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1. PLURALISM IN ART PEDAGOGY: INTEGRATING CLASSICAL, FOLK, AND
CONTEMPORARY PRACTICES IN INDIAN VISUAL ARTS CURRICULUM
Poonam Pal®*

@ Research Scholar, Drawing And Painting, Csjm University

2Fmail- kajalmahawar18@gmail.com

Abstract
Indian education on art is a blend of the new. One of the classes is where students are taught to paint in a detailed

manner. During another lesson they are trained in the instruction on how to draw Madhubani designs. They learn art in one
of the classes that are more conceptual. These different forms of learning are not typically connected to each other as the
manner in which they are taught. They are there. They are not actually working together. Art schools in India do not even
have to have types of art as it would be stated in this paper. These are their different types that they have to come together.
The paper looks into how people in India perceive art and how art education was taught in the former British colony what
transpired after Indian were given the independence and what is really happening in the classrooms. It means a teaching
concept of the art that would be combined with modern critical thinking and folk art and traditional techniques. Of separating
them, the paper adds they should be connected in a way that is grounded on the Indian ideas of teaching and learning.
Possession of different art is not just an issue of looking different. It concerns itself with fairness that possesses a process
and prudence about the different modalities that people in India learn about art. The education on Indian art needs to be
decided on to involve the multifarious forms of art and learning. The fact that art education is pluralistic is very vital. Indian
art must be dealing with more than a single art. It has to be a myriad of arts and the majority of learning.

Keywords: Pluralism, art pedagogy, Indian visual arts curriculum, classical rasa, Shilpa Shastras, folk art, Madhubani, Warli,
contemporary Indian art, colonial legacy, Santiniketan, Nai Talim, art integration, NCERT

* Corresponding author.

1. Introduction

The art education cannot be discussed without referring to the fact that it always was about a lot of things. Indian art is not
one thing. The temples have sculptures, too, little paintings to put up at the courts, paintings on the walls of the villages
prints to sell at the markets art that will attempt to rediscover ancient ideas, art in which the simple shapes and colours are
used, and art in which many different things are used to be capable of making its point. All these exist in our history. When
we enter a classroom it seems that we fail to relate all these different things. That is how we teach traditions and that cannot
be violated. We do folk art as projects. We speculate of art without seeing art. Students can see a number of things but
seldom can one talk about them referring to the way they are connected. This is not an accident. It came about through the

history. It was sometime ago that the schools started to teach art in very realistic approach like in the case of the Europeans.
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When people desired in future/later times that the Indian state should possess freedom again, they started appreciating the

Indian style of making art though they could to some extent make it seem more than it was. The manner of teaching art in
schools is also affected by the world and the schools fail to focus on the art itself and what is distinctive about India. In my
opinion, it is a most fascinating issue because | am majoring in the sphere of art education. The question is not whether we
should address art, folk art and modern art. We already do. The question is how they are connected to each other. All these
things must be put together in a way that will make sense and not keep them isolated like was the case before this paper.
The Indian art education needs to show that all art is art,: not just classical art, but folk art and contemporary art. We have
to be aware of their connection with one another and the overall importance of them to the art education. The Pluralism in
the Indian Context. Pluralism in India does not imply the presence of many people but many ways of thinking. In India,
systems of knowledge have been living together and compromising over a period contrary to a situation where there is one
dominant system over the other. One can see the same in the art tradition of the Indians that have continued to grow and
develop.

2. Understanding Pluralism in the Indian Context

In India, pluralism does not mean the existence of numerous individuals, but existence of numerous ways of thinking. Over
a period, disparate systems of knowledge in India have lived together and compromised, as opposed to having one system
dominant over the other. The same can be observed in the art traditions of the Indians that have still evolved and developed.
2.1 Classical Rasa and Shilpa

When we speak of the Indian art we mean the Natyashastra in the case of the Natyashastra which was written by Bharata
Muni. This book talks of a concept of rasa which is a way of thinking of art, which states that art should leave us with a very
strong feeling.'In this conception art is not about imitation, rather a sort of experience, or to be precise, emotional. The other
edition of the texts is known as the Shilpa Shastras which give us information on how to make a piece of art like how to
apply proportion, iconography, geometry and materials

These writings make us familiar with the fact that learning art in India has been and remained to be about discipline,
producing and minding detail. Guru-Shishya parampara or relationship between a teacher and a student was a very
significant one in past in the art learning. Teachers would have to do learning by observing and providing feedback to the
students. They would drill till they had it. It was not a rule-less learning process and was more about the making of a feeling
of how to make an art, that was beautiful and meaningful. When we today hear about classical art at school, we are merely
informed of the facts and put out of touch with more intensive forms of learning and thought. It is somehow necessary to
learn how to teach art more subtly and allow students to learn their skills and beauty appreciation in a more active
manner. The objectification of art as a past object, a traditional phenomenon must not only be introduced as the source of

knowledge and production.

2.2 Folk Practices as Living Knowledge Systems
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Indian folk art Folk and tribal Art Indian folk art can be illustrated in school textbooks as an example of the Madhubani and

the Warli and Pattachitra. These styles are not only traditions. They also form part of rituals and how individuals coexist
with nature and how they collaborate and the stories that they tell.® Warli painting is an example. It shows a spiraling effect
of farming and how the people come in to feast. The Madhubani paintings are associated with the perspective of how
people view the world around them and the manner in which men and women coexist at home. It is when lacking that the
students can only copy the patterns without knowing their sources even when it is something important.

The folk traditions become beautiful pictures instead of an intellectual way. We ought to be capable of teaching with the
appreciation of forms of learning. Folk art does not need to be visualized as something trendy and not significant. It is a way
of knowing things. We should take our time. Talk about the process of creating art and derive definitions off of the art
and then place the burden upon ourselves to create the art. This way the folk art like the Madhubanni and the Warli and the
Patta chitra will also be honored.

2.3 Contemporary Practices and Criticality

The Progressive Artists Group formation was Indian art transformation after the independence of the country was achieved.
The Indian art was revolutionized to Progressive Artists Group after the country became independent. Artists were not keen
on producing works of art without losing the features that made their culture to be unique

Other forms of art created by artists like Nalini Malani and Subodh Gupta include videos and installations and addressed the
large-scale problems that go all over the world. The Progressive Artists Group through its artists like

Nalini Malani and Subodh Gupta enabled the Indian art to be updated. Educating art we help students to think over the big
ideas and to work simultaneously on numerous topics. The contemporary art is also educating the students of asking
questions like, who | am, boy or girl, what | think about politics, what | think about the environment. Modern art and the
Progressive Artists Group would help pupils to think in connection with these issues. In other instances when teaching the
modern art we may be overly concerned with the concepts and less concerned with the actual creation of the art work. The
students are able to be good in explaining their ideas but they do not know how to bring them to life. This idea of putting
all that in a single pile suggests that we should never make a decision between conceptualizing the big and acquisition of
skills to create art. It is possible that the abilities that we need to apply in the creation of the works of art and the gigantic
ideas which we ponder can instruct each other and be capable of assisting each other.

3. Colonial Legacy and Curriculum Fragmentation

The manner in which art schools had been founded in the past including the Sir J. J. School of Art, and the Government
College of Art and Craft, was influenced by colonial academic realism They belonged to an art school that instructed on
academic realism which is a style that accentuates on making things look real. Such an artwork was very important. It gave
people animpression that it was the sole way of good art. They thought craft was inferior to the fine art and knowledge on

the body and the technique of painting oil paintings was important. The art that was already being made by the people in
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India was not defined as art but something that they were to learn as history. People succeeded in attempting to change
this.

These archaic notions are still present in the way in which art is being taught. We are the present generation, and yet we
continue to separate art into things like painting or sculpture and we must understand that this is how they have always
been taught, and we should not simply follow that pattern of teaching art. Education in art which still is founded on something
near to academic realism continues to be taught in the Sir J. J. School of Art and in the Government College of Art and
Craft.We must ask ourselves how we can be taught art in a manner that will include art traditions, not merely the Western
method of producing art. It is the necessity to analyze the way art is taught and to try to reconcile different conceptions like
the way people make art in India and the way people make art in the West. This can happen in the art schools like Sir J. J.
School of art and Government College of art and craft. We have to make sure that we have introduced art in a way that is
fair and which encompasses all kinds of art which a person produces. Pedagogical Indian Philosophies and Art Education.
4. Indian Pedagogical Philosophies and Art Education

4.1 Rabindranath Tagore and Santiniketan

Rabindranath Tagore formed an idea of education in Visva-Bharati University. He desired education to be one that involved
experiencing things in closeness to nature and being related to culture.

This concept was applied at Visva Bharati University as expressed by Kumar in 1997. The Santiniketan method of instruction
was quite different under the influence of Nandalal Bose. It was a mixture of mural paintings, native folk designs and
contemporary modes of experimenting with the art. At Santiniketan the paintings in Ajanta were not merely a thing, in a
museum, to which the students at Santiniketan gazed. They instead viewed them as living things which could motivate
them. Santiniketan teaching reveals that it is possible to have a high number of ideas and approaches to things. This occurs
when the learning is grounded on speaking to one another and be linked to the environment as opposed to adhering to a
rigid blueprint of what to learn.

