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Abstract

After India’s independence in 1947, the country’s art world entered a period of deep change. Artists were trying
to define what it meant to be “modern” and “Indian” at the same time. Groups like the Progressive Artists’ Group
explored bold, new styles and created a national art language that combined Indian themes with modernist
approaches. But alongside this well-known path, a less talked-about but equally powerful change was happening:
the rise of feminine sensibility in Indian art. This feminine sensibility wasn’t just about women becoming artists
or painting female figures. It was about a new way of seeing the world, one that focused on emotion, care, inner
life, the body, memory, struggle, and resilience. It brought attention to subjects that had often been ignored or
seen as “unimportant”: the home, the daily lives of women, motherhood, pain, silence, and dreams. Many artists
began using their work to question traditional roles, speak out against injustice, and reclaim the female body from
being shown only as an object of beauty or desire. This article throws light on how feminine art in India helped
change the way women were shown in art. It celebrated their strength, emotions, and daily lives. It questioned old
ideas and opened doors for future artists to speak freely about equality and truth.
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Introduction

Interestingly, Indian art often reflects feminine qualities. Many sculptures and paintings show women, with soft,
graceful gestures and curves. These are not just physical traits but reflect deeper cultural ideas about femininity.
In Indian poetry and art, women are often shown as emotionally strong and symbolically powerful. Even though
most artists were men, their works often celebrated the female form and spirit. Some scholars even describe
Indian art as “female” art because of this focus on feminine beauty, grace, and emotional depth. Over time, a
patriarchal society developed in India, especially after 1000 BCE. But before that, there were strong traces of
matriarchal traditions, especially in tribal and rural areas. These older ideas still appear in Indian art, showing
respect for women, their authority, and their emotional strength. Indian art also influenced fairy tales and folk
stories. In many of these stories, women are the central characters. They might be shown as goddesses, demons,
queens, or even simple village girls. These tales reflect Indian society’s deep respect for women’s different
roles. After India got independence in 1947, Indian art started to change. Artists wanted to show a new identity
for the country using modern styles but with Indian ideas. As we proceed further, we are going to witness these
changes that were gradual and at the same time, impactful.
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Discussion
A. Female body as a symbol of identity, emotion and strength

Many modern Indian artists have used the female body not just to show beauty, but to express deep ideas
about identity, strength, and emotion. Artists like Amrita Shergil, M.F. Husain, S.H. Raza, Mrinalini
Mukherjee, and Ravinder Reddy each saw the female form as a powerful symbol. For them, the woman
represents more than just a figure, she stands for care, creation, pride, energy, and resilience. Whether
shown through bold sculptures, spiritual symbols, or abstract forms, the female body becomes a way to
talk about the power of women and their role in both society and nature. These artists remind us that the
body is not just physical, it carries stories, emotions, and strength that go beyond what we see on the
surface.

Amrita Sher-Gil was one of the first modern Indian artists to bring feminine sensibilities into her art.
This means she painted from a woman’s point of view, showing real emotions, daily struggles, and the
inner world of women. Her paintings often showed women not as objects to look at, but as people with
deep thoughts and quiet strength. She painted ordinary village women, often sitting in silence, resting, or
lost in thought. These women were not idealized or made to look glamorous. Instead, Amrita showed
them as they were tired, thoughtful, sometimes lonely. This was very different from the way most artists
at the time showed women. Through their eyes and posture, she captured their pain, dignity, and hidden
strength. Her use of earthy colors, soft light, and calm expressions reflected a gentle, emotional view of
life. She focused on themes like sisterhood, loneliness, and the quiet moments of domestic life. Paintings
like Three Girls, Bride’s Toilet, and Women on the Charpai are powerful examples of this. Amrita Sher-
Gil’s work was bold for her time. She used art to talk about women’s lives from the inside. Her feminine
approach helped open the door for later female artists to tell their own stories through their work.

M.F. Husain, one of India’s most famous modern artists, often used the female body as a central part of
his art. For him, the woman was not just a figure of beauty, she represented India itself, full of history,
pain, power, and mystery. In many of his paintings, women are shown with bold lines, strong forms, and
dramatic movements. They are part goddess, part mother, and part ordinary woman. Husain did not
always show realistic details of the female face or body. Instead, he used symbolic forms like flowing
hair, bare feet, or large, expressive eyes to express emotion and strength. His women could be calm and
nurturing, or wild and powerful. Sometimes they were inspired by mythology, like Durga or Draupadi,
and sometimes by modern Indian women, like the actress Madhuri Dixit, whom he admired for her
energy and grace. Although some people have criticized Husain for objectifying women, many of his
works try to celebrate their inner power and role in society. The female body in Husain’s art becomes a
way to talk about identity, struggle, and resilience, both personal and national. A famous example is his
painting series on Mother Teresa. Instead of showing her exact face, Husain painted her with a faceless
figure in a blue-bordered white sari, holding or protecting children. Her body becomes a symbol of care,
sacrifice, and spiritual strength. In this way, the female body is not shown for beauty alone, it becomes a
tool to express identity, love, and power.!

S.H. Raza, one of India’s most respected modern painters, is best known for his abstract and symbolic
style. Though he did not paint the female body often in a realistic or physical way like other artists, he
still used feminine symbols in deep and meaningful ways, especially through nature, energy, and spiritual
forms. In Raza’s early works, especially during the 1950s and 60s, we see figures and landscapes where
female forms represent the Earth, fertility, and life. The female body in his paintings is not always clearly
visible, but it appears as curved lines, womb-like shapes, and glowing forms, symbolizing creation,
emotion, and inner strength. Later in his career, Raza focused on the Bindu (dot), which he described as
the source of all energy. He often connected the Bindu with Shakti, the feminine power in Indian
philosophy. For Raza, the female principle represented the life force of the universe. Even without
painting women directly, he honoured the female body as the heart of emotional and spiritual energy. In
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this way, Raza’s art uses the idea of the feminine to express identity, creation, strength, and emotion in
a powerful, symbolic manner.?

Mrinalini Mukherjee gave the female body a bold presence, showing it as a symbol of creation, strength,
and natural energy. Her sculptures do not focus on perfect beauty. They show the woman as someone
who is deeply connected to nature, emotion, and spiritual power. One of her well-known works is
“Yakshi” (1984), made of dyed hemp. The figure looks both human and goddess-like. It stands tall and
proud, with flowing curves and a sense of deep stillness. It reminds us of ancient temple sculptures but
with a modern, personal voice. Mrinalini’s women do not need to speak, their bodies and forms express
everything: identity, emotion, fertility, strength, and freedom. Through her art, she made people rethink
how the female body could be seen, not as passive or decorative, but as a force of nature.

Ravinder Reddy is a well-known Indian sculptor who is famous for his large, colorful sculptures of
women’s heads and figures. His artworks may look bold and decorative at first, but they carry deep
meaning. For Reddy, the female body is not just about beauty—it is a powerful symbol of identity, pride,
and inner strength. His women often have strong features, wide eyes, and calm but confident expressions.
They are inspired by rural Indian women, temple sculptures, and folk traditions. By showing them in
such a big and bold way, Reddy gives them importance and respect, something that everyday women are
often denied in society. The bright colors and gold paint in his work highlight their divine-like presence,
making them look both modern and timeless. These women are not shy or submissive. They look straight
at the viewer, as if telling their own story.Through his art, Reddy challenges how women are usually
seen, not as weak or quiet, but as strong, emotional, and proud individuals. His sculptures celebrate the
power, beauty, and identity of Indian women in a unique and unforgettable way.

Goddess Reinterpretations in Art

Many Indian artists have reimagined goddesses in their artwork, not just as religious symbols but as
reflections of real women’s lives. These artists use myths, stories, and traditional images to talk about
the strength, struggles, emotions, and identity of women in today’s world. Whether it is the gentle and
poetic goddesses of Nilima Sheikh, the fierce forms of Kali in Tyeb Mehta’s paintings, or the bold half-
woman, half-goddess figures by Gogi Saroj Pal, each artist shows that goddesses are not just part of
temples and old stories, they live on in the courage and power of everyday women. From Mrinalini
Mukherjee’s myth-inspired women to K.G. Subramanyan’s mix of the sacred and the everyday, these
artworks help us see goddesses in a new way. They remind us that female strength, care, and spirit are
timeless and deeply important today.

Nilima Sheikh is an Indian artist known for her paintings that tell stories about women, history, and
tradition. In many of her artworks, she reimagines goddesses not just as religious figures, but as symbols
of strength, care, resistance, and beauty. She paints goddesses with a soft, poetic style, showing their
deep connection to both everyday life and larger spiritual meanings. Instead of showing goddesses in
typical powerful poses like in temples, Nilima often presents them as gentle, wise, and emotional figures,
reflecting real women’s lives, their struggles, love, and bravery. One example is her painting series
“When Champa Grew Up”, where the story of a young girl connects with the mythical and spiritual
world. The goddess-like figures in these paintings seem to watch over the girl’s journey. They blend
myth and reality, showing how stories of goddesses still matter in women’s lives today. Through these
images, Nilima Sheikh gives old myths new meaning. She uses the goddess as a way to talk about female
identity, trauma, protection, and power. Her art invites us to see goddesses not only as holy figures, but
also as reflections of real women’s courage and inner strength.

Nalini Malani combined mythological female figures like Sita (of Ramayana) and Medea (of Greek
mythology) with modern cultural references, like Mother Courage, Mother India, and the concept of
Bharat Mata (Mother India). These figures were often seen in two ways, either as idealized Goddesses
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or as victims during war and patriarchy. Women were shown as symbols of the nation but also as people
who could be hurt, looted, or used. She imagined Sita and Medea as powerful women with deep
knowledge, who were still betrayed and treated unfairly. Even Alice (from Alice in Wonderland)
becomes part of this narrative as a girl whose innocence is exploited. In her artwork, the artist plays with
visuals and stories to show how women’s identities are twisted or misunderstood?>.

Gogi Saroj Pal is a well-known Indian artist whose work focuses on women’s lives, struggles, and power.
She says she doesn’t just paint women but she paints the world from a woman’s point of view. Her goal
is to show that society is unequal and that art can help us imagine a more equal and peaceful world. Many
of Gogi’s artworks show women in powerful but emotional ways. Her early works often show sadness
or pain that women feel in a male-dominated world. For example, her painting Windows (1984) shows
women peeking out of drapes with fear in their eyes. Another painting, Halley’s Comet (1986), shows
women cradling babies with worry, showing how motherhood can bring both love and fear. In the late
1980s, Gogi’s style changed. She started painting women as half-human and half-animal goddesses.
These figures, like the Hathyogini-Shakti (1996), sit naked on lions or tiger skins, doing yoga.* They
stare confidently at the viewer. These images link women to powerful goddesses like Durga, showing
their strength and inner power. Gogi's art reminds us that women are not weak, they are strong, spiritual,
and central to the world, like the goddess Shakti.

K.G. Subramaiayan's modern approach to cultural identity emerged in the early 1960s. As an artist of the
post-Independence era, Subramanyan was more open to Western influences. He believed in blending
various cultural traditions and creating a shared artistic language rich in diverse sensibilities. He worked
across many mediums — textiles, murals, children’s books, and toys — and this hands-on engagement
helped deepen his creativity and understanding of traditional crafts. For him, his local environment was
just as important as the global cultural influences. Most importantly, Subramanyan emphasized
communication and pluralism in his visual culture. His paintings often reflect both secular and sacred
elements together, which he saw as defining features of Indian culture. For example, in his artwork
Mahishasuramardini, the image of Goddess Durga is shown in a way that connects mythology to
everyday life. Beyond its sacredness, it also expresses a unique form of secularism, where divine
presence becomes part of daily living. Subramanyan often reinterpreted goddesses not only as religious
figures but also as symbols of womanhood, power, and cultural memory. His goddesses were not just
warriors or divine protectors, they were reflections of real women’s lives, their nurturing roles, emotional
depths, and inner strength. By placing mythological goddesses into everyday settings, Subramanyan
merged the past with the present and celebrated the idea that the sacred feminine lives on in ordinary
women. His work reminds viewers that women carry divine power within them, making goddesses both
timeless and human’.

Tyeb Mehta was a famous modern Indian artist known for painting mythological figures like Durga and
Kali, but he did not show them in traditional, decorative ways. Instead, he focused on their inner energy,
raw power, and emotional intensity. For example, in his famous Kali series, the goddess is shown with a
sharp expression, dark colors, and broken or distorted shapes. This was not to scare people, but to express
the pain, anger, and strength that women often carry silently. Through these forms, Tyeb Mehta made
people think deeply, not just about mythology, but about the condition of women in society. His
goddesses were not soft or idealized, but strong, fierce, and real, representing the female spirit that fights
against injustice. In this way, Tyeb Mehta gave ancient goddesses a new meaning, they became symbols
of struggle, identity, and female power in modern times. His art connected mythology with everyday life,
and reminded viewers that goddesses still exist in the courage of ordinary women.

