe r 2003, entered into force in April 2006.  
Article 16 o f the Convention requires that the Intergovernmental Committee estab lish 
and publish the “Representative L ist of the Intangible Cultural Heritage of Hum anity” 
upon the proposal of the S tate Parties concerned.  It is expected that m any traditional 
performing arts will be recommended as candidates from various communities. 
 
ACCU has  been im plementing programm es on the protection and safeguarding of 
cultural he ritage, jo intly with Asian /Pacific UNESCO Member States .  Within this 
framework, ACCU and UNESCO jointly or ganised two expert m eetings on 
safeguarding ICH in 2006 and 2007. The Mee ting adopted a set of r ecommendations 
and suggestions for the definition of communities, groups and individuals. 

 
ACCU also or ganised the 1st Contest in  2006, with many entries from  di fferent 
countries within and beyond the region. 1 Seve n comm unities inc luding those f rom 
South Africa, Thailand and Ja pan were awarded ACCU Pri ze and Honorable Mention.  
As a f ollow-up to the c ontest, the  r epresentatives of  the a warded communities we re 
invited to the workshop in Japan in 2007, to share their safeguarding experiences and to 
launch th e estab lishment of  ACCU’ s ICH community network.  The participants 
visited one of the awarded communities to observe their p roject and h ad face-to -face 
communication with the community members. 
 
2. Outline and Objectives of the Project 
 
The 2 nd Contest was or ganised in 2008 and si x ACCU prizes and one Honouarable 
Mention were awarded in the Internationa l Jury Meeting in February 2009 in Kyoto, 
Japan. As a follow-up activity, ACCU will organise the 2nd Workshop. 
 
The overall objective of  the con test is to id entify, document and re nder visible, as w ell 
as accessib le pas t an d curren t practices that have p roven to be successful in 
safeguarding or revitalising ICH,  and to collect case s tudies, in order to provide a rich 
source of creative and innovative approach es to problem-solving, proven solutions, 
practical information, lessons learned and hi nts useful for other comm unities, thereby 
contributing to facilitating young people’s participation, and to empower the community 
through ICH revitalization. 

                                                  
1 Details are available at  http://www.accu.or.jp/ich/en/community/index.html 
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a) 1st Stage: Call for Entries (August - December 2008) and International Jury Meeting 
 
ACCU calls for entries in the 2nd Contest from  communities, which actively promote  
young people’ s participation in their activities for re vitalising and safeguarding 
intangible cultural heritage in UNESCO Mem ber States in Asia and th e Pacif ic, Latin 
America and the Caribbean, Africa, and the Arab States. The 2nd contest continuously 
focuses on the field of “Performing Arts”.  
 
The jury was com prised of the following six experts from four countries, as well as a 
representative of ACCU. 
 

1) Ms. Harriet DEACON (South Africa)  
 Research Associate, History Department, University of Cape Town 

2) Mr. Cherif Mohamed KHAZNADAR (France) 
 President, Maison des Cultures du Monde 

3) Mr. KONO Toshiyuki (Japan) 
Professor of Law, Kyushu University 

4) Mr. KIKUCHI Kensaku (Japan) 
 Chief Senior Cultural Properties Specialist, Cultural Properties Department, 
Bunkacho (Agency for Cultural Affairs Japan)  

5) Mr. Wim VAN ZANTEN (Netherlands) 
 Staff m ember, Department of Cu ltural Anthropology and Development  
Studies, Leiden University 

6) Mr. Rieks SMEETS (Netherlands) 
 Former Chief of Intangible Heritage Section, UNESCO 

7) Mr. SATO Kunio (Japan) 
Director-General, ACCU 
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The f ollowing six com munities we re awarded  with the  ACCU priz es and one  the 
Honourable Mention. 
 

ACCU Prize 
 Promotion of Awa Ningyo-Joruri through Nohson-butai Stages: Japan 
 Revitalisation of the Traditional Warba Danse: Burkina Faso 
 Katta Ashula (Great Song): Uzbekistan 
 Oyá Temple Community Culture Project: Cuba 
 Preservation Activities of Awadeko Sanbaso-mawashi: Japan 
 Preservation and Transmission of Nagahama-Hikiyama Festival: Japan 

 
Honourable Mention 
 Revival of Performing Arts in Baltistan: Pakistan 

 
b) 2nd Stage (November 2009) 
ACCU invited representatives of the aw arded communities in the  contest to  the  
workshop held in Japan, to pr esent their case studies.  The participants were expected 
to share their inform ation and various experiences through the workshop.  The  
workshop included a field visit to one of the awarded communities in Japan. 
 
c) 3rd Stage (Early 2010) 
ACCU is to publish outcom es of the workshop as the case study report to be widely 
distributed to UNESCO and its Member S tates while digital conten ts will be rele ased 
through the W ebsite.  By publishing the cas e study report, ACCU ai ms to provide a 
rich source of creative and innovative approaches to problem-solving, proven solutions, 
practical information, lessons learned and hints useful for other communities. 
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Day 1 
 
3. Opening of the Workshop 
 
The opening speech was delivered by  Mr. Kunio Sato, Director-Genral of ACCU.  Mr. 
Sato Expressed his heartfelt thanks for the support of T okushima prefecture and other  
parties who worked for the realisation of the workshop in Tokushima. 
 
Mr. Chérif Khaznadar , the form er Director of Maison des Cultures du Monde sent his 
sincere congratulations to the awarded comm unities in the Contest.  (see p.58 for the 
two opening remarks) 
 
After self introduction of the participants and a coffee break, Mr. Sato suggested asking 
Mr. Khaznadar be take the chairperson of the workshop and the suggestion was agreed 
to all the participants. 
 