4.2 Gandhian Nai Talim

Nai Talim was a curriculum that was developed by Mahatma Gandhi to educate the populace that is a combination of book
learning and practical work. Mahatma Gandhi wrote this idea in the year 1937.7 Nai Talim is a kind of education in which Nai
Talim ensures that working with your hands is not less important as reading and writing. In Nai Talim people learn
through doing. The concept is quite significant in art education. It implies that things, such as folk crafts must be included
in how we educate people not just of something that people do as a hobby.

5. Emerging Possibilities in Contemporary Indian Curriculum

Over the past few decades Indian art education has undergone several changes. The National Council of Educational
Research and Training has initiated policies that emphasize on art integration learning through doing and making sure that
the students have the skills they require. It is an indication that individuals are beginning to understand that the Indian art

is part of a balanced education. Teachers in schools and universities are experimenting with the methods of teaching Indian
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art such as integrating other subjects in projects that students work together on and participating in the community. They

are educating the folk traditions as a means of knowing the culture not as something and looking at it. The issues related
to environment, who we are and who we become responsible are also being discussed through the contemporary Indian
art.

Also there is a shift in the way students were graded with greater emphasis on examining their entire portfolio and taking
notes. Students are made to consider the reason why they are creating Indian art in the way they are. They are also getting
an opportunity to meet with Indian artists visit museums and consult online sources to be acquainted with various forms of
Indian art. All these developments indicate that Indian art curriculum is not remaining the same. It is. It is increasingly
becoming inclusive and related to other things. It is not only an idea to teach art in a manner that takes into account
numerous perspectives. It is an already existing phenomenon in most classrooms because of the teachers who are
concerned about the numerous art forms of Indians. Indian art education is quite significant. It is nice to know that it is
developing. In India, Indian art is getting entered into the school system.

6. Case-Based Classroom Reflections

Discussion of pluralism in teaching art must necessitate a consideration of what occurs in the classroom. It is at this point
that thoughts on art make sense or appear to be theories. This is what had happened in my experience with teaching art to
school children where triangles and circles were emphasized upon in drawing when we introduced Warli painting to them as
a style to imitate and copy. We begin to discuss farm life, community rituals and presentation of nature in art and the entire
class is different. Students begin to pose such questions as why the people in the paintingsare so simple why do we paint
mud walls with white paint and what do the spiral shapes represent. Painting does not mean imitate others but learn and
discover something. The same occurs when we are informed about the Madhubani art through reading stories that it
narrates, rather than its beautiful edges. Students begin to reflect about the stories that their families and communities
share and the ways in which the stories are related to the art. It goes to an extent that some students begin to associate
the pictures with their memories, festivals or activities they perform back home. | also knew that it is possible to practice
art techniques. Students may become frustrated when they start learning how to control their brushstrokes as in painting.
It appears difficult to be this accurate particularly when they are accustomed to learning.. As time goes by the practice
enables them to concentrate and listen to details. When they employ these methods to make their art about the
contemporary life such as in the form of cities, they are aware of how it all falls into place. The methods they studied prove
to be beneficial to them in expressing their thoughts rather than suppressing them. These classroom scenes demonstrate
that pluralism is not a concept that should be taught. We do have the ability to do it. This is because when we teach art in
a manner that takes into account the context and makes the students think about what they are doing it works. Students
prefer that they feel that

7

they are learning about tradition that are still alive and relevant and not the old things that were in the past.
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7. Pluralism as Ethical and Creative Affirmation

Teaching art does not mean to add some more things in the curriculum. It is all about assisting students to create their
mode of thinking and feeling. In a nation such as India where people have other cultures and ways of expressing themselves,
art education may serve as a means of bringing people to learn with each other. Once students get acquainted with art such
as the concepts of the Natyashastra and with other forms of art, such as Warli or Madhubani they begin to perceive the
whole thing in its interconnectedness. They also know that because something is a simple one does not necessarily imply
that it is not a good one as well.. The fact that something is complicated does not make it better. They differ in their way of
doing things based on the circumstances. The work of artists such as Nalini Malani can enable students to know this better.
They observe how artists are capable of picking up stories and ideas and reenacting them with new materials and
techniques. The point is that tradition is not something that does not change at all. It is something that is ever-increasing
and changing. then when we teach art in such a manner that encompasses the varying views we are the ones
teaching students to honor one another. We are making them appreciate the knowledge and skills that others are not
learning anywhere they are going. We are training them to be bold and attempt things and be thinkers of what they are doing.
Through this, art education is taught as a means of imparting ethics. It assists students to be receptive, understanding and
sensitive. It makes them feel secure when they are put before complex scenarios. Pluralism and pluralism are one another
about art education and about respecting and appreciating the ways that people express themselves in different ways.

8. Conclusion

The Indian visual culture is conversational. And we may consult the Indian books such as the Shilpa Shastras and the
Natyashastra which they discuss the art and the art of feeling. Then there are the paintings of Madhubani and Warli and
now we are witnessing new versions of these forms of art, in the world. The Indian visual culture is never the same. It also
stays the same. When we educate art we are able to ensure that our learners acquire the desired skills. And also allow them
to use their imagination. They ought to be aware of the past. Also think about the future. They are supposed to take pride in
their origin. Also question things. The Indian art is not a single thing, it is various things. We have the art, folk art and new
art. They have all been interrelated and significant. It is by instructing all these that we are stating them to be all valuable.
When we combine all these kinds of art in a class we are in effect preserving the tradition of the Indian art. The classroom
is where the students have an opportunity to learn about the past. Also make it their own. They can ask questions. Try new
things. Through this Indian art learning is not only adapting with the time it is demonstrating that it can always be new.
Indian art education and Indian visual culture are in inseparable communication with each other. And it is what causes them

to be so powerful and alive.
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2. FROM OBJECT TO AGENT: WOMEN, VISUAL POWER, AND AGENCY IN INDIAN
MINIATURE PAINTING FROM TRADITION TO CONTEMPORARY PRACTICE
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Abstract

This paper focuses on examining the role played by women in shaping the world of Indian miniature painting, both by serving
as decorative subjects for pleasure inside the Indian miniature painting as well as acting as visionary artists outside the
miniature painting rebuilding the feminine identity in contemporary miniature painting and investigates the transition between
the depiction of women as an object for male gaze to the contemporary time, where women are serving as influential
characters reimaging the portrayal of modern women. The goal of this study is to explore the evolving depiction of females
as passive subjects of display to active roles as practitioners who are challenging male dominated society and reconstructing
women'’s identity in the present era. This study aims to interrogate on how women were portrayed in major miniature art
schools, and categorizes the portrayal of women in accordance with their socio-political status, such as high-class elite
women, courtly women, attendants, and the friends of the female protagonists, to deeply analyze their distinct roles within
the canons of Indian miniature painting. The study analyses the categorization of women in accordance with earlier
representations. This research concludes with a comprehensive study on Gargi Chandola, a contemporary artist, and a
critical analysis of her artworks to investigate her contribution in shaping the female identity within the gendered biased
society and socio-cultural landscapes and reimagining the traditional miniature painting in the 21st century.

Keywords: Indian Miniature Painting, Female Iconography, Contemporary Miniature Art, Feminism, Gargi Chandola, Female
Artists

* Corresponding author.
1. Introduction

Essentially, “miniature painting” involves small-scale art characterized by intricate detail, often suited for presentation
in a workbook format. Miniature paintings use finer brushes and are painted using materials that occur naturally, prepared
by artists themselves on perishable materials, such as paper, ivory, etc. Miniature painting has been practiced in India, Persia,
and Europe since ancient times (Shaikh, 2019). Every nation had their own style and specialization. The history of miniature
painting in India could be dated back to as early as the 7" century AD, during the rule of the Palas in Bengal. The main theme
that focused on miniature painting during Palas’s rule in Bengal was centered around Buddhist gods and their narratives. Art
during the rule of the Palas in Bengal flourished in Nalanda, Odantapuri, Vikram Shila, and Somarpura-influenced institutes
(Srivastava, 2022). Miniature art became widely spread during the Rajput and Mughal rule in India. Miniature paintings were
produced to embellish manuscripts, capture historical events, and illustrate life in the courts. Miniature paintings consist of
colorful scenes using colors and paint. It includes scenes from day-to-day lives to more scenes of a mythological aspect.
These paintings were widely purchased by India’s rulers and upper-class society. They were commissioned to keep a record
of culture/history. Miniatures consist of smaller and specific things like portraits, subtleness of facial features, finer details,
and decor that portrays beauty with an essence of charisma. Natural paints were used in miniature painting. Srivastava and
Shuchi (2022) describe the main characteristics of miniature paintings as well as how artists used natural and handmade
colors from vegetables, minerals, shells, precious stones, gold, and silver to paint. The themes of most miniature paintings
were the ragas, or the classical melodies of India. Miniature paintings depict the life of the royals as well as the common
man, females’ beauty, grace, and charm, and the artists’ passion.