Gender based inequalities---Patriarchy, Violence and Injustice

Many modern Indian artists have explored the lives, struggles, and strength of women through their art.
They show the world from a woman’s point of view, often using everyday symbols, traditional styles,
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and powerful imagery to express deep emotions and social issues. Artists like Arpita Singh, Bikash
Bhattacharjee, Vivan Sundaram, and Gogi Saroj Pal focus on themes like motherhood, fear, violence,
identity, and the pressure women face in a male-dominated society. Their works highlight both the
strength and vulnerability of women, questioning traditional roles and showing how women keep fighting
despite many challenges. Through their unique styles and personal experiences, these artists bring
women’s voices to the centre of Indian art.

Arpita Singh’s art reflects the world as seen through a woman’s eyes. She uses symbols from her daily
life like flowers, toys, phones, guns, or roads to tell stories about women’s experiences. Her style is
inspired by traditional crafts of rural Bengal like Kantha embroidery and Pata painting, but she adds her
own modern meaning. Many of her paintings show women as strong but also vulnerable, often worried,
tired, or surrounded by chaos. Arpita talks about how she paints from her life as a mother, wife, and
woman. She says, “I think like a woman, so I paint like a woman.” This shows how women’s emotions,
fears, and strength become central to her art. In “Wish Dream”, women are shown sleeping, floating, or
lying down in rooms filled with clocks, weapons, and other objects. These symbols represent the chaos
and violence that women face in their personal and social lives. She frames her paintings to protect what’s
inside, but often breaks that frame, showing that women’s lives are constantly under threat. Arpita does
not call herself a feminist, but her work clearly speaks about the struggles and identity of women in a
male-dominated world. Her recurring focus on mother-daughter relationships also shows how women
pass on strength to each other across generations. In her painting “Child Bride with Swan” (2005), she
shows a young girl dressed as a bride, with a swan beside her. This artwork quietly questions child
marriage and early loss of freedom for girls in society. The girl looks confused and sad, reflecting how
young girls are forced into adult roles too early.’

Vivan Sundaram was a modern Indian artist who used photography, installation, and mixed media to
explore issues like history, identity, politics, and gender inequality. He was deeply influenced by
feminism and supported women’s voices through his art. One of his most important works on gender is
the photo-series “Re-take of Amrita” (2001-2002), where he used old family photographs and digitally
reworked them to include Amrita Sher-Gil, his famous aunt and a pioneer modernist painter. By
reimagining her presence in different family scenes, Sundaram highlighted how patriarchal history often
erases strong women. He wanted to give Amrita a central space, as a woman, an artist, and a rebel, who
had been marginalized in her own family and society. Another example is his installation “7Trash” (2008),
where he created a city out of garbage. Though not only about gender, the work reflected how the urban
poor, especially women, are forced to live in unsafe and unhealthy conditions. It connects poverty,
gender, and social injustice.

Gogi Saroj Pal’s early works like “Windows” (1984) show women peeking out from behind drapes with
fearful expressions. These images suggest how women are often confined to domestic spaces and live
with the fear of punishment if they step out of accepted roles. Another painting, “Halley’s Comet” (1986),
shows mothers holding babies with worried expressions, expressing the uncertainty and burden of
motherhood in a world that doesn’t value women’s emotions

Women were the main focus in almost 80% of Bikash Bhattacharjee’s artworks. He painted women from
different backgrounds, some from red-light areas, others from middle-class families. Many of them were
poor and trapped in the old traditions of Kolkata, while some were shown as free and independent. But
all these women had one thing in common: Bikash showed their pain, struggles, and silent suffering
through his art with deep understanding and empathy. One of his most powerful series about women was
called “Durga”, painted between 1988 and 1990. These were almost life-size paintings that showed his
great respect for women. Bikash once said, “Life without the appreciation of women would have been
unthinkable for me.” He admired how women, despite facing so many restrictions from society, still
managed to be strong, loving, graceful, and kind, the very things society expected of them. This deep
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respect for women and their strength is clearly shown in his paintings.®

Rekha Rodwittiya emerged as a pioneering feminist and Marxist artist in Baroda in the mid-1980s. Her
artistic practice is deeply rooted in her feminist beliefs, especially in opposing patriarchal structures in
society and the art world. She was influenced by the Kerala Radical group, who promoted politically
engaged art, and used this ideological grounding to confront and critique traditional gender roles.
Women, especially anonymous and universal female figures, are central to her works. Her paintings often
reflect the psychological and emotional struggles of women, particularly the violence and repression they
face globally. In works like How Naked Shall I Stand for You, she explores female vulnerability, strength,
and pain, depicting the female body as both exposed and guarded, symbolizing the complexity of
womanhood. Rodwittiya integrates her personal life, struggles, and politics into her art, turning her
canvas into a space of confrontation and self-expression. She consciously avoids objectifying the female
body, instead using it to voice resistance and introspection. Her work merges autobiography with social
critique, often using symbolic female imagery to reflect broader conditions affecting women. Despite the
shift to new media by many contemporaries, Rodwittiya remained committed to painting, emphasizing
its intimate yet powerful potential to connect with the viewer. She also engages actively with younger
generations of artists, promoting feminist discourse and collective progress in art. Her practice blends
the personal, political, and poetic, presenting a female perspective that is bold, reflective, and socially
engaged.

Conclusion

The purpose of feminist art is to bring positive change and promote equality in society. Artists use many types of
media, from traditional painting to modern forms like performance art, conceptual art, body art, craftivism, video,
film, and fiber art. Feminist art has played a key role in changing how people think about art by using new ideas
and media to offer fresh perspectives. Artists highlighted the struggles of women, domestic life, gender roles, and
inequality. This helped break the silence around issues like violence, discrimination, and marginalization.
Feminine perspectives redefined beauty, not as perfection but as resilience, imperfection, and emotional honesty.
Women's strength was shown in survival, caregiving, and endurance, not just physical power. Female artists
brought personal stories into the public space, valuing emotions and domestic experiences often ignored in
mainstream art. Art based on feminine sensibilities encouraged dialogues about rights, roles, and representation,
making society more aware and open to change. It gave visibility to female creators, encouraging future
generations of women to express themselves without fear. As we move forward, the influence of feminine
sensibilities in art will remain vital in fostering equality, celebrating diversity, and empowering future generations
to imagine a world where every voice is heard, and every story matters.
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Abstract

The history of Indian sculpture is very ancient in which different periods have given concrete form to historical,
religious and cultural consciousness. Which has been glorious for the history of India, among the sculptors who
have given recognition to sculpture at the global level in modern times, the name of Padma Bhushan decorated
Ram Vanji Sutar is especially noteworthy. Sutar ji's life and his sculptures are excellent examples of Indian culture,
nationalism and artistry.

Ram Vanji Sutar has raised the flag of Indian cultural philosophy and democratic values by installing the statues
of great men like Mahatma Gandhi, Dr. Bhimrao Ambedkar Sardar, Vallabhbhai Patel, Subhash Chandra Bose,
Pandit Jawaharlal Nehru etc. not only in India but also in western countries. The work created by him, “Statue of
Unity”, which is one of the tallest statues in the world, is a center of attraction not only in our India but also in
western countries.

Sutar ji is famous for his realistic style. He has created magnificent life-size and non-life-size statues. In which
the liveliness and expressions of rasa, bhaav, praman, depth and balance are fully reflected. And it is a medium to
influence Indian culture. Sutar ji's sculpture has contributed significantly to the technical work, technical medium
and social upliftment.
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Sfemst & & T B, S dhao §AR HRA # & e AU gRwedr St # o 3rehdor &1 g gl

FaR St gUrgardr Al & AT ufley &, goeie 31anet 3R A e TaAd & seg AT f6har g1 oad
T, G, GAIOT, e T HJolal S Hsliaal g fFeafFadi qoT &9 & el &1 3N ARAT FEpia @1 genfad
A T ATETH g1 AR S N Hfcl Foll F Tehollehl S Tehollehl ATETH, 3N AIHATIOTh Sooldel H IHEH arele
T &
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QEATIEAT

HRAT Fell 391 36d fasrd @ & 796l T A o1 oisdr @6 3 & &1 oas SRoT 9Rd gt fagg
F 39l FEHla qfclemom Rawer @ Flid 3fe Famdt & v S sl 81 Afdewer & sd oo & 20
d ¥ 21 df a5 # g TR W 9 e & v ardy Afdert @ @R deee @ 8 O Afdert
# T gl AR @ A AR @ Y

AR St #Rd & & g 3 faed & 9ifey FidwRt 7 § v §, 39 9RA FiARed @ 3eRusdy
TR W gfifSed wa @ HfeaT w1 fFar §1 g anfites, Tareiifde, aATois g dfefoaes fawat &t Jd &9
# gfoa a0 ara f faerfsar # g FR ) g Gars &)

3T & U FRAT A et FTgES B GfAAISH F AeIH ¥ Shdd A w1 PR AT §) FEES FROT 30t
afedt de FAOT AT SO FE oMY 9 3ofah HFQOT Siiael & Hrl, denelieht Aol T faed TR A 3vafeurt
AT HRCAT HiEpiclh FFTeral i fFATAT Fehe el g

Shastt

Hfcloholl & HEIATHH UEHIUT § Hoighc dRSS FHcihR IAH dofl AR HT S “19 Ta F 1925 o &I
FERISE 91 & Yforam el & oI ¥ ey AAS AH H AR IRAR H gHT AT $eish AT &1 A ol gRI
AR AT S TGS &7 H HA A| ST AT & A1 AT 915 AT| AR S & oad 718 3R IR a5t |
goTeh G &I AH el AR & AR S & Aar o 8 Fohsr & 3o a1 dledicaws aequ qard & o Bar
@ faffiest #rat # HoveT S@RY aTeleh TH Foll AR & doll & Tl TS deal o9 38 TR k- €Y A
# el g FiARCT et W &1 37 & Fod Usia H #Hfd Ried & i Hcaften ofa doct 75| o3 & &
HRA Hgrgest a aiffieh FaRi3h @ 31U oFla g1 FROT G Hglel Gt I ShifcpriRal HI Fioid fhar
RV

e

AR ST &1 TGS el I AR 377T el & HRUT AMd & Thol ¥ YRAG T geAsve Hr Ram 7501 e
UREN 3=l el T THPST SR S o RIAT A ol Tilcieh 1 RI&T WIT & fAT So o Thol 3HH M
HeE # erflen #Rar fav 3R a8 § AR S A 5 aiF Fdaw H SWR YRoT H| FEG @A R §C
EeATcleh T TETT 0T del & GRETT “Hel 1954 $o & UH doll AR I TelRT IMd & IE 8 TRy I3t
A AR idcd @defor e & Ated fd S o @9g a@dd @9 & 3Wed 3 ‘vedfaat & faw
deheiiehl TR & &9 A fagerd fohar arar 3R &= 1959 $o A SLudidiad enfAe g a1v|“2 Ig & Sofar
g AfT For H amr I3 R
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A Tt GarR H1 gfaam geiar i A
TeTdaTdy

AR ST B AT Folm FATHAE AeN FT 9 30T § FAR SN 38T AR e gfaanst & v geara
HIFHRT & & T STl S Bl Segiel T AEMehR F T FIA U T & Rl ofr et o1 faior e @
Uge 39 cAfFd & AT # A § AHEAAA HA &, Nk 3H AFT F Aldded & IR H SATRRT GIod g
T o al cafdd frde grasmerel e JhR & faurt & caiedd &, Sed qid & sa- s & seer
AT &1 ST §1 T8 FROT &, R 3raelr afaensit #t gurdar & oot & a9 &, e wfaenst # aefaar
SRl &1 Soreht faAn3l # sra-HAATe, de- oW 7 ol Hewt A faerfwar &1 b §9 & Ik qae
CIRTECI

R IRaR® gfaaAe

AR S enfited st 3R arher §fF Rarst & W @5 & cafedca @ scafs wnfaa w ¢ sufae o
& carr giaa ufaanst & sfteierar Swada ufaanst & sfaRed Tsasd, Agrgest a AR safFde arer
FiH3 @ giord Y &, S R gfaerd & ardie depfa i gefdr 81 Sa-

i gfasme

e GfAATST 1 HAET HAHA T Fe Y Aser H B

A - T R IHAT H eHRe B g, TS dEgar 3R wieear # ara @ @ g

TP 1779, HAT &1 6 Ple Fe qidAT
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TFae & - T ¢l T AT faener Wi T FHHhre ¥ [AfAT
45 He 3 YA §, S T g #YF WS & O
g A & dC W U §1 36 IiOAT H @ I
gar &, & 3 3iar & Shag gfaer gdia g g1 sas

TER decdd 7S U, AN g a1, Tolg anedr, dfda
EieTeaTel IUTEIT ScaTie |

mqﬁ%ng\sﬁﬂmsrsmﬁl

awerhr A - Gar St fr wag Hr FRfaa Ao &1 F=ifH
AR & i g gRewvr Bed g waeA {:
ICH, 3FF WAAcHT ¢, ot W et &1 srdaw st F7PlT 2 Ty adl F 45 Pic I gidAT
gl sogia JArdardy A F FF FI I3- 99 IHRER A

& FIF TR FTAAST F 39 §| T Hr Berael F daecTs Ao e 3R e g, e el 7
P A A IS I WA B GOl I GHI TS GHT O GUETT Feh TIAAISN T 3ehel A &
JYTHarEr SfAAms 1 Tag Aot F 39 HANHHITFTA T g A B