Ms. Misako Ohnuki, Director , Culture Division of ACCU, ga ve a presentation in order 
to introdu ce to the par ticipants, es pecially the  comm unity based programm es, and 
UNESCO’s 2003 Convention, ICH programmes of ACCU. (see p.44 for details) 
 
Following her presentation, Mr . Kenjiro Jin, Section Head, Culture Division of ACCU 
explained details of the workshop to th e participants.  E ach of the awarded 
communities had 30 m inutes f or m aking a visual pr esentation a nd a 15-m inute 
question-and-answer session proceeded by th e chairperson on days 1 and 2.  Mr. Jin 
continued by explaining about the field visit and the performance session on the day 3. 
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4. Presentations of the Awarded Communities 
 
The chairperson welcomed and invited the first community to make a presentation using 
visual equ ipment such as Power Point slides or V ideos.  Please refer to the attach ed 
DVD for their presentation materials. 
 
4.1. Preservation and Transmission of Nagahama Hikiyama Festival, Japan 

(ACCU Prize Awarded) 
 
Title of the Project: 
Preservation and Transmission of Nagahama Hikiyama Festival 
 
Name of the Performing Art: 
Shagiri (musical accompaniment) of Nagahama Hikiyama Festival 
 
Geographical Location of Your Community: 
Nagahama City, Shiga Prefecture 
 
Describe the performing art briefly in narrative form. 
 
The Nagahama Hikiyama (float) Festiv al has its roots in a parade called Tachiwatari, 
which was restored by HASHIBA  Hideyoshi over 400 years ag o when he was the lord 
of Nagaham a Castle. Later , Hikiyama (f loat) was added  to the T achiwatari pa rade, 
giving shape to the current form of the float festival. 
 
The perform ing arts presented at the Nagahama Hikiyam a Festival include Kodomo 
Kyogen (kabuki by children) and Shagiri, both of which are played by children (only 
boys in Kyogen). Shag iri is m usical accom paniment comprising shinobue (f lutes), 
drums, shime-daiko (stick drum), and surigane (small flat gong).   
 
Shagiri is played whenever floats move, and different tunes are played corresponding to 
different festival scenes, such as those pl ayed before and afte r Kyogen and those to 
wake up fe stival participants on the day of the f estival. Shagir i is believed to ha ve 
started before 1792 since there is a descripti on, “Shagiri was played,” in the topography 
created in 1792. Each float group ( Yamagumi) gathers  ch ildren once a week or o nce 
every other week to practice Shagiri.  
 
Explain in narrative form how your community faced problems which affected the 
performing art.  
 
Shagiri used to be played mainly by the adult members of float groups.  However, after 
World War II, people’ s working style change d considerably, and m any far mers in the 
neighborhood, who had participated in the festival, left their farming land to companies, 
leading to a decrease in the number of participants in the Hikiyama Festival. Moreover, 
the ag ing o f the Shagiri play ers in  each float group, an increase in  the num ber of 
salaried men who could not take a day of f for the practice of Shagiri, and an increase in 
the number of people who moved to an urban ci ty all contributed to a drastic decline in 
the number of Shagiri players. 
 
Since the S hagiri tradition was handed down orally to the next generation, it was 
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difficult to master: it took at least one and one-half to two years to acquire the skill even 
in cases where it was taught one-on -one. In addition, the nu mber of people who cou ld 
be taught was limited, leading to a  situa tion where there we re few play ers who knew 
how to play Shagiri properly. Consequently, some float groups were forced to use a tape 
recording of Shagiri at the festival. 
 
Explain details of your project for safeguarding and revitalising the performing art 
in narrative form. 
 
* What were objectives of the project?  
 
Due to the dif ficulty in train ing Shagiri su ccessors orally, efforts to transform Shagiri 
into music scores began in the 1970s to facil itate and ensure the transmission of Shagiri 
skills. Shagiri played by older players were audio-taped, which were scored. It took two 
years to firs t score the following basic two numbers: Ohiyari played during the parade  
when floats m ove and Kagura played in front of a god. Th e scoring of Shagiri went  
smoothly and in 1981, all Shagiri num bers, which had long been handed down orally , 
were completely scored, including original numbers for each float group.   
  
This activity was supported by the Nagaha ma Hikiyama Festival Shagiri Preservation 
Association, which was estab lished by volunt eers from each float g roup. The activ ities 
of the Pres ervation Ass ociation include the preservation an d transm ission of Shagiri, 
training of successors, and the investigation and preservation of original num bers of 
each float group. The Association also initiated a program to hand down the tradition of 
Shagiri, which had long been trans mitted only to adults, to  children. Its initiative also 
includes the  recording o f traditional music in to tapes and CDs and the distr ibution of 
these tapes and CDs as training and promotional materials.   
  
* Who initiated the project? 
  
The adult members of float groups, who used to actually play Shagiri and shared a sense 
of crisis over the pote ntial extinc tion of  Shagiri traditio n, lead the  project. T here 
happened to be a person am ong them who used  to belong to a m usic band as a student, 
loved m usic, and could read m usic. This pe rson’s presence inspired us to begin the  
activity of scoring the Shagiri, which in turn led to the establishment of the Preservation 
Association. Currently, the Association plays a central role in training successors.    
  
* What financial support did the project have for its launch? 
  
Upon the establishm ent of the Shagiri Pres ervation Association, we received subsidies  
for the preservation of Shagiri and the developm ent of successors from Nagahama City 
and float groups of the Hikiyam a Festival . These subsidies are used to purchase 
shinobue (flutes), essential instruments for Shagiri, and repair drums. 
 
* Do your project activities create any income? 
 