115


https://kalaasamiksha.in/
https://doi.org/10.67073/ZTPV6413
mailto:anushkakotnala3320@gmail.com

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 02, No 05, May. 2026, PP 115-122 (Total PP 08)

ISSN : 3107- 4936(Online)
Frequency - Monthly
DOI 10.67073/ZTPV6413

Gradually through the ages they were influenced by other cultures, like with the Persians during the Mughal reigns,
causing a mixture of Hindu and Islamic styles. Miniature painting is still popular today, with artists using their methods to
depict modern-day items while keeping their traditional techniques. Pande and Rekha (2004) explained that the primary
motive behind the miniature painting is the objectification of women as sensuality and for entertainment for men. Royal
women, maidens, courtesans, or figures like Ragini and Yogini are shown as sources of sexual and visual pleasures for men
in miniature paintings; this represents that the women were just used as an object satisfying the men in society. In the
tradition of miniature paintings, including Mughal imperial miniatures, Radhakrishna narrative scenes from Rajput miniatures,
and Nayak Nayika portrayals in the Pahari School, women are portrayed as secondary figures and are rendered as decorative
objects for male spectatorship or as romantic partners for erotic fulfillment of male sensuality. Such representation of women
in a male-centric society diminished their independent autonomy and individuality. There are many research papers already
done on the history of miniature painting and its significance, motifs, and themes involved in miniature art; however, there
are very few studies done focusing on the portrayal of female figures in miniature painting and female artists who are working
on the redevelopment of miniature painting by adopting contemporary practices. This research study focuses on the
transformation of women from passive objects to active agents reclaiming visual power and agency through the lens of
visual narratives along with iconography and the role of female artists in the revival of miniature painting in the contemporary
world.

2. Historical and Regional Portrayal of Female Figures in Miniature Paintings

Feminism in art was built in tandem with the contemporary women’s movement. Feminist historians and critics started
challenging the patriarchy that intermingled a masculine narrative with human experience, realizing men as the sole
protagonist of history. This approach sidelined women's artistic contributions and representation and reinforced the portrait
of women mainly as objects of display and consumed in dominant art practices. Mathew (1984), through his study, widely
acknowledged how history privileges male-dominated paradigms and sidelines the women by presuming their significance
and casting them as subordinate motifs. In Indian art, the female form has always been an important and widely represented
subject. Women have been represented in various roles throughout Indian art history. In the Harappan Civilization, the
“Mother Goddess” is portrayed as a symbol of fertility, divinity, and femininity. Khajuraho, Ajanta, and Ellora cave reliefs and
murals portrayed women as sensual figures where the main protagonist is often shown seminude or nude, to capture the
male gaze with their idle beauty standards. Buddhist art similarly represents women in different roles such as deities like
Prajna Paramita and Goddess Tara, dancers, and queens and their attendants. However, miniature painting attained its
pinnacle during Mughal rule in India, where Mughals rendered women as ethereal beauties, visual trophies for the male gaze,
and decorative objects designed for fulfilling sensual desires of males in patriarchal society. In contrast, Rajput and Pahari
School miniatures illustrated women through Radha-Krishna narratives and Nayak-Nayika portrayals, capturing diverse
romantic sentiments of the lovers (bhava).

Traditional practices typically restricted women to passive roles, depriving them from true agency and visual power as
self-reliant protagonists, this study explores a shift from historical convention to modern interpretations. .

Kamat Potpourri observes that in Bhimbetka Cave paintings, women have been depicted with emphasized reduced
genitalia with elided mammary features, which helps in clear understanding of female figures in Bhimbetka rock art. The
painting titled “Mother Goddess” in figure 1 is glorified in a depiction where voluptuous bosoms expel milky streams onto
the Earth, evoking fertility symbolism ubiquitous in Indian prehistoric paintings. Another piece of evidence of this iconography
is the painting shown in figure 2, portraying women accompanied by two animals, all of them in a gestation period, carrying
the unborn inside their diaphanous bodies. The animals are shown in translucent form, revealing embryonic forms inside
their bodies, and the woman is recognized by swollen breasts and a protuberant belly. Female figures in early rock art are
shown much less vigorously than male figures are. They are often shown pregnant (see figure 1 and 2). Hunting and
gathering as means for survival would seem to be the central theme throughout prehistoric art. The emphasis of patriarchal
history is power, potency, and masculinity. Women were mostly used as a way to birth children positioned as reproductive
objects rather than empowered agents. However, childbirth stands as a powerful creative force. The painting of women
releasing milky streams onto the ground could be seen as her contribution and rejuvenation.
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Figure 1: The Mother Goddess Prehistoric Cave Painting, PACH

Bhimbetka Rephotographed from an exhibit from Tribal

Museum Chindwara Figure 2: Bhimbetka painting depiction women, and two
Source: animals in gestational phase
https.://www.kamat.com/kalranga/rockpain/7098.jpg Source: http://www.kamat.com/kalranga/rockpain/7099.jpg

Harappan civilization  sculptures represented
women as a sign of fertility and grace, whereas Khajuraho Temple portrayed women in erotic art. The paintings predated the
miniature school of painting and served as an important foundation (Sharma et al., 2016). The early Indian artwork portrayed
female figures as goddesses and symbols of fertility, divinity, femininity, grace, and moral virtue, which was later implemented
by miniature artists in their artwork. Sensuality, fertility, and the roles of companions and symbols were probably the ways
in which early depictions of women were portrayed in Indian miniature paintings. These came out with full force from the
time of the Pala dynasty, marking the peak of the masterpieces of Mughal and regional schools like Garhwal and Deccani, in
which adherence to social norms blended with erotic appeal, depriving women of personal agency and visual power for male
dominated stories.

The Mughal School of miniatures (16th to 19th century) is the amalgamation of Persian art styles and local Indian
designs. The artist of the Mughal School of miniature mainly painted female figures in royal settings to highlight leisure,
elegance, beauty, and relaxed lives. Artworks often include women of the court, queens, attendants, and other high-ranking
ladies, to emphasize high social standing (Kooch, 2016). Their fancy detailed clothing, elaborate jewelry, and hair of queens
and helpers served to highlight their social status. The primary focus of Mughal miniature paintings was the portrayal of
luxury and the courtly lives of Mughal women. Women began appearing in scenes of harem life, gardens, and terraces during
this time, where women spent their time finding amusement through musical performance, smoking a huqqga, hunting, or
dancing. Portraits were extremely popular as images of Nur Jahan or princesses, who were depicted in rich jewellery,
extravagant flowing dresses and dignified elegant poses. Painting subjects included stories from texts such as the ‘Khamsa’
of ‘Nizami’ or ‘Padshahnama’ in which love, desire or meetings with Princes were depicted.

The advent of Mughal rule fostered the eminence of miniature painting, transforming female figures into visual
showpieces for patriarchal admiration and sensual fulfillment confining them as a sensual object and depriving them visual
power. Royal Mughal patrons glorified these artworks, elevating miniature art to extraordinary refinement, delicacy, and
mastery. Paintings of the Mughal era predominantly objectified women, portraying them as erotic embellishments with
provocative imagery crafted for the pleasure and enjoyment of male connoisseurs. Women were mostly represented in
illustrated manuscripts during the Mughal era. The feminine figures were romanticized through a lens of idealized
proportions, where painters cast women with exaggerated features such as curvaceousness in order to define the Mughal
era concept of beauty and grace. Pande and Neeharika Joshi (2019) explained that under Akbar's rule, masculine aristocrats’
strict gendered boundaries existed, yielding male-centric artistic records and concealing women from public representation.
Under the rule of Jahangir, Mughal portraiture reached its zenith, supported by royal patrons. However, this precision was
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exclusively reserved for the male elite, neglecting female
subjects. Reawakened with Jahangir's rule, boundaries of
Mughal decorum softened, which permitted women to step out
of the shadows, chiefly credited to Noor Jahan's versatile
patronage of arts and aesthetic interests emerging as rare
agents of influence. Women of special seclusion lived all their
days within the Zenana or Haram quarter, where no outsider
was permitted entry, and were protected from the artist's lens.
Women typically appear in leisurely vignettes often in bathing
scenes accompanied by attendants. The way women portrayed
in Mughal miniature reflects social strata: royal women were
cloaked in Purdah (veiled) isolated in separate settings
attended by their servants. Work from Jahangir's album depicts
how good the artist was at capturing facial expressions and
postures giving women a life-like quality while still making them
look perfectly flawless and beautiful. In Mughal miniature
women were often showcased as courtiers, dancers and
companions. Noor Jahan was represented as an independent Figure 3: Emperor Jahangir celebrating Holi with the ladies
. . . of the Zenana, Lucknow, ¢.1800 National Gallery of Australia
powerful influential patron who influenced female central

Source:
miniatures in the Mughal era. https://cdn.sanity.io/images/nlpqts3z/production/7b032c5b5ee3

The Rajasthani miniature captures the essence of |(acfc95bdas93931c6072cb749d-2560x1729.jpg?auto=format
mundane activities such as daily hunting scene as well as

focuses on diverse temperaments of Radha Krishna by portraying Nayaks and Nayikas in evolving emotional states and
nocturnal settings. The artist articulates the complex rasas emotional essence of human experience. The artist of Pahari
School portrays the features and sensual sentiments of the female .
protagonist in accordance with Nayika Bheda in much the same way mﬁmﬁ@ﬁmﬁaﬁa@m@ﬁ
Baramasa (12 months) and Raag Mala (garland or melodies) were g\%)\agaga&ﬁm@ﬁgéﬁf{a
popular themes of the painters of Rajasthani School (Lal, 1968, pp- 3’“1%"_

23). The representation of Nayika epitomizes the beauty standards
of female figures in the artistic works of Pahari school painters.
Ancient Indian Scriptures characterized “Nayika” as a young lady
who focuses on the emotional and spiritual intensity of her love. > '
Indian art theory describes how Naika represents intense emotional
commitment in her physical environment. Pande and Niharika Joshi
(2019) highlight the roles of women in Pahari miniature based on
their characteristics, emotions, feelings and their moods, this idea
was called Nayikabheda and was very popular just like “Baramasa”
painting of 12 months and “Ragamala” painting inspired by music.
In the paintings the lover was called Nayak and the beloved was
called Nayika, describing their emotional states of love.