AAH - THA Toff AR o &3 TR & AeGA & g&er fFo g1 9fqem & @@ R & F o @ iR
TEEY 3HIh ARA &1 TENT A g1 58 TARFT AT T, By g Hiey urg AT et
gfAt &1 gorot o &, S ATETAT 1 Hor Yol Biar §, S Hiewl- ee AregsAt # s v S @

Rearer smpfaar g sequma

ARG o 39 FYOT SiaeT rel 7 3ttt GfAAT3i &1 Gorel fhar fawe gogier adr Sadn3fi, Hgrgest , Aewra,
YR egfFaat 3R ae) gferat i qfdamst w1 of JeR @ AR ferer AHR(1 He & d9 597 fhe dw
& gfdemst # )dw i afast & giad e §) sadr faure gfaast § vy e gfad st s
JFasa ,BAYTT 1A AR 3fe faemer gfaanstt & fFaTor & § |

S FfAT & AT dgd & TP IR ITATH @ {1 g FHfAA H FFYOT W FT AT FIAT TP
gl 8,750 afeda &1 Hdeh epera fohar S Tehell 81 foh IfdaT 1 3R fovcem € faemer &/t o @ fcd
Holel 3aEAT H WEell &1 31 AL & ]I 7 FI9HW fawg Ig gier 8, H gfqamsit v s H18 Swa
T &1 ST &, B T GiAT o safdded &1 geiiell W &1 3eTeXor & dR W Selsh @ Fiold HeTeAT el
, Uf3d STATEX el Ag® TSR deddl s g 3fe wfaant #F s afFdca Tuse g Srar g |

e awrd gfaarnd

TSE O IARTSET TR Tk HRA N FIIABT T T o= arel T gl AR &1 AGRAFTErel 6T &1 Sefehl
YHE YT & HglcAT I AT GIdAY, TER decel #1S GeoT d 31, 3R s 3 gidan wg &9 4
TEdTe R ITHYOT & Fy ¥ S AT T F 3o gy R meRdor @ ey W@

11
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#Agrcar el A gfaAe - SR A Ay 3R

IfRig gfaaAmt & #@grcar e @ s=at & @y AfdAe
AT A, CACEY, NS o A€ Told §, AT Telld §T
anfe TS 3maer 3R eHAse gfdAmst & og iR &g
gl SRR T TS T gord fhar I S AereAT |
e & AT IR Feg & e F aed FR R g

A 8| AT S AN R SR T At S

3o & F wR AT A wfa g1 b, seell, 39S,
ST, T, HAARAT ART 99T 150 g & arefr S
$r gfaew g &1 399 @ e & Rewer o

forar §1°3

Farlt Raweee i yfaar - ol fAdeee el &
errar Tk faeyia &1 gar St & fadedreie St & 39
AR FETTEY B gfiewor & g B E, o T
Fecarpiel AR feare <afFa &1 gefiv| Fifs 376
ara g afdtemsd 3R IReE  Hasd & Rerar AR
HaRe AT # A A SHAT FT THT FA 5
3R 3 9faAr & YR IR ARG A 3TcAT S qiRgsr
aﬁﬁqgaﬁﬁavcrﬁmgaﬂsﬁa:rm%,
& wanl faawee & ufaar & @H0r wa @a@g
HidRR T shaer ARE Hewsit 1 & 7161, 30g AT
& AT 3R e F AR X AT FT GHe HA
&1 ST wGE WUl AR T FROT §, B gaw o
fadereic St &1 wfdar # 3aa dgy @1 IR,
HICHATARATH &I FTolehlel 1 qUT &9 & 518 Fram ara
gl oww & afesy & gfaew wéa sfdas wda
giell

HHT 4 BT 54 w@wh Mg & g

Tl faderee 1 yiaensit # faeafaerest, dafften deure 3R 3T Y@ TUE T T e aser
7E &1 O gar A Wom AT A | AR S GaRT o @A Adetes fr 44 B S wied gfaer

JN A qor arems & arw Fud §144

Baufa Rarsht werrer #r yfaar - sa9fa Rareh AgRe @ 9Rd & sfage & v ailka, e’ 3R fEgare &1
SROT &Nl §1 Sofehl TTAAT3N &1 3caftieh Foll HRAT 3figre & Fadehl, 3cAEFAT 3R R Aeem & AT
T IR Bl W@ AR AR I 30 3 O 30 TSg 3R HCHTFATT HT W A T S8 TIAAT & ITUR
W gegie SAdld RIash AgRTST H1 M3t HI Gfaamit & AeTs @ = arel WA - dw Ggam B oAser

#r gl
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FERISE Wit 3 Wreepfor o WMo Mt aanT '
TAufd RIATs AGRTST T 9fAAT3TT &l qereg At
ST g1 safav Rarsh #8913 ) ¥ar d) Jiegen
& T H G BhAT ST & Fer & AEIH @
gfagr 1 Shdd &l HiT g AR St A
gfadAmst & Tose ¥ # d@a @ fAaar St
aiEpiae IR WfaE@s dae 1 ATeTH S
g1 Fife efaerfae st & ufademsit & 3R W
T A 3ol WishA R ARt & s

T qgI Y AT fAeTS R

‘e 7 ghotd 91 e & saufa Rarsh Agrrsr
&1 Ui g HeRISE & fHees Areaor # Fua
gI“5

e w) % : s -
31l 5 oAl RIarsl #gRIT #I 91 $ie S gidAr
odfd RIare #AgRIST 21 HIe HIETGFd TaAT qoT HGRISE H TAAT & |

gl siorg Az A 9fAAT - 37 fERIT s S U Y, A% URURT, @ yRadaeRT afdaca & &9
A 3R AT & TAT T¥GA §U, SN HRA & Nehcdiieh, a1 IR HHAITS FATIAT F Hhdl &1 3l
IFsEY off & cafedca 3R Ffaea @ afaer & Aeas @ 30% Fodt 3R FarRurmst @ e 3R wedor &
Y T w9 ¥ g e A 3

Wﬁﬁ.mmsﬁﬁqﬁmwmwﬁﬁﬁwaﬁmﬁaﬁﬁwwaﬁq@ﬁﬁ
A S{fAFH S B

3T, shere 3dsat &1 18 e ey Jod faAT aE=3 3dR
Yo A T &l

Feeg 3T AL - T 3T IS, ( TER Toad 1S T9ead)
SftAT |1y d¢ FER FAE 9 & Fehe TRueay diY e
&Y ToRTT H 182 #Hiex (597 $e ) ey JFa Far ufaar
T g1 I 9 & e & Fom & & F AU 3y
gfaAr 1 fAAor g3 8, F Fd A Feplas T wenfes
Aqa3t @ Ailarfead w& arelr gfqer g1 g 7w ol
Tohdl AR FGsdT & IeeAfas gHa Cfagiaes ader & 3k
o 3TIAA FATH 1 TE HRA & gfSeahior § Isgardr HTeAT3iT
1 3Tie; cgfeFaat T HT T Te=l A &1 3R Tl o iR
gReaIvT @ 3ot gorel ATt & et ot gReapIvh @ 3iehet
frar ar §, S- 9TaRun, Tefifae, AAIGie @ ARG
TEpf & IRved & 3T R o g
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ARFFAT T TSCAE FoieT A AT

Tehl 3 ISl T AR 1 Fdea Hel arel” FER Toad A 9ol ( oite @V ) o =afda o oamster
562 RATAAT T HRAT IORST H Thal & I H AT §1°6 S ARAT AT & ai@emel g giasart
Tolan3t # @ o ¥ gafav 30 9fadAT & FROT AR H Thdr R 3r@sdr &1 wwad qequr fagg &7 o
&1 TE i oA il & v sgd & 714 #1 A R, S w@feas 3R e FEAE F dd 81 gar S
A AR T FEAvs I gfdAr w1 FHATOT F g B HRAT Folm HEHTA H GEH oG &, S AN &
faw gatt-gett a& & faw sfagra a1 amr &

TEeg AT AT AR T UTETAS ol TUT FEhideh Tsgdlel U131 HT Fclieh FeT 1S g
38 9faAT & ARG A 9T TR & TARBT Foll & &1 # sfdgrd a1 f&am Bl
AfdFR & aRvew &

geTehl GiSC H ol Teh ATEEAT &, [STcell hidel AT el & Tl TRUMH Fifeh §RT I THbo o [T oot
# qUAT IST 8| FellpR & R e Fellcrash Ual &1 Foiol X @A ARV AR S F FaI &gl &
“TeTd T AT IMST &7 37U 59 T IS Ioierr d¢ & Sweh 34T o 8N - 8N e 99 WA g e |

YR St &0 dgell § - Ig had faerrel GidAT & g1 Ig RCAT IS T AT &1 I IRASTAT Sofeh Sfaed
I 9HE 3R Agcaqul FHoll-AIU=AT Al ST &1 39T gAAT § HAT T &, 1 Ty safda & vgarel 38
Ugalel AT WY ¥ 18T diesh 39% HF I giar §1“7

AT FEpfa & Frarer

AR, & HRAT g # Ffcleholl T AT A HT ASST F QA A FiAAST & anffep, qesrea T 307
AR cAfFddl 1 3eqeT HIH Jaled X ARG & Sfaerd 7 Agriiree &ar §1 it s gfasd sRa 7
"HIPE qiay St AR e, Ao w0 7 gfaffea &t g, 3R fagrfsdar i feg & axer 73 §9 7 wehe
FLAT 1 3o H GfAAT3 A Wt e ST & & A Hafgd fRar S |

Solch AWEIAT & HAglcAT anelr, 3T ofoRTg 3FagaR, sfag & AN ddd &dl, oFufa Ramsh #7gRe,
T 3w T 3t & |el gfaed e dieta & &1 et feedr off sedifarat ar @er werest 7 39R
TIET ASTAN3N T FIHATST 1 e fohar STrer 8, o #Rd &1 ofd faeg T s gfley g a& a=2ife I8
gfaae oot &1 Qv g &, o o WA @R o i wenfad e arel @l €1 seer ufawmst &
FROT HRA H TR IR AR SN ¥ e & JoN-Jel de FROT BHar SArdr Wam |

R DHCD
AR S T JIHATST T ThTIT HIETord FTaT I SRR §, 56T W A & AT @ JohT Hieg o oy

SfcAT3it & ooy faRmer TiaHAIT deh T e 3R T Fag § Fifh geleh q@nn gioid JidAT oRa &
Iolehl FUE T HISAT A FAGTerdl H S@T S Hehell §, SIQ A fGeoll T THe Hawl, T 3% FAdr &1
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ITOT, 3eTeh TG T FIAMMAT o7 Gl TUTT W ST ATARISAT T G@T ST Fhll §1 38 TR fasy 7 faffest
& A Fafga AfARIH B tHRfRT X UF Heg HagTerd & AT Rar S wehdr g

311 7 FIFTE H FARA FidATe

3T A 3SRt AT g # faee & Fafed o
& qiwe aRET 78 ool A Harfga g1

TH gar GIee 3 yisde fafAes, v-2, qee-19,7lqw
§e #9R,AIE-201301(3.9.), R |

TSI T HAWSET [TEFR

RIeTH T3 S0 GAR o 1 Tt & ol g aget &
ATYROT 3R 3mearicAs €1 Segiel sholl ol IgeT AT AT
¥, 3R EPR H AT FT ARoTH|

@A T 1999 $o, TEHHTT Tel 2016 $o, 2N T |
el 2016 So, HAFRISE $TUT It 2024 $o, FHIAMTAAT &7 G
3T 3HTH Ui TR "ERR |

3Tl 8 8 5. HFRIG 3FIHT Bl TITAT

W F TR GIRE et & wRae feafiegeE F

Sieree H 3T yer HI|

T 3 HElid & v 968 g% 3w Rers 7 s ol

Rrryam

TH gl GaR 3T geA g faere JUardy Aideri # @ wh g, T JiaABt & goid wd q6g cdies
el e &1 vaeT d §, 08 & A 7 35 ® TaRi & 3maet 3@ 39T S T | Segiel 39 TTEITchR
A Tad & 3eperdl 1 @ren R R & gfdar 5@ geR @ aedr §, B ufaer 7 gy & o gfte gsa W gfar

FT Fdca STl 31| Sl UfAATT 5= Toild Idid gl 8, b 3@ arelm <afed Ush &1 & fov o
3R T e ST B
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TR Toosl HIS 9ol foraen! Teeg HTh e & a1 & S Sdr 8, 36 TiaAT H Segial 90T $ob g1 3eTeh
aTel °Tel, UgY T HE-HIAAB 3R a&t 1 Fofael I ey IR el Fiord e g1 S Fuyar aror
fohT U §, 3ETE0T HETcAT e CATE FT A, S T 3ifgar, ifd 3R FAaRURT &7 Fha ¢, 3R 37 gfoar
& Jdcliehed el dTel STiad H 38T R & AT 391 81d &l

S 3. shere sy i gfaar d@fereT fY qEad gmse Y Hal, dad JEaE & d6 A FAC S
3R HRSR AT Fhd Teohe A § S GarR S i GiAammsi 7 sael dofta gehed gl 21

T IR &1 6T

3T g GTAATST F Th TSEIT T AT FART @l ¢l Afd dad cafaded @ 61 ganieh, dfed 386
R, WMo 3R aneelt F o aRih 1 Y oo I B wfe F e # qeas s B A,
HeTcAT el & S<al & ATy ITAATST HaTAT &, WER doddd  HIS U, Tad &dr o 3T I gfasaw I
TiRg FT 1T Yhe T B

IChca g

TH ol AR T HIOHR & A 8, AG AR T I HT FledicHqmar & Teat arel GUHeY FAdR gl
37 ARETAT & HRAT Hfcleholl 1 ARGFH TR W v 75 ggare Gars| 3oehr gfded meanfors fant ik
FiEhiceh T3l 3N AT AAA3T BT T FA 2

R S & 9= Hiifeul & favg &R W Ig Aiad Y Q@R 1 AR HT Ffclewen AT HERT T & Wffa
T g fed TR w a9 1 AT T ST FHA B T ARG AT F IREIRF e & 76 3G
%&aw%ww’élwﬁ%ﬁmﬁwmﬁa@ﬁq&mﬁm%mmmﬁ|
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Abstract

This research paper aims to make Indian youth realize the importance of Indian traditional games with the
country’s cultural heritage. Games used to play a significant role in the daily lives of youngsters but the
contemporary youth is excessively engaged in digital games, which often lack body movement and face-to-face
interaction. A total of 41 respondents comprised the sample of the study. The present study was conducted in
Dehradun, Uttarakhand.