Income of t he Shagiri P reservation Association includes an annua l subsidy of 230,000 
yen granted by Nagaham a City , mem bership fees from  fl oat groups, training fees, 
distribution fees for Shagiri CDs (¥1,200/piec e), and fees for perform ing Shagi ri at 
events and festivals other than the Hikiyama Festival.    
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* How are the younger generations involved?   
 
Shagiri used to be played by adults centering on float gr oup members. However, since 
the 1970s when it became difficult for adults to succeed the Shagiri trad ition due to the 
aforementioned reasons,  it has been  taught and  transm itted to elem entary and jun ior 
high school children. In the Na gahama Hikiyama Festival, there is a Ko domo Kyogen 
(kabuki) program, which is played only by boys living in each float group town. The  
Shagiri training program intended to provide  children, who do not play in the Kyogen, 
opportunities to participate in the festival and thereby arouse their interest in the festival. 
Through these ef forts, Shagiri has becom e part of m usic education at junior high 
schools and expanded its dom ain to include activities other than  those related to 
festivals, such as its numbers being played  on the reco rder and the establishm ent of 
Shagiri clubs that conduct Shagiri recitals. 
 
* How do the young people involved feel about the project? 
 
Some of the children jo ined the Shagiri p rogram because they had played in Kodom o 
Kyogen before and wanted to continue to partic ipate in the festival after their role as a 
kabuki player ended. S uch children have a hig h interest in  the festiv al and succeeding  
the tradition to begin with. It  wa s, ther efore, natura l f or them  to join the Shag iri 
program. Si nce each float group conducts a Shagiri practice session o nce a week or  
once every other week, not only during the fe stival season, but throughout the year , 
Shagiri has become part of the children’s daily lives. 
 
Did the Contest result affect the community?  If so, describe it as concretely as 
possible. 
 
* What are the successful factors of the project? 
 
First of  a ll, Shagiri, which used to be tr ansmitted orally, was transformed into scor es, 
which has enabled tran smission of the skill accu rately to many people in a short period 
of tim e. An oral tradition will die  out if the re ar e no tr ansmitters. However , since  
musical scores can remain for good, our concern over the continuation of the traditional 
performing art was resolved.  
   
The second  success  factor is the s hifting of Shagiri play ers from  adults to children. 
Since children learn much faster than adults, the time required to acquire Shagiri skills 
can be shortened; while it takes one to two years for adults to acquire the skills, children 
can master them in about six months. Moreover, children often bring their friends to the 
practice session, which contri butes to increasing the num ber of participants or 
successors. This approach serves not only to enable the succession of traditional culture, 
but also to prom ote exchanges among gene rations since adults and children learn 
together.    
 
* What negative issues did you face in its implementation? 
 
Since the Nagaham a Hi kiyama Festival is  trad itionally ca rried out only by m en, as 
exemplified by Kodomo Kyogen, which is played only by boys, women are not allowed 
to ride on the floats. Therefor e, Shagiri was taught only to boys at the beginning. Later , 
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the number of girls who wished to learn Shagiri increased and girls were allowed to join 
the practice. However, however hard they may practice, they cannot play  in the festival  
or ride on floats. Therefore, special arrangements were made for them, such as play ing 
before and after Kyogen, which is perform ed on the ground, with perm ission to follow 
the procession of floats. These girls were also  allowed to participate in a procession of 
children Kyogen players called Y uwatari at the Hikiyam a Festival, provided it is a 
parade conducted by the Shagiri Preservation Association as its own event. 
 
* What are challenging issues for the future?  
 
While it is generally understood that the Hi kiyama Festival is conducted and supported 
by local residents living in towns tha t have their own float, these comm unities are now 
experiencing the acceleration of a low birt hrate and population agi ng and a declin e in 
the residential population. The continuation of the festival, therefore, seem s to be  a  
serious issue for the near futu re. In such a context, it wi ll be necessary to support the 
festival not only by the people living in the cen tral part of the city , but also by people 
living in a wider a rea across Nagahama City. To this end, it is esse ntial to raise public 
interest in the Hikiyama Festiva l. W hile the Shagiri training program provides direct 
access to participate in the festival, we need to devise other ways to increase the number 
of participants, centering on children, by attracting people from  a wider area, as well as 
the number of supporters of the festival.   
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4.2. Promotion of Awa Ningyo-Joruri through Preservation and Utilisation of 
Nousonbutai Stages, Japan (ACCU Prize Awarded) 

 
Title of the Project: 
Promotion of Awa Ningyo-Joruri through the Preservation and Utilisation of Nosonbutai 
Stages 
 
Name of the Performing Art: 
Awa Ningyo Joruri 
 
Geographical Location of Your Community: 
Areas in Tokushima Prefecture, which have Noson Butai  (T okushima City, Anan City, 
Miyoshi City, Naka-cho, Minam i-cho, Kats uura-cho, Kam ikatsu-cho, Kam iyama-cho,  
Higashimiyoshi-cho, and other places) 
 
Describe the performing art briefly in narrative form. 
 
It is believed that at 17 th century, Ningyo Joruri had been practiced on Awaji Island and 
was introduced into T okushima. Lord Hachis uka established a special status called 
Doukunbo Mawashi Hyakusho spe cifically f or f armers on A waji Isla nd and allo wed 
them to tour the nation perform ing a puppet show . Consequently , they cam e to 
Tokushima often and gave puppet shows in temporary sheds erected centering on the  
indigo-producing areas along the Yoshino River.  
 