The Rajput and Pahari School of miniature create regional
styles that are concerned with domestic life, rural settings, nature
and romantic stories. A milestone was the use of the “Nayika
Bheda” system which helped artists to highlight emotional states
like longing or union classifying women's feelings. Women figured
in scenes of love as well, like Radha-Krishna from Geet Govinda or . o h
Baramasa Series illustrating the seasons with their moods of . Figure 4: KIiS}.ma Revels with the Gopis: Page from a

) o : Dispersed Gita Govinda (Song of the Cowherds)
separation. Religious narratives by Ramayana, Mahabharata and Source:
Bhagavata Purana depict them as devoted wives, dancers or yoginis, htps://www.metmuseum.org/art/collection/search/65584
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while secular themes present palace life, music and nature. Psychological states are underlined, for example, by the musical

modes personified as women showing longing or anger, as in Raginis. For instance, in Kangra miniature Radha is often

depicted in peaceful natural settings to visually convey themes of love, devotion and spiritual desires. These miniature

paintings artfully merged poetic themes, visual beauty and literature. Rajput miniature primarily focuses on portraying

romantic devotion as seen in the Radha Krishna painting. Women served as carriers of Bhakti Rasa depicting devotional
characteristics. In Pahadi miniature painting, Radha's emotion symbolized love, reunion and separation.

In the paintings from Deccan Sultanates women were depicted in a unique aesthetic that artfully merged Persian and
local Indian styles. Artists made sure to highlight their jewelry, ornamentation, graceful postures then overall royal manners
the purposeful use of vibrant hues are intricate designs not only showed artists great skills but also highlighted the social
status of the women depicted. Deccan miniatures portrayed
women in a Persian inspired style and were richly ornamented.
Women figured as princesses, courtesans, servants, and
confidantes in depictions of dressing, reclining on cushions,
swinging, and flower-gifting, often in garden or pavilion settings
with fountains and peacocks. The queen as patron in Ahmednagar
manuscripts represented power as well as sexual appeal; suburban
women in music, festivals, and slavery; while courtesans
represented idealized beauty in serving their consumers’ pleasure
through conventional representations of class-transcending
attractiveness.

Pande and Lavanya, (2004) explained that the composite
Decani culture is the fusion of Hindu and Islamic culture and
tradition which became a key theme in miniature art. Due to the
support of rulers and patrons the key focus of miniature painting
were royal courts hunting and pleasure rather showcasing the
everyday life of common people but miniature painting provided -
employment to common people by employing artists and people Figure 5: Maharaja playing Holi with women near a
skilled in creating paper brushes and colors. Women In paintings  garden pavilion, Deccani, 1765
from Deccan Sultanates were represented in the traditional Source:

Deccani aesthetic, which blended Persian style with regional Indian  https:/cdn.sanity.io/images/nlpqts3z/production/3a6617420f
. . S . 038ea2389d1db27825c1a6d7f372fa-

style traditions. Painters carefully detailed jewelry and their elegant 1912x1206.jpg?auto=format

stance and demeanor. Intentional vivid color and rich detailing

reflect the skill of the artists and the stature of the women, frequently confining them as ornamental objectification lacking

independent agency and visual dominance.

3. Reimagining Role of Nayika from Objectification to Power: Studying Artworks of Gargi Chandola

Women were portrayed in various roles in miniature painting but most often they were objectified. Female figures were
showcased as a source of entertainment and sensual fulfilment for the male subject. In the contemporary world miniature
painting still continues to be a significant form of Art. Modern female practitioners are reinventing Indian miniature traditions,
elevating women's passive depiction as ornamental figures to symbols of dominance, agency and strength. Spanning
Imperial Mughal miniatures court painting where women serve as a decorative object for sensual fulfilment for male subjects,
to Pahari school’s romantic Nayak Nayika depiction, these contemporary women artists are challenging male dominated
legacies via feminist narrative. This is evident in the contemporary miniature artworks of Gargi Chandola a visual artist based
in New Delhi and trained under Padmashree Awardee Vijay Sharma and Deepak Sharma in Kangra and Basohli style Pahari
miniature. She blends her distinct style in miniature painting in order to revive miniature painting by mixing modern touch
while preserving the traditional style. Gargi Chandola reimagines traditional Pahari miniature through feminist contemporary
perspective, integrating meticulous techniques with socio political commentary.According to her, strong story telling plays
an important role in miniature painting.

|

o T
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She challenges entrenched portrayal of women as
showpiece for pleasure fulfilment for male subjects in Indian art
history through her art practice and represents women as a lead
protagonist, reimagining her position in male orthodox domain
transforming passive objects into empowered agents
possessing visual power. Chandola's depiction of combat
between nude woman and a monkey symbolizes war over
territory, power and reflects feminism's approach. Gargi
Chandola's miniatures centers on power dynamics witnessing
conflict between nude female and monkey over male dominated
territory that reveal gendered hierarchies. She portrays her
female protagonist nude, rejecting objectification and refusing
to serve as erotic tools which was a common subject in
traditional miniature painting, by fighting against male proxies
(monkeys) over a banana, a symbol of territory and power.
Chandola integrates traditional techniques like handmade
ground gouache, khadiya zinc white on Wasli paper and custom
miniature brushes as well as incorporates digital tools such as :
Adobe Photoshop and Adobe lllustrator for creating layout Figure 6: “The Macaqophony” series by Gargi Chandola

. . . . . . Source: https://blurtheborder.com/wp-
experimentation. Chandola's integration of traditional execution content/uploads/brizy/imgs/gargi-chandola-2-

with digital technology, suggests transforming traditional ;;70x7388x0x66x1110x1088x1708669853.jpg
practice into contemporary art trends. Symbolism plays a

significant role in Chandola's art practice, bananas serve as phallic symbols representing patriarchal power and territorial
dominance while the fearless nudeness of the female protagonist matches with her wild opponents, clothing plays no
importance in primal combat. She clarifies that if monkeys are portrayed raw in the wilderness, then there is no need to cover
up the female figure, and viewers should go beyond the nudity to explore the deeper insights of her work. Her solo exhibition
“The Macaqophony” (2023) at Method Kala Ghoda, Mumbai showcases her female narration and clearly depicts how women
are fighting for her individuality and dominance in a patriarchal society. Nude women's portrayal in her artwork clearly
signifies primal agency not sensuality and not serve as a sensual object and serve beyond the ornamentation object,
challenging traditional miniature art designed for male gaze.

3.1 Portrayal of nude women as surface level rawness in Gargi's miniature painting

Gargi Chandula clarifies that representation of women as a nude figure in her artistic works are not for erotic fulfilment
or central showpiece for men. On the contrary they signify basic outward nudity that viewers should pass through to access
deeper insights. In raw wilderness of jungles and having primal fight bare handed and toolless and without armor she finds
women dressing in clothes illogical, harmonizing women's state with monkey’s natural bareness. According to Chandola’s,
if there is no tool and they are fighting bare handed without armor so there is no need for clothing for women she should
also be represented as raw as monkey.

Occasionally Chandola integrates subtle floral garlands as minimal ornamentation to add a touch of grace in her nayika.
Chandola grounds her artistic practice historically, she explains that male nudes dominated in 90 per cent of Western Art
which was created by male artists, while Indian Temple especially South Indian temples reliefs depict scenes of intercourse,
and human animal acts which was common in rock paintings. Now due to cultural changes and societal evaluations
sanctimonious spaces mandated decorum enforcing head coverings and etiquettes. Historical changes enforced
modernization but her practice recaptures unapologetic rawness. Gargi's view reframes nude women from just a sexual
showpiece for men to enjoy which was a common theme in traditional miniature painting to a symbol of natural strength
fighting for her survival and dominance, transforming roles of women from passive objects to active agents reclaiming visual
power. It undermines patriarchal viewing by depicting mutual actions monkey fooling the Nayika and her countering back
shows women fighting for her power and dominance.
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3.2 Bridging miniature painting with gendered narratives in Chandola’s artwork

Chandola’s involvement with miniature tradition and gender dynamics began on experiential learning at her Padmashree
guru’'s workshop where she was the only female participant among male students and fellow artists. This resulted in mixed
interactions challenges from gender marked dynamics resulting in softened criticism tempered by gender from her guru
reflecting gender divided interactions, and benefits were relieving her from laborious material handling. Chandola’s gendered
miniature painting shows transformation from gendered studio exclusion into visual narratives that shapes her core artistic
method paintings that challenge traditional gendered hierarchies
through nude women competing for phallic banana symbolizing
power over territory with aggressive monkeys which can be seen
as masculine symbols elevating women from passive objects to
empowered agents.