This research identifies the main reasons behind the lack of awareness in youth about traditional games. Further,
analyzing the factors that can intrigue youth by exposing them to the historical significance and regional diversity
of the country and how traditional games can bridge this gap. This can foster youth with a sense of familiarity and
national unity after playing traditional games of different regions reflecting different cultures. The paper also lists
the impact of digital games inspired by some traditional games and analyzes the usage of current technology such
as Augmented Reality, Virtual Reality and Mixed Reality to influence the youth in playing traditional games. It
also states how social media platforms can be used for influencing the youth about traditional games.

This research also includes the role of NEP (National Education Policy) 2020 for the promotion of traditional
games and how to overcome the challenges arising in the implementation. The paper also explores the capabilities
of traditional games in improving the mental and physical health of disabled individuals. Based on primary
research methods including surveys and interviews, the paper will conclude numerous ways to make traditional
games more appealing to the contemporary youth for a better engagement in this digital era.

Keywords: Psychological Impact, Cultural Preservation, Indigenous Games, Board games, Folk Games, Forgotten
Indian games.

Received: 8/4/2025
Published: 8/25/2025

* Corresponding author.
INTRODUCTION

Background and importance: India is a country of high diversity and significant values deep rooted in its
culture and heritage, which can be felt by playing traditional games. Many traditional games have been created
portraying the lifestyle, values and regional culture of their respective time of origin. The revitalization of
traditional games will give rise to the flexibility in the way youth perceive gaming in this digital era.

Value of traditional games: The elderly have lost the practice of playing ancestral games together which is

hindering their transmission to the contemporary youth. Thus, teenagers and young adults are unaware of or
disengaged from their cultural pastimes. Traditional games can teach the youth some moral and ethical values
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with tactics of life. This could give them pleasure knowing about the games their parents and ancestors used to
play in their youth. Michael Crichton, a world-famous screenwriter and author known for the Jurassic Park,
inspiringly wrote in his 1999 novel “Timeline” that “If you don't know history, then you don't know anything. You
are a leaf that doesn't know it is part of a tree.”.

Psychology of the contemporary youth in gaming: The youth addicted to digital games are highly anticipated
by the comfort, sophistication and modernity of this digital era. This is not accepting change but being ignorant
as a youngster as well as a citizen of India.

Existing researches: Researches have been made in the area upon the importance of traditional games. They
provide a holistic benefit to the body and mind when practiced regularly and actively. All these games require
technical and tactical skills along-with other physiological components like speed, strength, stamina, agility and
coordinative abilities. Playing traditional games also is a significant personality development source. Experiential
learning plays a crucial role, as traditional games provide hands-on, immersive experiences that facilitate cognitive
and motor skill development. There are also global steps taken in the promotion of traditional games
internationally. The Association for International Sports for All (TAFISA, Germany) and UNESCO are jointly
striving hard to safeguard and promote traditional games across the world.

Research gap: There is a huge gap in the research based on the implementation of these indigenous games in
youngsters’ lifestyle. The paper identifies various factors for the negligence of playing traditional games in the
era while analyzing the effective ways of promotion in the best way possible. The effective ways include
advertising traditional games on a national level, making the youth aware of the unknown traditional games and
glorifying them visually for the contemporary youth. This paper explores many traditional Indian games which
are played across India in different regions to promote the culture and heritage and also provide recognition to the
respective regions.

TRADITIONAL GAMES VS DIGITAL GAMES:

Traditional games involve interaction, thought-provoking, brainstorming strategies, discussions and
competition. They are better than digital games in the following ways:

e Skill improvement: Traditional games improve mental and physical skills. For example, traditional
games such as congklak or gundu require simple calculation skills and strategies that help improve
memory and learners' understanding of basic math concepts. Compared with conventional methods,
learners who engage in traditional game-based learning tend to show improvements in critical thinking,
creativity, and problem-solving skills. As students immerse themselves in game-based learning, they
unknowingly refine their reasoning, pattern recognition, and adaptive problem-solving skills.

e Better communication: The traditional gaming experience includes the opportunities for shared
physical touch, texture, mindfulness and close-range interaction, which digital games lack. Youngsters
can relive the excitement of how their parents played games in their youth. It can also minimize
generation gap between parents and youngsters.

e Extreme flexibility: From earlier times, the ability to twist and tweak the structure and dynamics of the
traditional games has helped people from any caste, having different abilities and disabilities, body-type,
region, etc. come together and play accordingly, promoting unity in the nation. This has helped
preventing system exclusion in the nation from pre-colonial times. It shows inherent adaptability and
inclusivity and also enhances creativity in the youth.

INDIAN TRADITIONAL GAMES:

Indian traditional games have a holistic learning and a wholesome fun experience for the youth. There are a
wide variety of traditional games with different genres including board games, combat, self-defense, logical, aim-
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based, chance-based, health-focused, weapon-based, strategy, etc. depending upon the interest of youth.

Indoor Games: Several Traditional Indian games are
played indoors and are known for their strategic depth
and cultural significance.

e Chess: Originally known as "Chaturanga,"
meaning "four divisions of an army," chess
originated in ancient India around the 6th
century CE. It is a game of pure intelligence
with no element of chance. The British later
gave it its current English name. Chess is a
globally recognized sport, and it has inspired  Figure 1 Chess board game. Source: Pixabay.com
many other games, including Janggi (Korean
chess), Xiangqi (Chinese chess), and Shogi (Japanese chess).

e Ludo: The modern game of Ludo is a simplified, westernized version of "Pachisi" which originated
around the 6th century CE. The original game was played with cowrie shells and had more complex
rules.

e Snakes and Ladders: This game was initially called "Moksha Patam" or "Gyan Chaupar" and was
created to teach children about morality and the consequences of good and bad deeds. The British later
simplified the game.

Figure 3 Ludo board game. Source: Pixabay.com Figure 3 Carrom board game. Source: Pixabay.com

e Carrom: Invented in the 18th century by Indian royalty, Carrom is a popular game that enhances
concentration and hand-eye coordination.

Figure 4Aadu Puli Aatam. Source: handpickedstore.in Figure 5 Pallanguzhi. Source: rollthedice.in
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e Otherindoor games: Pallanguzhi, Aadu Puli Aatam, Anaikallu, Dyuta and Chowka Bara are also

notable traditional board games.

Figure 6. Kabaddi. Source: Wikipedia.org Figure 7. Kho-Kho. Source: BharatiyaKhel.in

e Kabaddi: Believed to be 4,000 years old, Kabaddi is a team sport said to be based on
prehistoric hunting and defense tactics. It was included in the Asian Games in 1990 and is now
a prominent televised sport.

¢ Kho-Kho: Considered one of the oldest outdoor games, Kho-Kho is a chasing game with origins
linked to Maharashtra. An early version of the game was called Rathera.

Figure 8. Gilli danda. Source: traditionalsports.org Figure 9. Kancha game. Source: illagegamesblog.wordpress.com

e Gilli-Danda: This 2500-year-old game is a precursor to modern bat-and-ball games like cricket
and baseball. The game spread to other parts of the world from the Mauryan Empire.

Kancha: Played with marbles ("goli"), Kancha's earliest evidence dates back to the Indus Valley
Civilization around 2500 BCE

Figure 10. Lattoo. Source: Reddit.com Figure 11. Laghori. Source: Medium.com
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e Other outdoor games: Traditional outdoor games include Lattoo, Hoop and Tire Rolling,
Kavade, Rumaal Chori, Lagori, Gutte (5 Stones), and Kokku Para Para.

Combat and Self-Defense Games: These games evolved from martial arts and military training.

Figure 12. Mallakhamb. Source: kidzherald.com Figure 13. Kalaripayattu. Source: Wikipedia.org

e Mallakhamb: Meaning "wrestling pole," this sport combines gymnastics, wrestling, and yoga.
It was originally a training exercise for wrestlers.

e Kalaripayattu: Considered one of the oldest surviving fighting systems, this martial art
originated in Kerala and has a history spanning over 3,000 years. Its name comes from the

Malayalam words for "battlefield" and "to fight".

Figure 14. Thang Ta. Source: Wikipedia.org Figure 15. Gatka. Source: Kreedon.com
e Other combat games: Thang-Ta, Gatka, and Silambam are also traditional Indian martial arts.

Tribal and ethnic games of north-east India: These games are integral to specific communities and

their cultural identity.

Figure 16. Yubi Lakpi. Source: e-pao.ne Figure 17. Lankapara (High Jump). Source: espn.in t
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e Yubi Lakpi: A traditional sport from Manipur, its name means "coconut snatching" and it is a

ceremonial re-enactment of the "Samudra Manthan" myth.

e  Other tribal games: Liho-Laho, Kori (Hide and Seek), Posham Pa, Lanzukapru (High Jump) and
Thingreira khangakhun (Tug of War) are played by various communities.

Traditional Card Games:

e Teen Patti, Andar Bahar, Twenty-Eight, C, Satte Pe
Satta, Dehla Pakad, and The Game of Judgement are all
popular traditional Indian card games.

Teen Patti. Source: homegrown.co.in

Outdoor Games: These games often involve physical prowess and are deeply rooted in Indian history and culture.
NATIONAL INITIATIVES PROMOTING TRADITIONAL GAMES:

The “Bhartiya Games” is a big initiative which is launched under Indian Knowledge Systems (IKS) has a goal
to introduce a list of 75 Indian games into schools, which will have a specific teacher-training program with the
focus on student preparation and performance review by experts to give a report or feedback for further
improvements. Similarly, the “Khelo India” has had healthy recognition of the traditions in the respective areas.
It is also set to be included in the yearly Khelo India Youth Gaming events. These movements and initiatives are
mentioned on the Indian government websites (.gov) such as BharatiyaKhel.in.

NATIONAL EDUCATION POLICY ON TRADITIONAL GAMES:

The NEP (National Education Policy) 2020 is aimed at holistic development, and has a key aspect in the
promotion of Indian traditional games into the education system of India. Integrating traditional Indian games
aligns closely with NEP’s recommendations for experiential pedagogy. School students are exposed to practical
learning while making traditional games as a part of their regular sports curriculum.

Promotion of cultural and regional games: Games like Kabaddi, Kho Kho, Mallakhamb, Thang-Ta,
Kalaripayattu, Gatka, Yogasana, Silambam and many other regional or local games such as Posham Pa, Gilli
Danda, Yubi Takpi, Kanche, etc. from all around the nation are being promoted to mix in the contemporary
education system of India. This will aware the students about the nation’s vastness and the cultural diversity.

Focus on minorities in India: The importance of traditional games and sports among Nagas, a tribal
community in Nagaland, was explored using mixed-methods including primary and secondary source. The
findings revealed that traditional games of Tangkhul Nagas like Liho-Laho, Kori (Hide and Seek), Thingreira
khangakhun (Tug of War), Lanzukapru (High Jump), etc. reflects their values, beliefs and historical narratives
which shape their identities. Traditional games will provide recognition to the minorities and other small
communities in India.

Challenges in implementation:
1. Ensuring there are adequate infrastructure for taking care of all the necessary needs.

2. Having qualified teachers for the respective domains.
3. Keeping the students and their parents aware and satisfied with their curricular and extra-curricular
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4. Consistent integration and regular checks of the policy in the routine of students.

OBJECTIVE:

To identify and analyze the key factors and effective strategies for engaging contemporary Indian youth with
various Indian traditional games, thereby facilitating their revitalization while promoting awareness and
appreciation of the country’s cultural heritage in this digital gaming era.