Influenced by A waji’s puppet troupes ( ningyo-za), m any puppet troupes were form ed 
across Tokushima Prefecture. Since puppeteers, who tour ed around the nation carrying 
two wooden boxes with puppets on a pole and perform ing a puppet show, even went to 
small villages throughout Tokushima Prefecture. Ningyo joruri was at its peak around 
1887, when over 70 puppet troupes ar e said to have perform ed at local festivals and 
gone on tour to other villages on request during the agricultu ral off-season. In the 2oth 
century, Ningyo Joruri gradually declined along with the developm ent of movies and 
plays, and most puppet troupes were dissolved.  
 
After W orld W ar II, however , m any people joined forces to restore Ningyo Joruri, 
leading to the establishm ent of the A wa Ningyo Joruri Promotion Foundation in 1946. 
As a prefectural joruri contest became an annual summer event, puppet troupes and tayu 
(chief perform er) groups slowly m ade a comeback. In 1999, A wa Ningyo Joruri was  
designated a national important intangible folk-cultural property.  
 
Explain in narrative form how your community faced problems which affected the 
performing art. 
  

 Improvement of performance skills  
In Awa Ningyo Joruri, coated lustrous dolls  larger than Bunraku dolls cam e to be  
used, and puppeteers moved the dolls in a rather exaggerated manner while sticking 
them out forward, in consideration of their use on outdoor Noson B utai set up 
relatively far from  the audience an d in dark temporary sheds. W hile giving due 
consideration to these unique  features of A wa Joruri, ef forts should be m ade to 
further improve performance skills. 
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 Development of successors  
Tokushima Prefecture currently has fourt een puppet troupes a nd four tayu groups. 
However, the prefecture also  faces probl ems common to other regions,  that is, th e 
aging of members and the securing and developm ent of successors. Although there  
are folk art clubs at elementary, junior high, and senior high schools and universities, 
many members move out of the prefecture af ter graduation for further education or 
employment.   
 
 Expansion of repertoire  
A regular program  in T okushima’s Joruri is “Keisei A wa no Nartuto,” a story of 
affection between a m other and a child,  where m ajor ch aracters are people in 
Tokushima. Including other classics  in the repertoire and creating  
easy-to-understand, m ore pleasant program s that young people can also enjoy is 
required.  
 
 Creation of performance opportunities  
The facilities dedicated to Ningyo Joruri should be upgraded and more opportunities 
should be created for the presentation of the results of hard practice.  
 
 Full use of deko (doll) creation skills   
Tokushima has long provided dolls to a number of puppet troupes in the villages of 
Awa and those on A waji Island that tour  around the nation and produced m any 
skilled doll creators. Currently, there are about 40 doll creators. Their skills to create 
dolls should be leveraged for the creation of classic dolls, as well as do lls for new 
Ningyo Joruri programs, craft products, and souvenirs to further disseminate Joruri.   

 
Explain details of your project for safeguarding and revitalising the performing art 
in narrative form.   
 
* What were objectives of the project? 
 
In the farm , mountain, and fishing villages of Japan, m any Noson Butai still rem ain in 
the precincts of shrines, where kabuki and puppet shows ca n be performed. While these 
stages can be categorized into two types, one for kabuki and the other for puppet shows, 
Tokushima has the lar gest number of Noson Butai for puppet shows in Japan. W ith the 
aim of promoting cultural activities in a wide range of fields , including A wa Ningyo 
Joruri, and  rev italizing the local commun ities that hav e Noson Butai through  the 
preservation and utiliza tion ac tivities of  the rem aining stages and calling for the  
cooperation of residents in the prefecture via the m edia, an or ganization called A wa 
Noson Butai no Kai was for med. The activities of the or ganization include  
investigations of  Noson Butai, PR activ ities via its of ficial website and publication, 
holding public performances on restored stages in collaboration with community people 
and m unicipal of fices, and the form ation of new puppet troupes centering on young 
people.   
 
* Who initiated the project? 
 
The Awa Noson Butai no Kai comprises the f ollowing members: architects; researchers 
from universities; designers; photographers ; copywriters; people re lated to perf orming 
arts, including Awa Nigyo Joruri, music, theater , and dancing; staf f of cultural facilities 
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and municipal offices; and ordinary residents of the prefecture who will be the audience. 
These members share work according to their specialized fields, such as repair of stages, 
creation of PR vehicles, negotiations with  perfor mers, creation of stage props, and 
overall coordination. 
 
* What financial support did the project have for its launch? 
 
We started our activ ities with m embership fees from the mem bers of the A wa Noson 
Butai no Kai and a su bsidy gran ted by Kigyo Mécénat Kyogikai (Association  for  
Corporate Support of the Arts).   
 
* Do your project activities create any income? 
 
The income of  the Awa Noson Butai no Kai includes membership fees, profits on the 
sale of bulletins, and donations to the or ganization. The incom e of individual Noson 
Butai preservation groups includes subsidies for holding public performances, gratuities 
from the audience, and profits on the sale of local specialties, such a s vegetables and 
artifacts. For the rep air of stages, contributions are invite d mainly from local residents 
and the people from related local communities. 
 
* How are the younger generations involved? 
 
Young m embers engage in background work for Noson Butai perform ances, such as 
installation and operation of sound and li ghting equipment, designing inform ation 
leaflets and program s, writing advertising copy, negotiations with perform ing groups, 
planning collaborations between Ningyo Joruri  and m odern dancing or Western music, 
and perform ing on stage. They introduce new elements into the f ield of  trad itional 
performing arts, such as design, staging, and joint performances with people in different 
art genres. In addition, the young people who have m oved out of Noson Butai 
communities come back when public perf ormances are held and help us by acting  as 
coordinators or car park attendants. 
 
* How do the young people involved feel about the project? 
 
While they found it a new and exciting experi ence to introduce thei r strong points into 
traditional performing arts, which is  a new f ield for them, they also ex perienced f irst 
hand the strength of tradition that attracts the understanding and support of many local 
residents. 
 