Acknowledging studio hierarchies, she supports boundary free
workshops welcoming all genders, caste and socioeconomic
strata. Chandola’s “The Macaqophony” series 2023 illustrates this
vision where nude female figure invades male dominated jungle
territories battling without tools for her power with aggressive
monkeys symbolizing patriarchal society. Her unclothed nayika
counterattack to monkey trickery could be seen as transforming
role of female figure in old miniature tradition serving as a
supporting role for a male dominated artworks to Chandola's nude
Nayika battling in male dominated domains for her power and
individuality and repositioning herself in the patriarchal society.
This positions Chandola’s work as feminist activism where banana
symbolizes male dominated shortage and female nude reflects Figure 7+ “The Macaqophony” series by Gargi Chandola
control in traditionally submissive miniature context entrenched . depiction control over a banana, a symbol of territory

female objectification. Source: https://blurtheborder.com/wp-
4. Conclusion content/uploads/brizy/imgs/gargi-chandola-3-
1110x1110x0x12x1110x1088x1708669855.jpg

Throughout the cannons of Indian art history female figures
have been lavishly represented in boundless roles from celestial
goddesses to romantic lovers and erotic heroines, yet they were not represented in powerful themes like hunts or battles,
instead they were confined to maternity, mundane activities or sensual objectification, that suppressed their self-identity.
Prehistoric cave painting exalted their role for giving birth; they were represented in gestational depiction. Women were
represented as mother goddesses, a symbol of fertility and reduced their roles to womb. Buddhist art portrayed women as
goddesses and Queens but still women were displayed seminude or nude to highlight their social position and to mesmerize
the viewer. The background placement suggests their role as a supporting character in the paintings of the Buddhist era.
Mughal Era artists objectified female figures confining their role as an erotic tool. Women serve male sensual gratification.
Rajasthani and Pahari Nayika play a role of confined lover representing various moods of love, depicting their position as
secondary characters sculpted for male protagonists. Their individuality was neglected due to emotional feelings for her
lover.

However, in contemporary times feminist artists are challenging these portrayals of women in miniature painting and
reshaping their feminine identity. This study revolves around the artworks of Gargi Chandola where she represents nude
female protagonists who rise above objectification to the powerful role of conquering her position in patriarchal domain rising
as dynamic agents who claim pictorial dominance through provocative composition that compel viewer participation over
passive spectatorship. The artist encourages viewers to notice beyond female nudity to witness her nayikas raging combat
against male proxies (monkeys) across male controlled zones fighting for banana, a symbol of territory, countering
provocations and accessing male dominated territories. Contrasting traditional miniatures where she served as sensual
ornamentation for male fulfilment.

Chandola’s work strongly epitomizes the women's evolution from just an erotic tool for male dominated community to
dominant protagonist reinventing women's identity in miniature art. Through her art practice she is reimagining female
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iconography from seductive lies to the Nayika dominating the world, fighting for her identity and strength.This study maps
the cataclysmic transformation of women in miniature painting from fertility goddess confining their role to gestational
objects, through Mughal Era’s women as patriarchal erotic gratification object , climaxing through Chandola’s bare bodied
nayika snatching phallus shaped fruit , a symbol of territorial dominance in a male dominated area and establishing their
visual power in a miniature painting.
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3. THE KIRANA AND PATIALA GHARANAS: A DETAILED COMPARATIVE STUDY
(fARTT 3R IfeqTAT TRAT: Ueh faRga qei-Tcaiah 3Tea)

Deepak Kumar Dwivedi** Prof. Ruchimita Pandey®

@ Research Student, Dayanand Girls PG College, Kanpur, Uttar Pradesh
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Abstract

This research paper presents a comparative study of the Kirana and Patiala gharanas, two major traditions of Hindustani
classical music. The study examines their historical background, eminent artists, stylistic features, raga presentation,
rhythmic patterns, and cultural influences. The Kirana gharana is renowned for its purity of notes, meend, and meditative
khayal singing, whereas the Patiala gharana is known for its gamak, murki, thumri, and energetic rhythmic style. The study
highlights that both gharanas represent the diversity, aesthetic richness, and cultural harmony of the Indian classical music
tradition.

qufra TS H1fid & ar ERTAT—fHIAT 3R qfeATAT— T Jei TS eqa &l 8| 3eFgT | gl
ISYH, TRd HellhRI, T3, IWT-fT=AN, TIRRI TAT FiRkpfddh [ T fIReTYoT fohaT T 2|
112 31} EATToTE ETe TS 3 foTT WG &, STafds TreaTelT BRIT TG, R, gAY 3R ot eraapy
é?fﬁtrﬁgam | 2MTe 9 TTE BT & o QY R WIRAT ST TR o fafqerd, Sieed-2fE 3R wiepfad w3 Teeaet
wfafafe g1
Keywords: Kirana Gharana, Patiala Gharana, Khayal Singing, Thumri, Gharana Tradition

* Corresponding author.

1. SRATIAT

URATT AT FT fad Y Jr=iTaa Witd RT3 & F U ¢ 59 faUTel TRERT I Sfifad 3R faeh¥d [a # eRET JoITedt hr
e 31T T8I | "ERTAT *16G 3§-fgwal & 8%’ ¥ a1 & 511 31 § — Uah fafere Wi Aeft 1 wiRaTRes vd T-farsy wReawy |
fegeaTT Fiia & foremT 3iR Ifearar axr=T 379+ fafre At & HRoT Wftd et 3R W & fev Gy $T &1 fawg
TR €| AT ERTAT GR-UTEMAT 3R eATTeHeh WGaTet QAett & o, aY gfearer eRTT gAY, IR 3R ST8eR dihR) & AT 9fkig 2
g M T 37 A1 A IRTAT o a1 FATAATHT 3R R0 T Aifchd Hd gU Ueh FHY JoiATeHSD o Tdd ol &

2. TRFT AR U IR

2.1 ERET 6T ATERT

Gfed faWARIIOT HTARGUS 7 TR bl U e Hfd Al 3R 38 Haq-fERam A yorredl’ & €9 7 g1 fhar &1 Id arA
FI IEIT IHFHT TR-ATEAT Ugfd, WT-TFIR & dhd, fGAY dF, FaHRY & 779 3R 432 & YosR 4 gIdt 8|

2.2 TR & ATl 3R Ufaeis dof

HAHTA YRA § XA TSR DY I-319 fHetar A7 599 39T At v &= ggar uredt i | afearar er A gsirel) ol
Y T 9T 3R FmAT BRI A &7 a7 g} 3R QT Y Gikepldes BT 34T &1 IRomH 2|
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3. fET TRET
3.1 Ufaerfes gyfT
TERRTAT ERTY T AT 3TR YT & TTFRIATR 5761 F fRId e 'faiMT o A1 W YST| 39 BRI Y 578 194 2rdTedt o 3evref # |
T & HARTERT TgA 3¥d1 36 Hd @i (1872-1937) 7 fawTg| 3817 drfed Hifld &l GIRledl ol feegedTT @aTe &
HaTfEd foaT|
3.2 99 TR&
3T 376G U T (1872-1937)
TH-ERET T & AT § 9fg | Wi GR, 7l #1s 3R Hraquf @fqer 3adr fa=vvar o
3T 376G dTfeg W@l (1871-1949)
AT QAT & TEY FIR| U3 31T Y gedT 3R [T T HYIAT HT 379d FAT|
gfad Wi sireft (1922-2011)
ToTAT TR & Ha9 UG TR | 2AFHRATHT 37aT3, e #iS] 1998 # ¥R IeT § FH1d|
fagu! 7i7aTs €T (1913-2009)
YR, AT 31maTsT 31K fdoIfead WqaTet &l TeXT8 & faiv uiigl
fagl T 33 (1932-2022)
T vd HamE| 'Swaranjali’ 31X 'Swarsadhana’ 5T G¥dhT & AT $I|
3.3 AefiTTa fayart
(37) FR-TEAT AR iz
GR-[GAT T T 37T 2| 318 — Ueh TR U TR TR ddh d¥el AT — gl HIG-THIRM ST A1 &
(¥) faeafraa @I
USh-Uch @ R g ATEMAT| HTaT ol efR-6R AT T 1aRIT & of STHT {h_HT T 718 g
() aH
HqTe, HS-JET M — I & TG &l §91C [ad gUl
3.4 fgg
o MM IHAT — YI-LGAT T 37ef
o T RANY dhl-gaT — Tgd HId
e M7 ARET — G&H FTR-f=0r
o 7T YT HogR — i snRft Y 37 R B
o T IRET — Wfgst GATIA
4. YfgTeAT ERIAT
4.1 Xfcerfas gyfF
QIEATCT ERTH T 3gd USiTe ehl fearedT fRardd & g31T| WRITIeh 3ETE g Aol AT 3R 36AT Ferr T & 59 TR 6T 314AT ggar
IEATG § T[T 3Tl 6T (1902-1968) 7 fEwTg | TfeATAT TR 3 USTIE 3§77 I TR Y FMTURT §9 & YR faha|
4.2 TG TS
IEIIE 98 T[T 31T @M (1902-1968)
AT T Ha@ TADGR A&H| FAUROT @R — #G, NI, faxqa B ogEd g R & o R
81 https://www.youtube.com/watch?v=4LB_NI_93rw ¥ I&X[d feidh & 39 7 T |
3T Revd 3Teil W (1905-1963)