RESEARCH METHODOLOGY:

The primary data collection for the research was done through mixed-methods approach including Quantitative
and Qualitative analysis. Self-structured questionnaire was prepared. Quantitative survey was done by snowball
sampling method which was further analyzed thematically. Qualitative interview was done through purposive
sampling strategy and further analyzed using descriptive analysis. Secondary data collection included exploring
relevant research papers, websites (Research Gate and Google Scholarly), articles, government portals
(education.gov.in, bharatiyakhel.in, ncert.nic.in), statistics and reports.

RESEARCH ANALYSIS:

Quantitative Analysis: There was an online form distributed among a variety of youth and people from
different sectors for knowing their perspectives on traditional games. The form was generated with tally. so
website.

regions of India.

Age
11 response
0 517
Does your family and friends talk about Indian traditional games or play them together?
11 responses
0 1822 68% | 28 responses
B ves, quite often. 0% = 4 responses
O 2325 10% | 4 responses O Ves, sometimes
O 25-29 9 esponse B Mo, never 12% | 5responses
Q >29
Would you like to play the Indian traditional games of other regions or states?
41 responses
~ L @ ves, | am interested 93% | 38 responses
What best suits your description?
41 response (= )

A student 78 3 pon:

Which one for you is better for your mental health?

41 response

B corporate professional 10 4 response:

B Freelancer 5% | 2 respc @ Traditional games
igital games
Digital g
B Teacher 15%
of 9% | 16
Both 39
@ Designer 229
opends ;17 responses
B Depend 1% | 1
@ Developer

Most of the participants are curious and interested in
traditional games. The main reason being the
frequent interaction on traditional games in their
family.

The participants involved are mostly university
students aged 18-22 from different backgrounds and
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Do you think traditional games can portray our nation uniquely in the world?
41 responses

[ Yesit does. 93% | 38 responses

B Nol don't think so. 7%

3 responses

What would you pick the most if you have friends around te play?

41 responses

[ Digital games (Mobile, PC, Console, 22%
etc.)

9 respanses

@ Traditional games (Indian traditional 81% | g responses
games, Board games, Card games, etc.) S fesponses
B 1 will play traditional games digitally. 7%
(Games inspired by traditional games
such as Ludo, Chess, ete.)

7 responses

Most of the youth participants realize the
significance of traditional games in the country and
most of them would choose traditional games over
digital games if they have friends around for more
interactive play.

Would you like to play traditional games in schools, colleges or offices?
41 responses
O ves, surely. 78%

31 responses

D Not sure, depends. 24% | 10 res;

Would you like to know about the origin and history of our Indian traditional games?
41 responses

@ ves, | am curious. 63%

26 responses

O 1 am only interested in playing. 37%

15 responses

) ves, of course. 90% | 37 responses

B nope. 10%

How can we promote traditional games in India and make youngsters aware of the forgotten ones?
20 responses

Revive tracitional Indian games by intraducing them in schoels, prometing them through social media R
challenges and influencers, and celebrating them at lozal fairs and festivals o

Having small lournaments af such regional games in callages for fun.
Yes for sure

T Inchusion in School curriculum

2- community svents and workshops Aug 6 03714 P

3- culture integration

Fitslly make viceos of gaine and uplode it an social media apps ke youlube insta Tacabook and un
acds

1 will say Just give it a try to waditional game and youngster will enjoy if they play ance a5, 0120 P

Promote traditionl Indian gamas through schasl programs, social media campaigns, community
uants, mobile 2pps, and docum,
figh activities.

aries, {ostaring cullurs! prite and engaging youth in fur, heritage

Make game for interacting and fun ta play Aug &, 0118 PH

Bromate the traditianal game by playing it in frant of others which wil make them curious and want o,
g2 “1g 6, 0117 Ph

piay it. Shawing how sxciting and fun the tradifianal gama can ba.

We can promale traditional games by blending them with modern visuals, sharing fun reels, and telling

cool stories behind them Aug B, D115 PM

« 1 2

The positive mindset of younsters towards
traditional games is a key aspect to note here. The
result indicates the participants’ willingness to

explore traditional gaming.

What Indoor Traditional Games have you played?

41 resprc

3 Chess 59%  24res

B carrom 76%  31responses

B Ludo 83% esponses
) Snakes & Ladders 80% 33 responses
3 Others 44% | 18 responses
@ None 0%  No responses yet

What Outdoor Traditional Games have you played?

41 responses

3 Kabaddi 66% 27 responses
B Kho-Kho 78% | 32 responses
@ Gili-danda 29% | 12 responses
B Kancha 32% | 13 responses
@ others 59% 24 responses
@ None 0%  No responses yet

All of them have played traditional games
popular in India. This indicates that the participants
are most likely to play popular games.

aware of the forgotten ones?

733 b

th game ouile elten which are Gemanitive cause that wil
her best

e snelo pilay rraditional games oecas analy

Turm nem inio
trini It 6an B pramotea |

Aring t i g

W Gan alse give e morger names ks - *SLrooL W
Gili Dandal.

o7 1SS BN
Social Media Campzigns s very rending and sasy way by -

Accls, 5i1oits, ard TIKTOks adet challenging game name ke "#PILuGhaliorge” ur

WGl DanaaN aster e,

Gallaborste with yeuth influencers, gamers, or nostalgia pages

Gonduet state and nations! evel G2mes in private SEN00IS alse... 07, 57 P

The quantitative survey revealed a significant interest among youth in the preservation and promotion of
traditional games. A notable portion of the survey's respondents provided insightful suggestions for their
revitalization. For example, key recommendations included organizing community-based events and using social
media platforms to initiate hashtag challenges. These data-driven suggestions from the youth can be highly
beneficial in shaping future strategies for the popularization of traditional games in India.
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Does playing a digital game frustrate you if you play for a long duration? These prefel‘ences Of the pal'thlpantS can be
@ es it does actualy 76% 3 esponses analyzed to have a demand of a versatile traditional
O no 24% 10 responses game.

[ The game should be quick and notlong. 49% 20 responses

DO The game should be thrilling.

B competitive 59% 24 respon:
B ! prefer playing in my room or indoors. 2

@ 1 prefer playing outside or outdoor. 34% 1aresponse
@ Getting to know each other more

It should include lot of talking with each  54%
other.

Qualitative Analysis: The interview focused on the analysis and remarks of the experienced specialists in the
relative fields regarding the promotion of traditional games in Indian youth. It resulted in the following conclusion:

¢ Flexibility and ease of play: The games should be flexible for tweaking according to the players’ choices
and have less rules and restrictions to remember.

e Digital games not available traditionally: Game Developers suggested to focus on the traditional
games which are not yet made digitally to be promoted for recognition amongst the youth.

e Update the traditional games for contemporary youth: Game Designers explained to make the
traditional games visually and culturally more appealing according to the gen-Z and gen-Alpha
youngsters.

e Reduce the coursework of the students in education system: Senior educators demand a reduce in
coursework and study pressure on youth so that they could explore traditional games and take active and
consistent participation in them.

e  Origin facts: Youth will be intrigued by reading a short origin story or facts about the traditional game
they buy. It could be on the packaging or through a QR code scanner on it to create anticipation amongst
the youth.

Factors resulting disengagement of youth in traditional games:

e Hard to play and assemble: Many traditional games are very hard to play because of their complexity.
Many of the games are hard to assemble as well, which makes the youth procrastinate to play that game.
There should be an easy way to play and visually instructed way to assemble the components displayed
for the players.

e Increasing smartphone penetration: The use of smartphone is rising and while everything being
digital, youngsters are losing the traditional touch in their lifestyle.

e Lots of rules: Many traditional games have a lot of rules and regulations with a big instructions manual
to follow and remember. The instructions should be precise with some information visually presented.

e Time-taking: The long sessions with the traditional games with never-ending play results to
disengagement the youth. The game should have some quick ending alternatives for a varied approach.

e Not easily available: Many games are not available easily and there are less inventors and awareness
for those games to come to light. Relative startups and creators should be inspired and promoted for a
good traditional gaming future.

o Expensive: Some traditional games including board games are expensive to be bought and played.

e Lack of players: Many youngsters lack the minimum number of players around most of the time for the
traditional games to be played, which results to lack of willingness to play the game.

TRADITIONAL GAMES FOR DISABLED CHILDREN AND YOUTH:
Mental issues: The games like Pallanguzhi, Goli, Kho-Kho, Kabaddi, Pachisi, and Aadu Puli Aatamare are

great in strategic thinking, teamwork, problem-solving, concentration, memory, quick decision-making and mind-
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body coordination being significantly helpful for the children and youngsters not good in cognitive and mental
abilities, co-ordinations and functions.

Physical issues: The physically disabled can modify the games for better understanding and playability. Games
like Gilli Danda, Lagori, Goli, Anaikallu, and Kavade are great in hand-eye co-ordination, movement, flexibility,
stamina, balance and core strength being significantly helpful for the children and youngsters with physical
abilities.

Cerebral Palsy (CP) is a group of disorders causing issues in movement and posture due to brain damage while
or shortly after birth. Research has shown improvement in the physical behaviour of the children and youth with
this disability after playing traditional games. The study validation through informal interview among the parents
of CP children revealed that adapted traditional game protocol shown improvements in their children's activity
levels and participation.

Social and Emotional issues: The traditional games like Kabaddi, Kho-Kho, Rumaal Chori, and Lagori are
great in teamwork, leadership, social communication, social interaction and social cooperation being significantly
helpful for the children and youngsters struggling with emotional and social responsiveness.

Traditional games for Autism Spectrum Disorder (ASD): Autism is a neurodevelopmental disorder in
which a child has difficulty in social affairs such as communication, interaction, etc. The games with clear and
simple rules such as Pachisi, Chaupar, Aadu Puli Aatam or Pallanguzhi can help them feel comfort and reduce
their anxiety. Also, games like Kho Kho, Kabaddi or Lagori with teamwork and social interactions can help them
get better at communication.

Traditional games for Attention-Deficit/Hyperactivity Disorder (ADHD): Games having physical
activities of running and movement can help the ADHD people channel their energy constructively. Kho Kho,
Kabaddi, Lagori, Rumaal Chori are great examples. Also, demanding games such as Kho Kho, Kabaddi, Lagori,
Rumaal Chori are very helpful for the children and youngsters who have ADHD for improving their focus and
attention.

RECOMMENDATIONS:

Effectively ways to overcome challenges in promotion and implementation of traditional games in
schools and universities:

NEP (National Education Policy) 2020 is facing immense hurdles in its implementation. With the addition of
the following points, the traditional games can be implemented and promoted easily in the lifestyle of young
students: -

e Schools should have access to government funds for meeting the requirements of infrastructure and
resources whenever needed. There are already initiatives provided by the government such as Sarva
Shiksha Abhiyan (SSA), Public-Private Partnership (PPP) Model, Right To Education (RTE) Act,
Scheme of Infrastructure Development of Minority Institutions (IDMI), etc. which is an advantage for
the public schools as well as the private schools. There are government schemes which also aid in
technological advancements even for private schools. Schools can follow the parameters and guidelines
which will help them in availing such perks.

e  There are Teacher training programs launched by the government in which teachers can participate or
enroll themselves for improving their delivery to students. Ministry of Youth Affairs and Sports
(MYAS), Sports Authority of India (SAI), National Council for Teacher Education (NCTE) are some of
the big schemes of government to focus and strengthen the teacher training programs, especially for the
Physical Education (PE) teachers.

e There could be an overwhelming feeling arising self-doubt, ignorance or confusion in a student to handle
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and be engaged in both academics and extra-curricular activities - thus, a need for a career counsellor
and a psychologist is important in the educational premises.

e There also shall be online feedback form directly submitted by the students, faculties and heads of the
schools to the government portals for creating statistics of the protocol being followed.

Effective ways to promote traditional games and aware youth:

o Influencers: The famous and relevant Youtubers can be given to promote traditional games and make
around with some challenges to create the hype and awareness. Similarly with social media influencers
on apps like Instagram, Facebook, Twitter/X, Twitch, etc. Some of such personalities are Dynamo
Gaming (Aadii Sawant), Techno Gamerz (Ujjwal Chaurasia), Gyan Gaming (Ankit Sujan) and Mortal
(Naman Mathur).

o Digital database or encyclopedia: Website with all-in-one information about traditional games should
be promoted to aware youth regarding the existing games, how to play them and other data dividing them
into filterable sections such as no. of players, category, ages of play, genre, region-wise, etc. for better
searchability of desired games. For eg.: BharatiyaKhel.in.

e  Pricing: The games should be available in reasonable and affordable price to the youth.

e Easy availability: The resources required to play the traditional games including board games should be
available on offline stores as well as online stores where the youth is more active. Some online stores are
rollthedice.in, indicinspirations.com and boardgamesindia.com.

e  Making traditional games digitally: The traditional games can be made available digitally on platforms
like Play Store, App Store, Itch.io, etc. to further promote them to the youth mostly interested in playing
digital games. Some successful games in the market are LudoKing by Gametion, Chess by chess.com,
Carrom Pool by Miniclip.com, etc.

e Using contemporary technology: The high-tech companies are using AR, VR and MR technology for
training and prototyping purposes. We can use the following respectively: -

e AR (Augmented Reality): It could be used by the youngsters to have an idea of the look of the traditional
game in real-world environment. A board game could be visualized and played through AR on a bed and
similarly with an outdoor game in an open space through a phone using its camera.

e VR (Virtual Reality): It could be used as a digital gameplay to try the traditional game virtually as well.
The game could be played using a Virtual Reality Headset.

e MR (Mixed Reality): It could be used for both visual appeal and gameplay, while the game also
interacting with the player’s real-world environment. This high level of engagement gives players the
sensation of a traditional game's physical availability.