Did the Contest result affect the community?  If so, describe it as concretely as 
possible. 
  
* What are the successful factors of the project?   
 
One of the success  factors is  the tim ing of the project, wh ich coincided with th e time 
when there was a growing m ood i n society toward the creation of a new culture by 
reevaluating local traditional culture. Another big success factor is that we looked at the  
software of Awa Ningyo Joruri through the hardware of Noson Butai. 
 
Performance on a stage is no t the only facto r enabling  lo cal perform ing arts. Local 
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performing arts are supported by the faith of lo cal residents in gods who bring bumper 
crops and p rotect the s afety of their fam ilies. They have bee n succeeded to the p resent 
by play ing a m ultifaceted ro le, su ch as fo stering a s ense of solidarity  am ong local 
residents by providing opportunities for them to join forces to achieve a shared goal and 
promoting exchanges with people from  other regions. Thus, the use not of theaters in 
urban cities, but of Noson Buta i is  an attem pt to reprod uce the  orig inal f orm of  the 
traditional performing art.  
 
* What negative issues did you face in its implementation? 
 
Since most of the areas with Noson Butai ar e located in inconveni ent regions far from 
Tokushima City, it takes tim e to conduct activities, such as m eetings with local people, 
setting up a stage, and working on perform ance day. However, most leading m embers 
are active workers with full-tim e jobs. The mo st dif ficult problem , therefore, was to 
coordinate their schedule to cr eate time for the aforem entioned activities. In addition, 
when holding a public perform ance, we often have a hard time securing parking spaces 
and public restrooms since on such an occasion, an over-capacity crowd visits the area. 
 
* What are challenging issues for the future? 
 
Most of the areas with Nos on Butai face the issue of a shrinking and aging population. 
Some stages in deserted villages are rott ing away. However exquisite a stage m ay be, it 
is very d ifficult to preserve and utilize it if  there are no resid ents living in the area. On 
the other hand, these areas are rich in local re sources, such as trad itional arts and crafts 
based on the local environm ent, tasteful local food, and the beautiful nature and 
landscape, in addition to Noson Butai and Ningyo Joruri.   
 
We believe that ou r future efforts must in clude activities to dissem inate the appea ling 
image of local comm unities throughout the country by comprehensively leveraging the 
resources of tourism to support economic revitalization of the local communities by, for 
example, enlarging the market for tourism and local specialties. To this end, we need to 
further promote cooperation with m unicipal of fices, local residents, econom ic and 
industrial quarters, and the media. 
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4.3.   Katta Ashula, Uzbekistan (ACCU Prize Awarded) 
 
Title of the Project: 
Katta Ashula (Great song) 
 
Name of the Performing Art: 
Katta Ashula – original genre of the art of singing in Uzbekistan 
 
Geographical Location of Your Community:  
Fergana Valley of Uzbekistan (at present tim e this territory includes Fer gana, Andijan, 
Namangan regions and part of Tashkent region) 
 
Describe the performing art briefly in narrative form. 
 
Katta Ashula is an original genre of the art of singing in Uzbek traditional music, which 
has its own distinctive musical and poetic language, performance styles and for ms. The 
figurative style of  Katta Ashula is connected with trad itional oriental poetry of  lyrical 
and philosophical com position. S inging Katta Ashula requires speci al training, skills 
and virtuosity of singers. Traditionally, the bearers of Katta Ashula traditions are master 
singers (Khofiz or Katta Ashulach i), w ho underwent tradition al sch ool, based on 
methodology of “Ustoz-Shogird” (Master -Apprentice). To date, oral transfer of singing 
skills and techniques from master to apprentice remains the main method for preserving 
and transferring both the music itself and its spiritual values. 
 
Katta Ashula was formed during medieval times on the basis of ancient folk, ceremonial 
and labour songs and songs of praise, whic h, as a rule, were perform ed without 
instrumental accompaniment. Katta Ashula beca me an original sing ing genre and s tyle, 
forming its own genre system.  
 
Explain in narrative form how your community faced problems which affected the 
performing art. 
  
* What was the condition of your performing arts before the launch of the project? 
 
In the f irst half of the 20th centu ry traditional musical art (including Makom and Katta 
Ashula) was able to preserve its artistic influence, high status in society and wide range 
of audience and cultural tradition.  But with the lapse of tim e, the public lost its former 
interest in it. In the public conscience, trad itional culture started to oppose professional 
composers’ performance.  
 
Even among popular musicians and well-known researchers there was no interest in this 
genre, which was connected to the fact, that  society had a negati ve a ttitude towa rds 
several genres. In addition, th e cultural policy of the Sovi et regime expressed negative  
reaction to the development of traditional music genres in general. No moral or material 
support was provided f or singers of this uniqu e and original genre. But thanks to the 
enthusiasm of performers themselves, the genre Katta Ashula continued to exist. Public 
Associations of Singers (Ka tta Ashulachi) were or ganised, which united the bearers of 
traditions of that tim e and which provided th eir services du ring family occasions  and 
national holidays. Interest, especially a mong the youth is significantly decreasing and 
this might be connected with the popularity of pop music and variety, which invoked the 
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interest of all sectors of society. 
 
Within the last decad e some works were carried out for preserving, saf eguarding and  
reviving Katta Ashula. A  small number of si ngers and bearers of traditions remained, 
who preserved local stylistic features a nd who underwent training on the basis of the 
methodology of «Master -Apprentice». The sa me happened to the Schools of Arts – 
there are only a few of them left.  
 
* What factors negatively affected your performing arts? 
 