124


https://kalaasamiksha.in/
https://doi.org/10.67073/IMPE6601
https://www.youtube.com/watch?v=4LB_NI_93rw

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 02, No 05, May. 2026, PP 123-126 (Total PP 04)

ISSN : 3107- 4936(0nline)
Frequency — Monthly
DOI 10.67073/IMPE6601
I & FAYS RS | HTG-Th1 I 371 & dT| Y6 37T T TRIehT ¥ 7AgRA 3R Jetl YagR a1+ 34T fafredr off|

Gfed 37517 Tehadi (37T 1953)
MYk I GIEATT BRI & Fa UdfSd i€ | 4fSd 31517 Thadi 511 7 aed d YTl 814 & Ffdfiedd &l Har 39+
AT A o T &1 UCTTeAT &R T G0 & G3TTe 3777 bl TIFeh! o ATY GfSd 51T agd el & gadt 1 &
4.3 AefiTa fayare
(37) T 3R TR
TIR-EHHF & 1Y SIRGR TR — GfEATAT bl IgaT| qRhT — TR FT did 3R &g gora|
@ g
'qA-I1" Igfd — Teh & dlet B IR-IR FA=-f1=7 H1aY § 77471 — 9fegrer gadt it 574 2
(W) ISR
FreT-dic — 20 & AT Pl 1T & FTY ASI-ATSIR YK HIAT — IFeATAT HY fGAY FedT|
4.4 fog I
o TR — HA T I IR
o I GHTST — M1 3R GTSRT &7 TAT
o I MAYART — 9T FT ISrT
e I YGTEY — UTST ATk YHTT

5. eI faeyor

5.1 et T difeicht
farrwar ‘ TR ERTT ‘ qfETeT ERT ‘
IfT R AT, 3T ST | 9fegrer, usie
9 faqar J|ATA [T, g
TR 9 G-[gdl, Wi T, JhT
SR GE-JE faqd, sffeet
faefaa WA | TS, fakgd | oi¥eR, fafay
a= uTe, He-geam TH&-dM, SAfeet
I Tiror ey faeT
LICEE AT 3cqqyHt
PEEEmC o, T T oAep ST
T &7 & e, T 33, AT

5.2 AT fagayor

AT 3R 9fEATeT & i Fa Hifoich 3R TR & fd PRI €| fHIAT 'gY' Y A AT & — Teh-Udh &R IR 7T |14
TfETAT § TR DY THS & ATEH I 2Afh & 57T & — 315 3R dehled JuTdl|

I & & | T & waffes 3R 81 T ¥ W@arer 9afaR g, gasd wiior| ufearer & gadl te 1 faar & — 93 A 37ed) |t
3R aRevd 1Y W & gafaT R Tt & 3y fAfe &

6. Tikplddh Ud AT TRYed

6.1 & Hitpfaes yiTg

AT R R R, 7T 3R et T Hith-TF =T 6T BRI & — SHIfEU Fal 3edTfcieh TevTs 3R RIF-119 fietdr g| afearar
TR Y19 & 38T 3R SaT-9H — TR § 3HE, S21 3R THARM|

6.2 fTST T JHTT
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1947 & HRA-YTTHEAT [T 3 IFEITAT BRI ol TeX ¥ U YHTId fohdT| TR # 571 93 [T 37ci! Wi §a8 7 99 T0| faqTs

& 3¢ 3AHT gARAT H 3R 31 T W

6.3 AfgeT MIRASIHT Y yYfFHr
TR BRI 7 ATGAT MAHIAT T fGAT FHAT AT — ERIETS SRS, TETS §Ted 3R T 313 F 59 WAERT BT A8 Ha18 4
GEATAT A WRMTd €9 § T2 -] T g 37feleh I8T]
7. ST et A A
7.1 RpIfE 3R yERor
MBI RepTs AR 3iTeT $ETT AEA A AT TRMAT & TR # AYd AT fGaT| 376geT HH T 3R 3 [T 3ol Wi T 78 RPM
RepifEr 31151 Ufcerfis qec &1 €l
7.2 foost Tfid
3 @M Al W A PTG (1960) ¥ 'O IHE 9 &' TRAT - IJg HRa e sfag & 3v” g
https://www.youtube.com/watch?v=HmZnOIWYtqM 3 JId foidh & 39 7 T ia |
7.3 3 Iga
Al TR & HATORI A Y, 3RS 38R FTIH § IR 17 Gfid T 4R |
8. gAY AR H-farg
THI 3TaRY & q193]E, 3 <A1 ERE! 3 Agdqof FHMATC &
o Y WITH MR T 3T fFeT A &
o Y ¥ TSy TR Y 37qd ST &)
o TN A I FI [gar 3R HTaver R goT fET|
o T e 3R &g WERI3N Y FHH F#1 fa|
o UfEd fimAT SRM 3 T 31l Wi & U= A 3R 379 9RO |
"fERRTAT ERTAT €27 & aY AT ERTAT 3c0d — 2AY fieie YR Tifid ol gof ahvd €1 — <= I Tojean]
9. fshy
AT 3R feaTar — QY BRI WRAT TN it & ATHTRT F &Y AT-37eTT Her} el dxg &1 fenvrT g 3fasa oy mewrear
o FTAT &, 9T 5119 T Scaaefiar ¥ Fsdr g1 31 8 Ueh-guy & ol 7, afess Wes &1 Afe o wifia &1 e &, ar
TfEATAT 3HHT 30| MR HIfTd I0RT T AgTaT 34T fafgear # 8
AT 3R gfeaTel TRH fEgear! [WATe AT $T qf (=1, foirg [ Aicd-efedt Ueqd axd ¢8| famT &R & geuar 3iR
AT TeXTs &l IdIdh 7, T IfETTAT o1, T 3R AT i Afa=fierdr &
3 TSI AT ¥ g T 8IdT & foh BRAT YTl R §fid # fafgerar & IReTor &1 ATea 8| g Heqdq SilaRme or
e HIEATHS AR fIRATTHS ITER Y HAT ¢ AT g g HAT ¢ foh WRART 3R 79T Uh-g#R & farel) 7, afeh
Tg-Aded 1 Ifehar & ST ERTAT ST AT el TG-S HT fT97 A8 — Ig HRA T TG AT I GHgH & Th
3 o Bl
G
1. Bhatkhande, Vishnu Narayan. (1934). Hindusthani Sangeet Paddhati (4 vols.). Hathras: Sangeet Karyalay.
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4. A COMPARATIVE STUDY OF THE JAIPUR-ATRAULI AND GWALIOR GHARANAS
WITHIN THE MUSICAL TRADITION OF KHAYAL (I58TeT &Y |itfifdes 98T § S1aqR
HARIT 3R TR TR & AT 3TEqIT)

Ekta Mishra®* Prof. Ruchimita Pandey®

?Researcher, Dayanand Girls PG College, Kanpur Nagar
® Research Guide, Dayanand Girls PG College, Kanpur Nagar
Email: em3524205@gmail.com

Abstract

The gharana tradition in classical music is a heritage of vocal music that preserves within itself the fundamental elements
of different singing styles. These gharanas have made a significant contribution to establishing the khayal singing tradition
as it exists today. In the Gwalior gharana and the Jaipur-Atrauli gharana, khayal singing is presented through various stylistic
approaches, rhythmic patterns, and different methods of alapchari.

The present research paper studies the various aspects of khayal singing in both gharanas.

AT HITT & ERMAET WRT T H fard &, 51 TmaT Wé?gaa’faﬁmﬁmgum adqT & yaIfeid Tt TaT
AT BT FFATSTIUT B § 39 a1 T fIAY INTITA 2| TGTfdR ERET 3R STAQR-3 el ERAT § WATed AeiT & fafaer &1, sraratasdr,
ITATIAIRY & =T aiep! gRT T Al T TRIHT &I JANT R 517 &7 2

TR NG A ST BT H AT o fafaer gl o1 3reqa foham 511 3T 8|

Keywords: Khayal, Gharana, Tradition, Comparison

* Corresponding author.
PASIES L

TRET WORT b QA ROy & S el uformemell semeR & g% Bl | 'R SeleR @ 9 afadda,
FRTAT TAT O BT Uffav gram 2 |

qAE H AT el ggudierd A el 2 el WA ST & I URd ORI H giedaR Bl g |
UAS TR H el el & fafde T @Y R T 2

HE] AT © 6 Aok BRI &7 |1 BRIl &1 T $el Sl © AT HATBRI -1 TaIforIR 8- D!
& fIfder mamd @7 dreli™ ofdR SEH e IRadd §RT 37 BRI & o+ AT |