This could introduce young people to a variety of traditional games and encourage them to try new ones.

e Visually appealing traditional games: The board games and resources of traditional games should be
made visually appealing for attracting youth.

e Connecting people: One of the problems youth faces is the non-availability of people with them for
playing traditional games. There should be events and workshops including seminars for the same where
people could connect with other traditional gamers.

e National traditional games day: One big step could be to make a national day solely to dedicate
traditional games of India. Or promote and aware the youth on the International Day of Traditional Sports
and Games (TSG) celebrated on August 14" every year.

CONCLUSION:
We should preserve our culture and make the upcoming generations interested in the history of India and

traditional games perfectly blend as the medium. Traditional games carry the essence of our cultural heritage and
represents each state with its own uniqueness. We should ‘pass and play’ these games for consistent transmission
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with our coming generations and folks from other countries to help spread the word.

The research examines many different genres of traditional games in India with their respective origins. There
are startups, websites, initiatives and also government schemes such as NEP (National Education Policy) 2020
which is in play for the implementation and influence of traditional games on the youth. The paper describes some
specific steps and measures as recommendations for a better way to promote and implement such efforts. The
paper also identifies the factors resulting in the disengagement of youth from traditional games while also stating
the best ways of promoting traditional games in this digital era. And it also explores how digitalization and
technology can be used for the promotion of these indigenous pastimes. The study also mentioned some notable
Indian traditional games for the development of disabled youth.

The sampling analysis states that youngsters are interested in traditional games and have the zeal for
exploration. If implemented these ideas of impact and effect in the promotion of traditional games, it can be
fruitful in making the youth resonate with the significance of these indigenous pastimes.
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Abstract

Learning is the foundation of development, potential, and empowerment. However, hundreds of millions of
children, especially marginalized children, are being denied access to even the most basic forms of education.
Without foundational skills in reading and learning, they remain perpetually handicapped in future job
opportunities, socio-economic mobility, and personal growth. Even when education is available, many children
lack supporting institutions that enable them to pursue their studies. Financial stress often pushes them toward
work instead of education, leading to dropouts, especially in disadvantaged communities. This study emphasizes
the importance of basic education as a human right rather than an entitlement, highlighting the need for inclusive
and engaging learning solutions specifically designed for children with limited access to education. By
incorporating game-based learning and interactive teaching methods, this research aims to explore how innovative
approaches can make education more accessible, appealing, and effective. Through guided play and experiential
learning, we can bridge gaps in literacy and foundational skills, giving all children the opportunity to learn, grow,
and aspire despite socio-economic barriers. "Education is the great equalizer, empowering individuals and
propelling society forward. However, millions of children, particularly those in economically deprived situations,
miss out on basic education. Limited resources, insufficient infrastructure, and socio-economic constraints hinder
their access to fundamental skills. Game-based learning offers a promising solution, making education interactive,
inclusive, and engaging. By incorporating play into learning, children can gain literacy, creativity, and essential
skills. This approach can be especially helpful for children at risk of dropping out or those with limited access to
traditional schooling. Our study aims to make learning a reality for every child, regardless of background or
economic difficulties."
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Introduction

Education extends beyond a mere academic path; it acts as a powerful catalyst that cultivates self-assurance,
personal development, and enduring societal progress.(1,12) It provides individuals not only with scholarly
understanding but also with crucial life competencies, including proper etiquette, strong communication skills,
emotional management, and problem-solving capabilities.so) These skills play a vital role in developing
responsible, compassionate, and self-sufficient members of society. 2,11y An educated populace contributes to
economic advancement, social stability, and national strength, making education a vital resource for sustainable
development rather than merely a personal gain.(2,11) Nevertheless, in India, countless underprivileged children
encounter significant hurdles in accessing even basic education. Deep-seated systemic disparities—stemming
from poverty, caste discrimination, and rigid societal norms—pose substantial challenges, particularly in rural and
semi-urban areas. Communities on the margins, such as Scheduled Castes (SC) and Scheduled Tribes (ST),
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frequently face unequal educational prospects, a consequence of long-term social neglect and insufficient
institutional backing. Additionally, gender bias complicates the situation; many young girls are hindered from
seeking education due to domestic responsibilities or cultural discouragement. Moreover, the infrastructure and
quality of public educational institutions are drastically insufficient. (11,12 Numerous schools are devoid of clean
restrooms, adequate playgrounds, necessary teaching resources, and qualified instructors—conditions that
severely diminish motivation and learning effectiveness. The digital divide further worsens inequality, restricting
access to e-learning tools and innovative platforms that could enhance educational experiences, Traditional
educational methods are often rigid, uninspiring, and detached from the real-life contexts children encounter at
home or in their communities. When students cannot connect with the material being taught or when their
emotional and practical needs are overlooked, the relevance of the education system diminishes. This emotional
disconnect, coupled with a lack of engagement, contributes to alarming dropout rates in India—12.6% at the
secondary level—many students leaving school due to disinterest or the pressure to contribute financially. ) In
light of these complex obstacles, there exists a pressing need to rethink the delivery of education, particularly for
children in marginalized and economically disadvantaged situations. Gamification has surfaced as a potential
solution, turning learning into an interactive, enjoyable, and psychologically engaging journey.ss Educational
tools like Duolingo, Prodigy, Class craft, and Folded have successfully illustrated how game principles can
enhance engagement, bolster knowledge retention, and support emotional development.

"Functions are working in the market - Gamification: The Definitive Engagement Tool in Education."

Traditional learning is transformed by gamified learning, rendering knowledge acquisition immersive, adaptive,
and reward-oriented. A number of reputable gamified platforms have clearly illustrated ways in which
engagement-driven models improve retention, inspiring interactive approaches designed for young learners.

- Duolingo makes learning a language fun by tracking progress, having interactive levels, and awards that motivate
repeated daily practice.

- Prodigy reimagines learning math as an adventure game where students complete math problems as quests and
receive points for advancing.

- Classcraft brings role-playing elements into regular education, encouraging cooperation and problem-solving
abilities through learning challenges.

- Foldit engages learners in authentic, real-world scientific problem-solving with interactive puzzles and has
proven that learning via visualization works.

Above applications validate that gamification enhances curiosity, motivation, and retention of lessons across most
subject areas. Shaping equivalent engagement strategies into an educational system utilizing cards makes
schooling more attainable and desirable to early-age learners aged 6-9 years.

Through experiential design grounded in child psychology, these platforms create a connection between play and
education. In response to these urgent needs, this research introduces a card-based educational game that combines
emotional growth with academic instruction. Designed for children from underserved communities, the game
aims to foster good manners, emotional intelligence, and foundational academic skills—through story-driven play,
peer collaboration, and real-life relevance. 39y By merging playful elements with empathetic design, the game
motivates children to learn beyond the textbook, equipping them with essential life skills. Ultimately, it aspires to
revive the joy of learning, enhance school retention, and contribute to the formation of a generation of resilient,
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emotionally intelligent, and empowered learners. (3g)
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Fig.1- Reasons of absenteeism among Enrolled students
Objective-

Numerous children encounter restricted educational prospects due to financial difficulties that force them into
work from a young age. Public schools, which are the main educational institutions for underserved communities,
frequently suffer from a lack of resources, being devoid of basic facilities such as sanitary restrooms and vital
teaching supplies. Furthermore, inflexible and antiquated teaching practices struggle to effectively engage
students, resulting in learning experiences that feel tedious and disconnected from their real-life experiences.
These factors together lead to low student retention and a decreased belief in the significance of education in
influencing a child's future.

Psychology of Children & Their Connection with Games

Kids have an innate tendency to engage in learning through play, allowing them to explore, take risks, and enhance
their problem-solving abilities in a hands-on setting. Play promotes collaboration, cognitive growth, emotional
awareness, and social abilities, leading to improved understanding and memory of information. The competitive
elements of games foster involvement, encouraging children to advance and refine their skills.

The Need for a Gamified Educational Model

Gamification connects conventional teaching techniques with engaging learning experiences. By implementing a

system of rewards, games can keep students engaged, transforming learning into a more enjoyable and meaningful
activity. Interactive frameworks facilitate practical learning, allowing children to understand concepts beyond
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what is found in textbooks while promoting critical thinking and creativity.
Proposed Card-Based Learning Game
This study focuses on designing a card game tailored for children aged 6 to 9, integrating:
*Basic Math — Fundamental numeracy skills to strengthen logical reasoning.
*Good Habits — Interactive lessons on manners and ethical behaviour.

*Emotional Awareness — Teaching children to recognize, express, and manage emotions.

Selecting the 6-9 age group is intentional, as this period forms the foundation of a child's learning journey. If a
child develops an interest early, they are less likely to drop out, even if external financial pressures exist.

Assessing the Effectiveness of Gamification

Gamification can enhance student retention and elevate motivation, providing:

* Enhanced involvement — Transforming learning into an enjoyable and engaging experience.

* Better academic results — Aiding students in effectively grasping concepts.

» Lower dropout rates — Keeping students enrolled by making education relevant.

Practical Solutions for Implementation

*Government schools and educational institutions can adopt offline gamified models, including:
eInteractive classroom activities replace rigid teaching methods.

*Physical game-based learning tools for low-resource areas.

*Teacher training programs focused on play-based strategies.

By integrating game mechanics with learning, education can become more accessible, engaging, and effective for
marginalized children, ensuring higher retention and long-term academic success.

It is a human right to be educated, but economic difficulties, parental support, and inherent problems usually
render it impossible for poor children. Most families live on the day-to-day wage, where survival takes priority
over education, causing children to go to work instead. Parents, particularly illiterate ones, also fail to see its long-
term benefit, making school attendance even less possible for children. Also, infrastructure deficits like remote
schools and complex entry requirements keep students out, particularly in the countryside. Apart from financial
struggles and bureaucratic barriers, conventional teaching practices lead to disengagement among young students.
Most classrooms are based on strict, lecture-driven instruction that does not stimulate engagement, discovery, or
imagination. Whereas passive learning can be effective for some subjects, children, especially those in the 6-9 age
range, need interactive, participatory experiences to develop curiosity and sustained attention. Traditional
education tends to neglect diverse learning styles, resulting in memorization over understanding. Without play-
based learning methods, children cannot make genuine connections with education, and this leads to high dropout
rates. "While Visiting Village of Bidholi, Which is based in Dehradun, a five-year-old boy and a ten-year-old girl
from Bihar spoke about their experiences, showing the harsh realities that many migrant children go through.
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Their parents had migrated for work, leaving them out of school, though they wanted to study and dreamt of a
better future. Discussions with their families brought to light a persistent challenge-daily wages create an instant
feeling of security, whereas education lacks apparent short-term rewards." Without tangible examples of how
education changes lives, families are stuck in the poverty trap, with survival taking precedence over development.
If kids from disadvantaged communities had positive role models showing them the ultimate outcome of
education, attitudes would change, making school a simple path to empowerment instead of an optional
endeavour. To maintain interest among children between 6 and 9, schooling needs to become an enriching
experience instead of something compulsory. Game-based learning, one of the most effective methods to make
this happen, presents learning as a fun, engaging, and interactive experience. In contrast to traditional approaches
that depend on fixed structures, games incorporate creativity, critical thinking, and discovery, engaging children
in the learning process. Through workshops, storytelling, posters, origami, and counselling sessions, teachers can
turn classrooms into vibrant spaces that promote engagement over passive knowledge absorption. Card games are
a great game-based tool, especially for low-resource settings, since they are portable and accessible. With reward-
based mechanics, kids monitor their progress, encouraging their learning experience in a fun manner. Sequential
gameplay enables kids to construct knowledge step by step, while instant rewards give encouragement to keep
following their learning journey. Because card games are tangible and simple to use, they can be utilized both in
the classroom and at home, giving a consistent learning experience outside of the classroom. Transitioning from
conventional models to learning through games ensures that education is always accessible, enjoyable, and
effective for children confronting socio-economic struggles. Through the provision of interactive learning
approaches, children remain committed to learning, lowering dropout rates and enabling them to view learning as
a journey toward possibility instead of mere obligation. Education need not merely be attendance—it needs to be
active participation, change, and sustained achievement.

This research utilizes a mixed-methods approach, combining both quantitative and qualitative strategies to
examine the emotional and educational requirements of disadvantaged children. The methodology is grounded in
principles of participatory and empathetic design, placing the experiences, actions, and voices of the children at
the forefront of the research process.