In social consciousness traditional art became a contr ast to the prof essional composed 
art. Traditional musicians and sing ers were not regarded as elite in the musical world. 
The situation became very ten se, even among well-known musicians and researchers; 
there wasn’ t any interest in these genr es, w hich were perform ed without m usical 
instruments. Moral and material support was not given to sing ers of this original genre. 
Popularisation of platform  song, especi ally among youth, essentially reflected the 
incoming new talented generation. Only a few people study skills and knowledge of 
Katta Ashula, and all this happened thanks to the initiation and enthusiasm  of s ome 
musicians and research ers. Basic requirem ents for the aspiring perform ers are a high 
voice of great compass, ability to improvise and a good musical memory. Not all pupils 
can suffer so long to learn the individual skills of singing. 
 
The problem of the unique genre and style of singing of Katta Ashula is how to preserve 
and revitalize its developm ent in contem porary conditions, and how to transm it it to 
future generations. The m ain problem is the preservation and safeguarding of Kat ta 
Ashula, its skills and techniques of singing and, lack of financial support to singers who 
still bear traditions of Katta Ashula in loca l areas. Its future in m any cases depends on 
how it is interpr eted, reviv ing cu ltural tr aditions and discovering new scientific  
researches on Katta Ashula. 
 
Explain details of your project for safeguarding and revitalising the performing art 
in narrative form. 
 
* What were objectives of the project? 
 
Main goals and objectives of  the p roject, based  on the am endments to the Law «On  
Safeguarding and Utilisati on of Objects of Cultural Heritage» (adopted by the 
Legislative Chamber of the Parliament of Uzbekistan in April 2009) are:  

 preserving and saf eguarding Katta  Ashul a ge nre, its pe rformance skills  and 
techniques 

 material support for the bearers of this  tradition, attracting of the m into the 
system of musical education 

 scientific a nd practica l m astering of  this genre (expeditions, recordings, 
inventory, archiving, writing down (mus ical) notes, popularisation through m ass 
media, competitions, etc).  

 
* Who initiated the project? 
 
Idea of revitalisation and ensuring the viability of Katta Ashula of Fergana was initiated 
by the Government of Uzbekistan, local communities and groups of experts. The project 
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was initiated by a scholar, expert in the field of music, Doctor of Arts History, Professor 
Rustambek Abdullaev and was supported by the National Commission of the Republic 
of Uzbekistan for UNESCO with assistance provided by the Minist ry of Culture and 
Sports of the Republic of Uzbekistan. 
 
* What financial support did the project have for its launch? 
 
There wasn’ t any financial support for i mplementation of t his project. The project is 
supported only by the state.  
 
* Do your project activities create any income? 
 
The project promoted further interest in this genre, in the mastery of skills and traditions 
of singing. Additionally , young singers started to be attracted to sites (for exam ple, an 
activity of «Chor gokh» group (Mar gilan), in volvement of singers as Makhm udjan 
Tadjibaev in the conservato ire of  Uzbe kistan, or of Beknazar Dustm uradov – in 
Republican Musical College of T ashkent, or of well-known musician T emur 
Makhmudov - in Republican Academ ic Lyceum named after R. Glier – to train young 
singers and teach them how to master the skills appropriate for Katta Ashula).  
 
* How are the younger generations involved? 
 
Special attention is paid to attracting youth who are encouraged to develop their 
performance skills and tradi tions, their ability to com prehend, hear and recognise of 
traditions of Katta Ashula. T o that end, a nu mber of m eetings, conversations with an d 
performances of certain  performers and students of cons ervatoires and colleges will be 
held at the local level. 
 
The fact th at oblig atory perform ance of  Katta Ashula genre was included in the 
programme of Republican Competition on Traditional Performance among the Students 
of Colleges and Academic Lyceums (Qarshi, 2009) could be regarded as a positive step. 
Materials and collection of notes for songs are prepared and published. 
 
* How do the young people involved feel about the project? 
 
The young generations  regard the project po sitively and  activ ely p articipate in  its  
implementation. Apart from  working with creat ive youth, special attention is paid to 
attracting youth so that they understand, lis ten and perceiv e traditions of Katta Ashula 
and other types and forms of traditional culture.  
 
Did the Contest result affect the community?  If so, describe it as concretely as 
possible. 
 
* What are the successful factors of the project?  
 
Adoption of the amendments to the Law «On Safeguarding and Utilisation of Objects of 
Cultural Heritage» promoted the success of pr oject implementation; all necessary data 
on previous and current types of activity regarding revival, integrity and safeguarding of 
Katta Ashula was gathered. A database is being created and much work is being carried 
out on inventory of Katta Ashul a. Special attention is paid  to attracting youth to all 
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types of activities w ithin the project.  Y oung singers started to m aster skills and 
traditions relevant to s inging Katta Ashula from well-known artists and m asters. In 
order to do so, all available information, communication means and learning facilities 
are being utilised (oral and written trad itions, technical facilities). Experience of  older 
singers (Katta Ashulachi)  is being m astered. W hen advocating and popularising 
traditional arts, methods and means of show business are being introduced (live concert 
performance, replication of ethno video films, and wide usage of audiovisual carriers).  
 
* What negative issues did you face in its implementation? 
 
One of the important problem s is lar ge-scale advertising and the popularity of variety 
and pop music at present, which gradua lly alienate the young generation from 
traditional culture (i.e. indigenous traditions and spiritual values of the people). Sh ow 
business is being actively introduced into all areas of cultural activ ity. In m odern mass 
media audiovisual forms are increasingly tak ing over, which become the main resource 
for satisfying needs f or inform ation and aesthetic values. T elevision and Radio 
Broadcasting Company of Uzbekistan, in th is regard, carry out m eetings, discussions, 
talk shows,  liv e pe rformances of artists, traditiona l m usic, and c oncerts of young 
performers of traditional music. They, to some extent, have an influence on formation of 
musical tastes, interests and predilections of listeners, particularly on representatives of 
the young generation. But these are not enough. Ther e is not so m uch attention paid to 
the education of young researchers in the field of ICH and young, talented performers of 
traditional music. 
 