TS el & FaH H TaIferaR BRI JIfd U= oIl uRig © S99 W1 &1 MTATIAR, SIS A1 &bl GART oI
ST Mo 39 31T R 9 fafdre gl 2 |

eI AR SR T BT URHAMYT HRAT AT SRR JAARIell BRET MIORIR PI A8 qUIS A9 &I YANT T B
8¢ O 9 Udial O SeINgl & fafdy vl & SR Ufig B o §9 QM BRI BT gD T & B
ﬁmﬁmﬁm%mﬁwﬁﬁﬁamﬁwﬁwwaﬁﬁuwimﬁ&mww%

fafer

* I UM ¥ SUYR IfRIG BRMT TAT T@IeRR BRI 1 BT ST BT Ged fawiyor 2y &1 Jomed, quiHreds,
fascrsonenes fafer grer fban w2

o U UMY ¥ TMEI ERMI & HATHRI gRT BRI B TIHT Bl ST AT §RT JAdeiRe wd H T 9 17 2|
e goyfy
TR ERTT
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TR BRI BT AR T YRR F AFT ST & A0 RS 39 993 & &I T HefaR o RNieie 39
T & IRITAIIAR U & RIF W ST B TdI9 efl BT 370 R H W a7 s9a Jrerrar g @, 855, 9t
AT T Wl 7 A 39 TR Pl &AM IATS | 8gg, @I P! AFGR, Il 3R FHERIIGS TSN - 9 BRI Bl oRA
REZREREIRIE
TGRSR TRFT—
RIS TR & RIS T8 & ITQ fecAladl @i DI AFT AT & S T T SerfR @i o I eare
Gl IR W gug el BT dolle T A O 916 H I8 370 BRI H AT B el Bl UART | $HSD IfATd Holl
G, TFRIGEA (Ioft &), T gar Sirefl, ARETETE Geia, Afcadlod AR, Badls dXaR g1 T el & fafdne
T ¥ 39 TR B ufifEg g2 |
T TRE B TR el & g7 GO 4y
AT 9919 YT Yarg
TIfeRR BRI @ TCRT M@ HI gFamR # uRig e AFT ST 8| 9 R @ ICHT Tha] & WX &
AEYUl TG TAT Il Bl Teedl TG 0T € | TRT TS § @R & AERY TART & ol 3Te—3feliT TR Bl el

A TN Gax IEARA BT YN BT © |

TqIfRR BRM & < 3T
1. SMTY—aggaTd 2 SREAN 3. EISIIE
4. #HAie | 5. am, 6. EISGIE]
7. GTHI GBI STHGTH] 8. THb

TE SR BRI & &I H ThIADT Bl G fads Usal © Mok BRM & [JuRid SIqR faRlell BRI 3 AT
BT FR-ORAT IR SR a1 S1aT § F8T ey 9 a9 @ g b Ao T8 fRwar 21 il @ e Ud JRavs yare
B R Tl 2 |
AT T

TARR BRM H AMBUY A WR &I f&ar SIam € difds I 67 Yg Wed 941 8 Ol IA, 9Rd, Y& eI, 7],
A, AeeR 981 TENT SR SIYR AARICll BRI H SFdR TAT il $T Grax $HH @ Sl © | Sif &I 01 & fAsor 4
g9 8 R M1 ATk eR @1 @) § & URE W1 &1 Jaerd 3ffdd 0T SRR, INT drsl ol s9a gaq faitne
URURT |

AT HISH © O TN BIECT, SJdHeATY, JENT dAferd
EREaN

S e T VR AIBRIT O GIA, A BT YANT Il &, TaTeRR BRI H dIdbRI @ & oy af~aer & wreal
B UHSH oI H T WU A 2 59 UhAT H fIBR & TN ¥ A UK Bl © | AT A H MAS dredrdt
Bl - o # a €, R aidel # e dEd g |

& TR IRl & &I T H fdeve dISRAl BT AN A S & | SyR kel § &F &7 Tod 9gd
Sifed € S84 TG TS GRS AABINAl & TIRT I SIarsil dI AeRdihd R o © |
HTAI=NT Tbileh

qIfORR BRI H ATAY BT fI¥Y A8 & | AMBR H IMMATT AT @R BRI Bl ol e & &R TR &
WW?WW@WW@@WW#MH Tgel amm@qﬁmﬁaﬂwwﬁ%ﬁﬁ
“FEATT AT BB © | g8ATd] H @R SBRIG Pl IAWG &l & | SYR AcRlell ORI H AT g §faer 37 8l B
TIe §feer | & IFT BT fAORAR BT 7 | $HH var R0 3 S7gyd BT § % SNy &7 Ud o Madd A wa
FeTdl I8 & |
R T

IR BRI B ekl 981 faRIvdr el el & | I8 8, §qg, Wl 1 favyd & frad A 4 srarst Heberd! €|
gAH JATHR BT IRV I8¢ dlel TAT W BIAT 2 | I81 GO 3R SAYR JARIell DI TATA DT H BT @R AT e
TRl HT YN B B |

TEl IR T R ¥ T TR W I G4 48 BT 3091 ged IR fe@mrn S & & 44 &1 okt 989y &1 e
el |
gfee &1 yanT

TAIfRR BRI &1 df3ell # Teal &) Wedl 9 e W R 9o f&ar Siar & dfwl & @ 07 TR wRd a5
TRl & IeaRY W R e e S 2|

TET SIYR IRl B # R g T &1 ga fafne wan fear Siar § & W@’ # & wsl &1 Qo | wda
T 2| 399 TR o9 9 TN R €41 fedm SIdr 2, Yl &) eedl R a9 el fear Sirar 2|
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I RE D UG SAGRI PT AT

IR BRET

PR TS SIHI— PR T SR TaMeRIR BRI & IS R 3 F f S € $96T AT WR Y& g d1aT
T BId §U W1 SMATST 3 SIRGT @I M aT9 § doi aret &1 AFQRI &1 BdbR W1 Wi A Bl 2

31 gv¢ I AT UBR | Tdh 8 0T B MR S1aR Sl SHGT gag, oy Gl & ¥ 7R 9| I faae, a% g
He dF Al TG ofd o R Al 39®T IR S[ha STTI=RT WR EdT o7 Sl TaIforiR BRI &1 fIear © |
IR AT FTAADIITD—

AR AT SN AR BRI & I Mad, e afdaed & o+l aem Gifia 79 9 | $8i1 a1k R &)
ST BT S-S T UgaRIl TAT ARSI T BT felfg R @R ugid &1 MfawpR f6ar| gue, g¥R, e qen
=T aRi Aferdl # gdIvr 89 & RO A FHeAraa dea |
SR TR
AT FSTapT

TR BRI & 1S HATHRI H AT FoIdx BT A 3Tl 2 | SR wRE &1 91 fRwarg s9a e #
2| O BT U g # fpdl A1 A131 | A9 WR 319G @S B a9l H IRER T4I-ar UaT ST Ar@s al Aiford
HHT AT BT IRA TIR R BT I TAT HST TIBIRAT BT Fax YANT HGATS B ThHT § e f&EdT & |
BHEREATS DYDY

facteror Sfdae @ oFll q SR Aealedr @l &1 R $ERaE aRdR YR ckiell @ f[ARe R ¢ |
$BIM IWIE JAcaAl el Wi SAYR BRI B IRIBAT BT T |

IRy ToIr el Jirarst FeTer derm 9 JIAUTgaR SHag— kg IR dRid Al BRd 8¢ A7 Uod ¥ aR Je9 A1
U9 T% AT | U BHeRdTs off &l fafire T |

78 §RT BB 9 MM BT A SI9— TRaeR, [RmeER, o, SHekdw, s AR, Y&  7Ic, N8 A0
fagrT, At anfe s97a Oy <7 2 |
My P S I (RIfE @)

TAYR IAARNAT TR
o gRY gar WRARS NI Aeanadr @l & @l sl (You tube, 24-08-2019)
o BRI sMMaR gRT Sirg I 990 98 (You tube, 27-06-2023)

o ARTFG FER ERT WS I FE )a (AIR RAAGAM, 2021)
TqIferR BRI

e U0 HW IHX G gRI I D! (You tube, 2024)
e TR 7 Tl §RT INT WK TarferaR &= (You tube, 2023)

TYR SRIel 9T WIfeR BRMT U6 gie ¥

il TP fawg SAYR I TR BRI

1. RIS TG feltiadr ©f e GIRe

3. I fowR I GG, G&H Hiem oI T

4. AT = Gold AT SIS T DT YTl ydferd  dem g FN Dl
SRINEI

5. BRG] el AT BT 3T UINT 9 3T B HH  YAMT,
BERIEH

6. = et Sifed THd Jad 9% Hure, W g AR dH

7 I BT WART TS qAT 3l il foere AN W @@ A, foa,

SREARSIIEAIRIN AT WART

ey

T TN BRI BT TS eI & SURTT 98 T g7l b QI &1 B_Hl § @aredt Sell H fafder S a1 oem |
STIY 3Rl BRTET U Wil I |1, Sk I a2 faere aaatRal & foft ufig @, Safd TarfeeR exTe1 &rel
I BT e AMT ST 8 | R R, Teedl, 91 e TR 31 digeddl & | QM1 8- [Bgrl =1e T el
iﬁﬁ‘ﬂ 2 forg g71a) TR, 9T T9E, O ugfa § W ferar gfieer g 7
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5. PANDIT JASRAJ'S CONTRIBUTION TO THE POPULARITY OF THE MEWATI
GHARANA (HaTdY TR &l el Ugar § 90 STERTST 5f &7 IRTEM)
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Abstract:
The tradition of the Mewati Gharana is of great antiquity. It has been enriched from time to time by the artists belonging to
this lineage; among them, the highly acclaimed artist of the Mewati Gharana—Pandit Jasraj—significantly enhanced the
popularity of this school and mesmerized audiences through his novel and unique vocal style. Today, his disciples continue
to emulate this innovative style of singing.
ATl TR T WM 37fd I 8| SR T08-900 W 3 TRA & SR gRTAYg fhar 8 3781 ¥ Aard) &R & agufafsd
TR Y0 STERTST 51T 7 3 ORI hl AIh T DI Hafeld fhaT a1 91 Ueh AT aUT ST TR-AhT §IRT G131 T 597 fohar
ST I TR T ITHIOT TS T 37 ey gRT o 517 X7 2|
Keywords: Folk Culture, Tribe, Folk Arts, Bhopa.