To steer the design journey, the Double Diamond Process was applied, consisting of four essential stages:
Discover, Define, Develop, and Deliver. During the Discover stage, preliminary research was undertaken through
academic literature, online sources, and visits to schools that cater to marginalized communities. This process
helped pinpoint key issues related to engagement, retention, and emotional connection within current educational
frameworks. The Define stage involved synthesizing the findings using techniques such as mind mapping,
empathy mapping, and the creation of user personas to clarify the problem space and grasp the varied emotional
and cognitive profiles of children across multiple age groups and I1Q ranges. In the Develop stage, brainstorming
and reverse brainstorming techniques were utilized to generate possible solutions. These ideas were later refined
and focused during the Deliver stage, resulting in the development of a card-based educational game that addresses
the emotional and academic needs of the targeted demographic.

For the quantitative aspect, surveys and questionnaires were crafted using straightforward language and open-
ended questions to ensure accessibility. The questions were tailored for different age brackets to gather a spectrum
of perspectives and emotional reactions. Visits to several schools facilitated direct engagement with both children
and educators, enhancing the data with real-world observations and insights.

The qualitative aspect concentrated on visual and experiential design. Software such as Canva, Adobe Illustrator,
and Photoshop was employed to prototype game components and investigate age-appropriate visual styles. Further
research into existing educational games was conducted to ensure that the final design aligned with the
developmental needs and engagement techniques suitable for the specified age group. In summary, this
methodology merges academic integrity with emotional insight, guaranteeing that the ultimate solution is not only
supported by evidence but also profoundly empathetic and contextually relevant.

Education is the bedrock of individual and societal advancement, but millions of children living in marginalized
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groups are unable to access quality education because of failures in the system. Most of these children risk being
pushed out of school by poor infrastructure, old-fashioned methods of teaching, lack of parental awareness, and
inefficient government initiatives. Conventional teaching approaches tend to fall short in holding children's
attention, resulting in poor retention levels and learner disengagement. To counteract this, gamification presents
a revolutionary solution by making learning an engaging, interactive, and curiosity-based experience for young
minds. The initial years of schooling are essential for mental development, and encouraging interest during this
phase can establish a child's lifelong love for learning. Gamification makes education more accessible, fun, and
enriching to bridge the gap between dry teaching and engaging learning, maintaining the interest of children to
learn further.

Result and discussions-

The study resulted in the creation of a card-based educational game aimed at children aged 6 to 9 from
disadvantaged backgrounds, focusing on mathematical reasoning, social skills, and emotional intelligence. Field
observations and user testing indicated that children reacted positively to interactive components like singing,
dancing, role-playing, and storytelling, which enhanced their verbal confidence, emotional expression, and
teamwork. The game's adventure-themed progression motivated task completion and kept children engaged,
confirming that gamification is an effective approach for enhancing retention and motivation. 2) These results are
consistent with successful platforms such as Duolingo and Prodigy, illustrating that reward-based, experiential
learning can turn traditional classrooms into supportive, curiosity-driven environments). The game also tackles
systemic issues like outdated infrastructure, passive teaching techniques, and insufficient parental involvement by
providing a low-tech, scalable, and enjoyable learning model that connects academic content with emotional
developments ).

* Even though education is a fundamental right, countless children still do not have access to quality learning
opportunities. In underprivileged areas, traditional teaching approaches—often inflexible and uninspiring—along
with poor infrastructure and limited institutional support, contribute to academic disengagement and elevated
dropout rates. These systemic challenges hinder children from experiencing education as a meaningful and
empowering journey.

» Gamification has emerged as an effective solution to these issues. It transforms learning into a rewarding and
motivating venture, prompting students to engage actively and explore. A well-structured, stimulating
environment nurtures curiosity and enhances long-term memory retention. To realize this, schools must invest in
improved facilities, train teachers in interactive and student-focused methods, and encourage active parental
engagement.

* Dynamic learning models—such as smart classrooms, experiential learning experiences, and gamified
education—provide practical, application-oriented experiences that keep students interested. Platforms like
Duolingo, Prodigy, Classcraft, and Foldit have shown how gamified learning can enhance critical thinking,
problem-solving, and knowledge retention. By incorporating these effective strategies into formal education,
educators can reimagine traditional learning and improve student achievements.

Conclusions-

Gamification presents a compelling method to transform learning for disadvantaged children, incorporating
elements of play alongside emotional and educational development. This card game addresses systemic issues—
such as traditional teaching methods and scarce resources—by making learning enjoyable, interactive, and
accessible. Drawing inspiration from platforms like Duolingo and Prodigy, it demonstrates how a reward-based
approach can nurture curiosity and relationships. Rather than merely a tool, gamification serves as a connection
between engagement and empowerment. Looking ahead, such playful methods should be regarded not as optional,
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but as fundamental components of inclusive education.
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Abstract

Artificial intelligence (AI) has entered the creative industries in ways once thought impossible, producing artwork,
literature, and music that closely mimic human creation. Long considered resistant to automation, creativity has
been defined by its personal, experiential, and emotional dimensions qualities that machines cannot replicate. Yet,
the popularity of Al-generated art, from stylised portraits to algorithmic poetry, raises urgent questions about the
future of human artistry. This article examines the paradox Al presents: on one hand, it showcases remarkable
technological progress and novel tools for creative practice; on the other, it risks devaluing human labour,
authenticity, and cultural meaning. By drawing attention to the commodification of art and the precarious
conditions of many creators, it argues that what is at stake is not simply employment, but the very soul of artistic
expression. The challenge is to embrace innovation without surrendering what makes creativity
irreducibly human.
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While growing up, we often heard stories about a future where robots would take over. Back then, the idea felt
like a distant dream—fascinating, almost surreal. However, as we witness rapid advancements in technology,
particularly in artificial intelligence, that future no longer seems so far away. Today, robots are everywhere, from
cleaning our homes to driving our cars, seamlessly integrating into our daily lives, sometimes without us even
realizing it.

But now that the world we once fantasized about is becoming a reality, it feels less like a dream and more like
a looming nightmare. Al is no longer just a tool; it is actively replacing jobs, sparking protests across industries.
Experts and intellectuals warn of the dangers it poses, yet Al continues to evolve at an unprecedented pace. Even
as we read this, new features are being developed, making it more intelligent, more autonomous. Alarming claims
suggest that Al may already be beyond human control, growing without regulation or restraint. As a result, various
sectors have been, and continue to be, vocal in their resistance, fearing that this relentless progress will lead to
widespread unemployment and irreversible consequences for society.

But one sector that wasn’t particularly afraid of AI’s growth was the creative industry and, ideally, they had no
reason to be. Creativity is deeply personal, shaped by individual experiences and imagination. Unlike technical or
repetitive tasks, artistic expression doesn’t follow a set formula, making it seem unlikely that Al could ever
replicate or replace it. After all, Al operates on vast datasets and predefined algorithms, learning from existing
information rather than generating truly original thought.

Yet, just a few days ago, ChatGPT introduced a new premium feature that allows users to create Ghibli-style
images, and the internet went wild. Almost instantly, the trend took off, with people eagerly using Al to generate
personalized, stylized versions of themselves and sharing them online. This sudden explosion of Al-generated art
raises an unsettling question: if AI can mimic human creativity this convincingly, is the creative industry really
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as safe as it once believed?

But this raises a serious threat to those working in the creative field. The uniqueness of creative work lies in its
deeply personal nature of artists, writers, and creators generate something out of nothing, drawing from their own
emotions, experiences, and perspectives. Whether it’s a piece of writing, a painting, or any other form of artistic
expression, each creation is unique, almost like an extension of the artist themselves. Unlike technical or
mechanical tasks, creativity doesn’t follow a set formula, it’s nurtured through years of dedication, practice, and
lived experience.

When we once imagined Al taking over the world, we never thought it would threaten the creative industry.
The works of Mirza Ghalib, Premchand, or thousands of other artists weren’t the result of algorithms or data-fed
patterns; they were the outcome of countless hours of thought, struggle, and artistic refinement. Creativity isn’t
something anyone can simply wake up and master overnight, it demands years of experience, relentless dedication,
and an indescribable depth of human effort.

No Al can simply generate the profound couple by Mirza Ghalibt:

"Na tha kuchh to khuda tha, kuchh na hota to khuda hota, Duboya mujhko aahone ne, na hota main to kya
hota."”

This couplet reflects on the paradox of existence on how being itself is the root of suffering. In a void, divinity
is unchallenged, but the moment one comes into existence, they become entangled in struggle, longing, and fate.
Non-existence, then, appears as a state free from the burdens of being.

Nor can it paint The Starry Night with the raw emotional turmoil of Vincent van Gogh. The reason Al cannot
replicate such masterpieces isn’t just because creativity lacks a set formula, it’s because Al lacks the human touch.
It lacks the emotions, the struggles, and the lived realities that shape truly great art. And that is precisely why, no
matter how advanced it becomes, Al will always fall short of what makes creative work truly extraordinary.

The paradox of the creative industry, especially in India, is that only a handful of artists receive the recognition
and fame they truly deserve. Countless talented individuals remain unknown, struggling to make ends meet, with
many not even earning enough to sustain a basic lifestyle. Creativity may be priceless, but in reality, many artists
are heavily underpaid, and their work often goes unnoticed in a world that is increasingly driven by speed and
consumption.

One of the biggest challenges in the creative industry is that it doesn’t just require talented creators, it also
needs an educated and engaged audience that can appreciate and understand the depth of artistic expression.
However, in today’s fast-paced world, where people are consumed by their own hectic lifestyles, even finding
time for themselves and their families is a luxury. In such a scenario, expecting them to invest time in appreciating
art, literature, or any form of creative work becomes difficult.

Moreover, art isn’t just about talent, it also requires financial support. A painting adorning a living room or
bedroom isn’t just a decorative piece; it’s an investment. In today’s world, art has increasingly become a
commodity, often valued more for its monetary worth than for the artistic brilliance it represents. As a result,
while the industry continues to evolve, the gap between struggling artists and those who can afford to engage with
their work only widens.

Now, with Al entering the creative industry, it raises countless questions for artists, writers, poets, and their
admirers. Al can generate a piece of artwork, poetry, or literature within minutes based on a simple input
something that takes human creators years of practice, struggle, and refinement. This development will severely
impact artists who are already underpaid and undervalued. More than that, it threatens to diminish the worth of
creative work itself, reducing it to a mere algorithmic output. What Al produces may mimic creativity, but it lacks
the essence of lived experience, emotional depth, and human struggle that define true art.

An artist spends thousands of hours perfecting their craft. A single painting isn’t just a combination of colors
on canvas, it’s the result of countless rough sketches, agonizing decisions over mediums, brush types, and color
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compositions. Every stroke reflects years of personal experiences, hardships, and sacrifices. It’s not just about
technical skill; it’s about the soul an artist pours into their work. Similarly, a poet or writer meticulously chooses
each word, carefully constructing the rhythm, tone, and meaning behind their piece. Their work isn’t just about
stringing sentences together; it’s an extension of their identity, their pain, their joy things Al can never replicate.

To reduce all of this to a mere prompt on an Al platform is not just unethical; it is an insult to centuries of arti

stic tradition, to the blood, sweat, and devotion of creators who have shaped human culture. If we have the
vision to percieve, we will understand that art is more than just its final form, it is the journey, the struggle, and
the story behind it.

The entry of Al into the creative field is like a butcher wielding a blade against something delicate and
irreplaceable. Artists, who for centuries have fought to preserve and elevate their craft, now find themselves in
the role of protectors once again. This time, however, the enemy is invisible faceless yet far more powerful than
ever before. And once again, the responsibility falls upon the shoulders of creatives to safeguard their field while
continuing to nurture and evolve it. The question remains: will we allow Al to strip creativity of its soul, or will
we fight to ensure that art remains deeply and unmistakably human?

The rise of Al in the creative industry presents a paradox that on one hand, it showcases technological
advancement, but on the other, it threatens the very essence of human creativity. What once seemed impossible is
now a reality: Al is not just assisting but actively replacing aspects of artistic expression, raising ethical, financial,
and philosophical concerns. While innovation should be embraced, we must ask ourselves, at what cost?

Creativity is not a formulaic process that can be replicated by machines; it is deeply personal, born from human
experiences, emotions, and struggles. If Al-generated content begins to overshadow human artistry, we risk
devaluing not just the work of artists, writers, and musicians, but also the human spirit that drives all creative
endeavors. This is not merely about job security, it is about preserving the depth, meaning, and authenticity that
only human hands and minds can bring to art.

The future of creativity now depends on how we navigate this intersection between technology and art. If we
are not careful, we may find ourselves in a world where artistic expression is no longer a reflection of human soul
and culture, but a soulless imitation generated at the click of a button. The responsibility falls on us as artists, as
audiences, and as a society to ensure that art remains a testament to human imagination, not just another
commodity of artificial intelligence.
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Abstract

The intersectional world of literature and linguistic diversity serves as an inseparable channel in a world, this
world becomes more interconnected every day, giving rise to the appreciation of culture, understanding and
sympathy, and profound respect. This is a work of learning that questions the process by which literary texts in a
wide variety of different languages not only preserve the identities of the most diverse societies but also explain
their traditions, their values, and their perceptions of the world. In a highly critical examination of the correlation
that exists between language, literature and culture, the work highlights the need to foster linguistic diversity as
the driver of long term intercultural communication.