* What are challenging issues for the future? 
 
Katta Ashula, as a f orm of ICH, is an integra l part of the cultural identity of the people 
of Uzbekistan, its characteristic feature. It is  also a priceless song heritage of the Uzbek 
people. The problem  of the disappearance of  the original genre and singing style of 
Katta Ashula has predeterm ined its safeguarding with the purpose of its further revival 
and developm ent in conditions of modern times , so that this cultural heritage can be 
passed on to the generation to com e. Its fu ture, in m any respects, will depend on how 
revived c ultural trad itions and new scientif ic r esearch abo ut Katta As hula will be  
interpreted. 
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4.4. Revitalisation of Traditional Warba Dance by Troupe Warba Relwendé de  
Kongoussi, Burkina Faso (ACCU Prize Awarded) 

 
Title of the Project:    
Revitalisation of Traditional Warba Dance by Troupe Warba Relwendé de Kongoussi 

 
Name of the Performing Art:   
Warba Dance  

  
Geographical Location of Your Community:  
Kongoussi City, Bam Province, Northern Central Region, Burkina Faso  
 
Describe the performing art briefly in narrative form. 
 
Warba is  the traditional dance of  the Mossi, who live in the central reg ion of  Burkina 
Faso, and is an inseparable part of the loca l custom of Kongoussi City located in  Bam 
Province of the central region.   
 
It is pe rformed at eve ry comm unity e vent, s uch as tr aditional f estivals, f unerals, 
weddings, inauguration ceremonies of chiefs in accordance with customary law, baptism 
ceremonies, and awareness meetings. The distinctive characteristic of Warba is the rapid 
shaking of the hips and powerful and acr obatic m ovements. Everyone in the Mossi  
community, from  children to the elderl y and m en to wom en, knows how to dance 
Warba. 
 
Warba’s costumes are also distin ctive: a belt-like flared skirt of cotton braids with be lls 
is worn around the waist. A  variety of decora tions other than bells are attached to the 
skirt. Dancers wear a hat, which is made of animal hide, shells, cotton, and dye. Dancers 
have an anim al’s tail in their left hand a nd a bell in their right hand.  Accompanying 
instruments include at least two tam-tam drums, at least two tambour drums, and a flute 
(the shape of the flute varies with the region).  
 
Explain in narrative form how your community faced problems which affected the 
performing art. 
 
* What was the condition of your performing art before the launch of the project? 
 
Before April 25, 2003 when the Troupe Warba Relwendé de Kongoussi was established, 
Warba dance was seldom  perfor med in our  community . Consequently , traditional 
festivals have gradually lost their gaiety. Traditional festivals, such as Pakodé, Kiougou, 
and Nazese, were overs hadowed by Christm as and Easter , and the W arba performance 
became a rare occasion. Moreover, priests in the Kongoussi parish and the imams of the 
great m osques decided to prohibit dancing Warba on the prem ises of churches and 
mosques. Both Christia ns and Muslim s think that W arba is a dance with an anim istic 
nature, that is, a backw ard dance. The co mmunity then began to adopt m odern dance  
and abandoned traditional dance. Young people danced only to cassette-taped music and 
became ignorant of oth er types of dances. Th e Warba dance declined and its valu e was 
underestimated. Young people viewed Warba as a thing of the past and preferred instead 
to hang out at lively, more exciting bars and eateries. The Warba dance was about to die 
out. 
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* What factors negatively affected your performing art? 
 
Old and young people, including children, at tended the general assem bly where the  
formation of the dance troupe was decided. In other words, people from all segments of 
the community participated in th e assembly, and every perso n present at the assem bly 
acknowledged the need to restor e the Warba dance. First of all, the problems facing the 
Warba dance had to be solved: funds had to be raised, approval by churches and 
mosques of the W arba dance had to be obt ained, and appropriate costum es and other 
gear for the dance troupe had to be provi ded. The or ganization or fram ework of the 
dance troupe has not been established nor has its bank account been created. 
 
The seniors in the community grieved th at there was no longer any opportunity to 
perform the W arba dance or any prospect or  plan for its transm ission to the next  
generation. T o summarize, the m ain factors that negatively af fected the traditional 
performing art of Warba were modern dance and the so-called revealed religion, such as 
Christianity and Islam. 
 
Explain details of your project for safeguarding and revitalizing the performing 
art in narrative form. 
 
* What are the objectives of the project?  
 
The project aims to revitalize the traditional dance long inherited in the northern central 
region of Burkina Faso through the activitie s of the T roupe Warba Re lwendé. To that 
end, the following objectives were set as follows: 
 Restore the Warba dance in Kongoussi.  
 Encourage community people to dance Warba more often.  
 Encourage research and creative activities that will con tribute to  the  development 

and promotion of Warba culture.  
 Promote the Warba dance at both local and national levels.  
 Actively participate in provincial, national, and international dance competitions.  
 Become a leader of Warba dance in Bam Province and the northern central region.  
 Encourage young people to embrace the Warba dance as part of their daily lives.  
 Preserve the Warba dance in Kongoussi and Bam Province.  
 
* Who initiated the project? 
 
Before the launch of the project, people th roughout the region deplored the decline of 
the Warba dance. People gathered at pubs and talked about it but were at a loss as to 
what to do. Several senior m embers of Kongoussi brought this issue up at an assembly 
held accord ing to  cus tomary law , where it  was decid ed, after m uch discussion, to 
convene a general assembly to address the issue. The general assem bly was held on 
April 25, 2003, in which representatives from six districts of K ongoussi participated. 
Thus, while  the or iginal idea was p resented by several seniors, the entire comm unity 
was involved in the launch of the project.   
 