ANHERId, A, FAIhHATT, HdT|
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YT T

ferged il efid # Hard BRI BT URURT |l g9l A WP & | YRS H I§ BN palel gedl D UM AT gus T
el ¥ R o7 IR 9T URAGIIER gus Siell | gRadH. T am |l BxET H =Tl el Bl AURIT T3, 37c:
AT BRM @1 TIdHT § A1 @are el & IHE TS |

HAT BRET T el & AT drel Aid &I 8RN 41 8T 2 | Hadl 8RM &I T TR el 7 Ho9vs
UG BT TART 39 I R 4 fARe g49m@ar & | W1 gddl 7 srare & gar, 9 faafad a9 § dfewn o1 e
39 TRM @ WHRT Wl & N S0 TR & $elldRl §RT Ul &% UGl 1=y 1 |

39 WM & UG TR § =Y iR @, Ufed e, ufed e o, dfed AftRm, dfsa Saiform den adae
H 1o SRS Sff &l A8 3ol B |

Y0 SIIRTST Ol &l YA BT HHS H8T oidl 8 b 39T TI9 § X TUSBAT & $9] BRI 38 RISl &I ggdl ol T3 |
G0 STARTST Si1 =1 37U« MRIa] H AT T AfThdl =1 PR $9 BRI Bl dRaedh WR IR Ugar |

9 U H W0 TERIST S @ TR & T eH Rl Bl eI o JET B |
BRTAT

RN BT g 1871 AT & 1 LT | BRI Teq F WU BR H © | AT (5 SATBR BT TSB! & AR o
BT B A HH A Gl db SR 8IFT 81 TR Hedidl & | Th BRI BT D! BT YT T 3T Iarsl sidm
2| AT TR B T8 WORT [H—R gRT Wl &% Uil Fefdhl W&l 2 |
FardT TR
Fardt TR Safa T e
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AT T & TG WURT § HaRIT BRI U URIsd SR A4T ST 8§96 Scafad 1991 eamed] &
SciRTg AT ST 8 1 39 BRI &1 Scufed Sl 898 FoiR W gRT & T8 396 9 s 9¥die deig @i i S dife
S PATBR U | T TR BT oS &l g WRRH § el 2—
1. PdAld i DI BRI
2. guUs P GUSRAT! el
U H 9 R A gug @l TRIRAT @ Uf Siad et off IReg 918 H &I & fJer & @rer Hardl 'R H o
=T BT TR TR 3T |
Hardl TR A T @ fafre fkvand
1. IR & IR HT WE S@RY — FAA TWH B TFa # NT & drell o Wedl R [f¥e ga fear S 2
W Ieg AT I IR 59 BRI BT HifeTd favar 2 |
G0 SRRIST Sff & IJaR— g Al (1 S=aron) Ig JaT (81 srfiefa) € et &1 g3 997 2 |
2. W9 YEM 9 A9Ad 9 9§ o SR — N & k) B g wfad S iha § 2 39 a=RE @) Ao R g
TG Y Al §RT WIaG QIRTEFT d_a ST T HaTell TR @) T § died qorr o™t & °idt <ar ¢ |
ot T SIFEferd IR BT TR — AT OR1 @ AT # Yo a1 Fdferd W1 & ol WRURNIT ged M &1 114
AT B 8 |
W— IS AER, AT HTesl WA q8R, 7 IR0 § e, 4Rd I8R, iR AeeR s |
THT Dl § 3MMarel $T Ggferd faedR — $9 O § BRI §RT S7MATS S gARIT ST 8, 789, H8 91 R 9<id
@ GRT IAT P ATATYAN, FUTES AT BT WRIFT HRdb IMT BT IR R 2|
AR R H G0 SRRIST Sff & TSl & a
HATT BRT DT ADUT G H G0 STARTST il Bl 38 [T 2 | U0 STARIST Sil o Hawdl R &l URuRS el Bl
gAY YA Y S WG, 9 g Tarer B FHad fHar | g9 Tl & aw R UER 9 2
1. WTEYETAT
HaTel BR BT AR 701 419 ggm=ar & € sHfe) Yo STARTST Sff < 391 URYRS el Bl SRR AU+ TRDb!
A1 Y&l Bl YgT g1 T |
@ TI@ H 9T 79, Hw0T I, AT AT I BT IHT BT © Sl 3w Mgl FoAd Bl 7 |
2. EIall G & WuR—
G0 STARTST Sl =1 U+l M@ 3§ URARS a1 & ag M Rrad o1 §91 & $TR A ddR ARl b & Ual bl
T BIAT AT 772 el | dal A7 | $9 Bdell | Bl YRURT BT U0 SiT =1 37U ! § Faferd o |
T HATAT BRI ¥ Eell FIT T TRURT B YR™ G0 STERTS Sl §IRT & AFT Sl 2 |
3. S SfTered—
0 STARTST SiT 1 JMMEYfH =T BT Udh AT AT A1 [T STl dal 137 |
9 WANT ¥ gHY qAT AR I JU—370 e Whel I T BT TR B Ahd o | ol IR A=RT I8 TN
el # AR B |
4. AHEUS UFRT BT TN
AU Ugfd TR—A=I R SMeRd & | 399 wa”l @ ffdy Faio sfaa] enfie & | 3 o SRSl Sif &l TR
# AEeUS FT i FHAT B I AOQEUS BT WG I SISl Fifds Aarfreafad Farh exE @1 yerd o7 2 |
Yo STERTST S @ 9w Ry
AT TR B TS BT gaferd 9 Hafeha oxe § 40 SRS Sft &7 9/ o) 2 | 39 TR Bl a-cdd TevTs,
e Hid, TReEvs AT JUIE Al BT G, d e AGdl & 12l Hied dd sTfe &l 9ol 39 UfSd SRl St
B D | R gar g
G0 SRIRTST Sl 9 WA B8R $1 g4l TRURT I 3+ Rrsai # ) gk b | 597 o uqgd Rl & 9/ S 9%
# & e facwi § f g B
S sl & AreH | HaAT) TR B URURT 3T ORI WX WX A1 ©

@W_'E'W T _ _
& Follg WP % TED GIRE (RGN 1)
% A9 HIET I % ADY IS (IS dTEH)
& gita gl % feq g
Sifdrar Sreh % RS TiRE gt

7/ 7/
LXK

AT AT (qrIfer aTaa)
ST SERISI—E REHR §d T
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G0 SRIRTST Sl = HaTdl ERTM BT RS ¥R &) i fearars | do S Fardl TRM & THAT W hldR &
RS JRIBRT &7 vl gl 2 |
AR AR & AR F=19 & do St &1 Faren ot f=fofRad 2
IRA WRBR R Hell & & oIy 1975 § U 31 (RIR |
e | # ANTeM 2g WHId AIcdh THIeH JRIHR 1987 H |
T &= W fafre dar & fofg I 9uor 1990 ¥ |
WRA P AT Fared ARTRS TR 9 2000 H ‘U1 faqmor
T ATCd ABIEH DAl 2004 ¥ |
HEY UQY WTAT §RT Al TSR IaTs d9 2008 H
warfer Hren QREHRH 2013 H|
MRS # 3718 M W U gaue (Pandit Jasraj) &1 TR0 2019 # |
I faeafdenedl gRT AMe STdexe Uty
%c;!'; 3l AT U0 STARTST SiI Bl UTKT §U AT $AD SINY 61 HaATIl BRI &I SABUIdr Bl U b qgan |
U W UF H FA WA BRI @] URURT BT U0 STARTST Sil §RT MCHATT B SHH TAdI-d qHT AfeTehdT &1 6T
YR PR HARIT BRI DI ABIUY DR H G0 Sl BT AN gA Hell Wil <@ foram 2 |
G0 STERTST ST HaWl BR & U Qarem g3 o e JaRil 8_M &1 WRWRT S Yohs yarg fear qon 9d+
MM §RT HaKdl B DI 3T URNIE BRI & TS dldh? Gl B AT |

A IR AT R DI G0 SRS ol BT qaig Hg af Afoearfad 9 grfy|
e o1 I
. RIS G0 STERTSA, AT gfgRmar
gfteATIT ARl @1 Hilia RER—gdel W, W0 AT wHl
fegear e S @1 SR uRuR, SRR s wERer St
Tradition of Hindustani Music #=IRAT 7T
Mewati Gharana in the rich heritage of Khayal Gayan, Research Paper, Bhavya Saraswat,

SANGANA (Sangeet Natak Academy Journal)
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