* What financial support did the project have for its launch? 
 
Upon establishing the T roupe Warbe Relwendé, young and senior m embers agreed to 
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solicit contributions in each di strict of the reg ion to rais e funds to purchase m usical 
instruments and costumes for dancers. Since there were no external subsidies available, 
the dance troupe had to solic it contributions. T he contributions collected through these  
activities.   
 
At the same time, it was proposed to save 40% of the income for the management of the 
dance troupe. The im plementation of this proposal enabled not only to pay for the 
education of children in the dance troupe, but also to rem ake the costum es four tim es. 
All persons involved in the dance troupe are volunteers who work without pay . 
Technical or  art ins truction is also provided by comm unity m embers who work on a 
voluntary basis without wages. 
 
* Do your project activities create any income? 
 
We had no source of income at the beginning of the Troupe Warba Relwendé. However, 
since the beginning of the dance troupe, we ha ve m ade it a rule to save 40% of t he 
income from public perform ances, which has provided us with a contingency fund. In 
addition, whenever the dance troupe faced financial difficulties, the general assembly of 
residents solicited con tributions from the community . Thanks to such dedicated ef forts 
and cooperation, the Troupe Warba Relwendé was able to w in first prize m any times at 
provincial, regiona l, an d national com petitions. W e have since  a lleviated f inancial 
shortages by earning incom e from dif ferent activ ities. Currently , som e children 
members possess dom estic anim als, which th ey purchased  with the incom e obtained 
through the activities of the dance troupe. 
 
* How are the younger generations involved? 
 
The Troupe Warba Relwendé de Kongoussi comprises two high quality teams. The main 
players of both teams are young dancers. The team of junior members, Pour Jeune, won 
first prize at the National Culture W eek competition twi ce in 2006 and 2008. The 
members of the Pour Jeune are ag ed six to fifteen. The senior m embers, for wh om 
dancing had become physically difficult, took charge of training young people to be the 
leaders in the W arba revitalization activities. Senior and young m embers joined forces 
to promote the Warba dance in Kongoussi. 
 
* How do the young people involved feel about the project? 
 
The Warba dance has gained a solid position in  the daily life of young people. In the 
community, it has becom e a regular practice again to invite T roupe Warba to every 
baptism and other festive occasion. At fune rals, all attendants spontaneously dance  
Warba, which seems to suggest that the Warba dance has regained its place among local 
people. Every Kongoussi citizen has a desire that when they die,  they want to be sent to 
their graves surrounded  by the W arba rhythm. Warba was accepted on ce again by  all 
residents, including young people. It is interesting to see more young people than 
seniors dancing Warba at the general assembly of residents. 
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Did the contest results affect the community? If so, describe it as concretely as 
possible. 
 
* What are the success factors of the project? 
 
Fortunately, there were pubs in Kongoussi wh ere people of all ag es, occupations, and 
ranks gather. While all great patriarchs rega rded the pra ctice of dancing with the d ead 
and sending the deceased to their graves to the sound of ta m-tam drum s a s an 
indispensable part of their own funerals, th is practice was prohibi ted by churches and 
mosques. The comm unity people deplored th is prohibition at ever y opportunity. These 
voices reached the ears of Kongoussi-born people living in ot her areas, and they 
together with senior m embers of the comm unity called for a res ident meeting with the  
main the me of W arba dance and its future. This m ovement of calling f or community 
solidarity was motivated by the desire “to protect the local cultural heritage that is being 
lost over tim e.” The desire contained l ove for th e lo cal pr ovince and the Mossi 
community as well as the pride at being members of this great community. 
 
* What negative issues did you face in its implementation? 
 
The First was a financial problem  since th e dance troupe started without any funding 
sources. The second w as the no fram ework of the troupe for conducting W arba 
performance on a regular basis. The third wa s how to obtain perm ission from churches 
and m osques to perform W arba again at f unerals and celebrations. The fourth, yet 
equally serious problem was the securing of people who can manage the troupe or teach 
other members. There were no skilled performe rs who could lead ot hers to revive the 
Warba dance at a higher level than before. The fifth was young peopl e’s indifference to 
traditional performing arts. Before the establishment of the dance troupe, the only dance 
young people could perform was a dance to modern music. The sixth was the absence of 
promoters who could take char ge of public ity for the dance troupe. Or ganizations or 
institutions specialized in PR do not yet exist in Kongoussi.  
 
* What are challenging issues for the future? 
 
It has been six years since the Troupe Warba Relwendé de Kongoussi wa s established. 
During these years, the dance troupe obtained about ten prizes and one honorary award. 
Today, it is one of the best dance groups in  Burkina. However , it need to continue 
improving skills f or m aintaining its  activities f or m any years. The community also 
needs to continue its ongoing ef forts to have  the Warba dance take root solidly in the 
daily life of its people. Mo reover, further ef forts shoul d be m ade to facilitate 
understanding a mong dif ferent religious groups of the fac t that the W arba m usic has  
lofty and liberal cultural valu e. The dance troupe should also work harder than ever to 
secure in come sources  that will p rovide funds for the purchase of equipm ents. In 
addition, it also needs to seek sponsorship for its activities. 















































































Asia-Pacific Database on Intangible Cultural Heritage (ICH) 
by Asia-Pacific Cultural Centre for UNESCO (ACCU) 

 63  

Field Visit to Inugai Noson Butai for the prize awarding ceremony and live performances  
(15 November 2009) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 