The linguistic diversity has its some impressive impact on the development of literary traditions in the world.
Literature is both a reflection of humanity and a reflection of human feelings and humanity sells into the reality
of its own language and tells back tales of other languages. This study not only investigates how language
pluralism influences literary language, but also clarifies the intricacies of multilingual writing and translation and
offers the thesis that more linguistic heritages must be conserved regardless of their current inactions or
suppositions.

The paper also clarifies certain examples borrowed by many and very different civilizations therefore
demonstrating the fact that production of literature holds cultural boundaries and strengthens social unity. These
interweaving of story and word encourage animation, enhance communalistic identity and improve the inter-
cultural understanding.

Keywords: Linguistic Diversity, Multilingual Literature, Translation, Cultural Identity, Literary Heritage,
Language Preservation.
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INTRODUCTION

The arts are a profound form of expression through which not just thoughts and feelings are conveyed but also
the feel of experience itself.

A language is so much more than just a tool for expressing thoughts: It is the custodian of that most precious
heritage, human culture, and identity, and of the individual and collective memory of history. Each word,
expression and phrase contains echoes of tradition and history, echoes of collective psychic experiences and the
movement of societies through periods of time. It paints literature as an especially deep art form, one that
communicates not just thoughts and feelings, but the texture of experience itself

Language is much more than a simple tool of communicating ideas, it serves as a living storehouse of human
culture, identity and historical memory. Every word, phraseology and idiom has in it the echoes of tradition, of
collective experience, of the gradual development of societies through the ages.
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In this rich tapestry, literature is a highly deep form of art, that do not merely express thoughts and feelings, but
also sums up the meaning of human life. In the case where literature is created in more than one language, it
can play a twofold role: by serving as a measure of linguistic diversity within a given society, it is also protecting
and honoring the unique views, values, and worldviews of each community that speaks those languages.

Having several languages in one country or region significantly diversifies the literary world by adding plenty of
idiomatic expressions, metaphors and culture-specific allusions. Both languages offer their own perspective
through which human experience is expressed, which makes literature a true reflection of the life and identities
of people who speak it.

In the multilingual society literature forms a vibrant field where the various linguistic voices meet each other,
and by interacting with each other they enrich each other thus creating a complex but harmonious overall
dialogue among the languages.

The linguistic plurality inherent in literary texts affords readers access to an expansive range of traditions, belief
systems, and cognitive paradigms. Reading in the original lingo register, reading a work that has been translated,
the reader experiences a variety of social norms, cultural practices and moral systems. These literary experiences
widen the intellectual boundaries, enhance cross-cultural understanding, foster empathetic abilities, and disrupt
the stereotypical understanding. In this regard, literature serves as a channel where people interact and thereby
develop a common understanding of humanity and a feeling of unity on the world.

In addition, the works written in native and local languages are invaluable in preserving the threatened
languages and in ascertaining cultural identities. It provides the marginalized and underrepresented groups with
a medium through which to express their stories and views as well as historical experiences, which shall
otherwise go unnoticed or be suppressed. As a result, such literary productions not only maintain a language
heritage, but also empower the community by providing a voice to the community realities and collective
memory.

In a world that is becoming more and more globalised, where people fear cultural homogenisation and the
prevailance of big languages, the issue of spreading literature in various languages is a cultural need and thus a
moral obligation. Through cultivation and appreciation of multilingual literary cultures, communities can learn
to respect one another, enhance intercultural communication and develop empathy within the cultural contexts.
Therefore, literature is not simply a store of the human imagination; it is a change agent which could improve
inclusion, understanding and peace. Overall, literature and linguistic diversity interaction provide gateways to
more profound cultural understanding, societal unity, and international interconnectedness and therefore it is
to be taken as the pillar of individual and group human evolution.

LITERATURE AS A MIRROR OF CULTURE

Literature has been likened to a mirror where in its reflection, the social, cultural, historical and emotional
environment of the community that it comes out of is generated. It manifests itself in millions of variants all
around the world: the oral poetic tradition of African tribes, or the poetic tradition of Urdu authors, or the local
stories in Indian dialects, with each presenting a unique view of the life of the local community. Indian spirituality
and social reform and the Igbo worldview can be foreshadowed respectively in the emerging literature by the
Bengali works of Rabindranath Tagore and in the novels by Chinua Achebe (written in the English language).

It documents values, beliefs, traditions and social interactions of societies that generate it (poems, stories, plays
and essays). Authors record lived experiences, and the readers get to know how people think, feel, and relate
with others in particular cultural situations. In addition to entertainment, a literate maintains collective memory
and as one of the channels through which cultural heritage is passed down to the new generation.
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In the past, literature has been used in the society, both ancient and contemporary, to define themselves. In folk
tales, an example of which is, can include moral lessons, be expressed in a local dialect, and tend to use symbolic
language helping to understand how a community views a world. Similarly, classic and modern literary works
explain how cultures are changing following historical events, political change, and societal changes.

It allows such voices to undermine the solidarities, shine light on injustices, and defy the suppression of society.
By such a means, literature can act as a resource in preservation of cultural identity as well as a means of social
change.

Exposure to literature about different languages and countries can help people learn the daily lives, struggles,
holidays, and hopes of others that do not share their international backgrounds. By doing so, literature is not
only a mirror of societal currents but also a means of cross-cultural empathy development, cross-cultural
understanding and cross-cultural dialogue through the lens of literature in the ever more globalized world.

THE ROLE OF LINGUISTIC DIVERSITY IN LITERATURE

As to literature, linguistic diversity chews in earnest, it changes it with new phrases and idioms, metaphors and
completely new perspectives on the world. Authors tend to resort to their native languages to express the
emotions, traditions, experiences in a life so that they have the undeniable authentic feel and readers can
connect the story to a culturally familiar note. Native languages support regional production, folklore, oral
traditions and create a good base to retain common memory and heritage of communities.

Actually, what is really good is the fact that linguistic diversity allows us to preserve those cultural finer details,
which otherwise would be deprived of their complexity were we attempt to squeeze it into another tongue.
Each language has its own idioms, metaphorical symbols and cultural references that in some way or another
cannot be translated literally without being lost. Encouraging and sustaining these languages by literature, the
communities are struggling against the loss of identity of minorities and are providing the readers with
alternative versions of knowing the life, society, and the human experience.

And beyond that, linguistic diversity fosters inclusivity across the literary landscape. It enables oppressed and
under-represented communities to narrate their individual histories in their own languages, making the world
literature stretch through their vision which might otherwise be silent. As a result of these stories, literature is
no longer a matter of the art it is currently transformed into a mode of social empowerment and cultural
affirmation.

Contribution of linguistic diversity is actually a fairly major one toward our perception of vibrancy, depth, and
authenticity of literature works. Each language has its expressions, emotional coloring and way of telling stories,
and they influence the way the authors construct things and how we perceive the stories. When a text is
available in different languages, storytelling becomes more open to many voices, where the voices of different
groups, traditions, and worldviews are guaranteed a seat at the table. Simple, linguistic diversity maintenance
makes literature to remain connected with some of the real, lived experiences.

Language can not be separated in relation to identity and cultural memory. The native or regional language
maintains native or the regional perspectives of the world, social convention, and the manner of relating to
nature and community. Use Indigenous or folk literature, like so--these may be tales which contain spiritual
beliefs, ecological experience, wisdom of the elders, and all this may lose itself when translated into mainstream
languages. However, in this respect, linguistic diversity helps to safeguard the cultural expression integrity and
to preserve literary voices.
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There is as well creativity and innovation brought about by multilingual literary spaces. Authors that write
consuming different languages often confuse or combine language in whatever way they wish to, code-switch
or experiment with new hybrid narrative forms that also reflect the multii-layered societies saw in these times.
Such styles modernize the literary writing, turning it into something more exciting and closer to the audience of
different cultures as well as stretching the racial boundaries of conventional narratives.

Linguistic diversity in literature facilitates integration into the world in which minority languages are provided a
voice in books, poems as well as plays. This representation confirms the identities of the speakers, fosters culture
pride and puts visibility to the communities that may not be represented in mainstream words. By this, the
literature will serve as a platform of dialogue, appreciation and comprehension of how various people can share
in plurality.

Conclusively, affilling linguistic diversity in the literature is of fundamental importance in maintaining cultural
legacy, glorifying pluralism, and forging bonds between the communities. All languages are spoken with unique
but mutually human stories, and all literature, no matter what language, contributes to the universal mosaic of
human experience. Literature is promoted as a point of cultural contact, a depository of the past, and an
expression of the richness of the humanity by appraising and celebrating the diversity of languages.

MULTILINGUALISM IN LITERARY PRODUCTION: EDUCATIONAL AND SOCIAL IMPLICATIONS

The modern-day writers have to balance multiple languages in one narrative as they mix Hindi, Tamil, Bengali,
Urdu and English. This blend gives codes or levels of meaning, emotion and cultural context that is sometimes
inaccessible to one language. But the other side is there: readers who do not know all the languages may become
confused or rather feel like outsiders.

The inclusion of these multilingual discourses to classroom syllabi is a big, positive hit. Being exposed to
narratives of a multiplicity of linguistic worlds stimulates students to expand their cultural lenses and perceive
life as other. It develops compassion, erodes stereotypes, and develops the cross-cultural skills required in our
global campus and more. Once students learn how to handle multilingual stories, they understand the good
variety of human experience is.

Affirming literature in indigenous and local languages is also imperative to the identity of the community. It
nourishes a pride in local culture and prevents the risk of fading away slipping into oblivion in threatened
languages. The result is multilingual literary production that exerts a control, binding people to their local
neighborhoods, voices to local histories, practices, or day-to-day situations.

With the multilingual literature being incorporated into the education and society as a whole we champion
inclusivity, enhance the cultural understanding, and foster mutual respect. The language diversity gains
additional benefits such as saving cultural memories and establishing bridges with various linguistic and cultural
groups, among other benefits, by celebrating it through the use of stories. Finally, multilingual texts are an
effective learning resource, tool of socializing, and common sense in the world where people are getting
jumpscared at each other.

TRANSLATION: A BRIDGE ACROSS LANGUAGES

Translation is a very critical medium between cultures as it allows literature to leave its language of origin and
translate into a wider audience. It creates a kind of bridge that enables one to read stories, ideas, and feelings
that are expressed in one language to be perceived and relished by readers on another language. In the absence
of translation, much of the literary richness of many places would remain restricted to local languages,
preventing it from being known globally and our own knowledge of different cultures, histories and world views.
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In the process of translation people are able to learn more about values, traditions and some of other people
about the world. Folklore, poetry, novels, historical texts - all of which bear the name and tradition of linguistic
groups - become useful across linguistic boundaries. As an indication, things like translation, particularly the
translation of the works of authors such as Gabriel Garcacia MARquez, Rabindranath Tagore, and Haruki
Murakami have been translated accurately in a manner that is culturally sensitive and as such have greatly
contributed to their international acclaim.

Translating does not just involve word-to-word replacement, but involves excellent cultural and critical
interpretation and a good sense of delivery. A translator must retain the original. feel, tone and context in order
to retain the original purpose of it so that a new reader or audience sees it as real and relatable. The thing is that
most words, phrases, gestures are not translated directly, and that is why, the work is actually an ingenious,
subtle game.

In addition to the individual writings, translation creates a discourse between civilisations. It opens the gates to
various cultural snippets to others and this paves the way to mutual respect and intercultural education.
Translation in universities, book clubs, and workshops makes changes to mind, generates comparative thoughts
and urges us to a deeper, richer, better-layered perception of worlds diversity.

In a highly interconnected yet tribally polarized world, translation is not a tech-galore activity, but is rather one
that performs a cultural service. It transforms the possible language divisions into opened doors of
understanding, collaboration and sharing of human experiences, ensuring ideas and narratives can be
effortlessly passed on through linguistic and cultural boundaries.

LANGUAGE ENDANGERMENT AND LITERARY LOSS

The prevalence of the large languages in the modern globalized world poses a great threat to the life of minority
languages. A language stopping to exist deprives us of the rich literary heritage, the unique tales and different
perspectives the culture possessed on the world- something which will, of course, never be regained. Conserving
endangered languages is both a linguistics issue and a wider cultural and preservation of literary diversity area.
To make sure that the voices and the knowledge of these peoples continue going round it is important to
document these languages and to promote new writing in them.

Case Studies

e India: Indiais a diverse nation of many languages in which there are twenty-two official languages and
endless dialects, which makes India attractive in the literature world. Hindi, Tamil, Bengali, Urdu and
other regional dialect are also flourishing evidencing the cultural and linguistic diversity in the country.

e Africa: In such countries as Nigeria, the literature cannot be just in English but also native languages as
Yoruba, Igbo, Hausa. The diversity of such linguistic manifestation indicates the complexity of social
structure of the region and the whole variety of cultural manifestations.

e Europe: Regional languages-believe Basque and the Celtic languages-show the minority languages can
preserve literary life despite the influence of the global domineering languages. Those literatures also
show resilience of the local cultures and use of language to protect the identity of communities.

A flourishing production of literature that showcases linguistic diversity must be supported through a primary
emphasis on instruction in their mother languages in the education system, the encouragement of studies of
translation, resource provision of multilingual publishing wires. The institutions should invest in minor
languages literature by creating digital archives and community sponsored literature and through
scholarly records. These roles preserve dying languages and helps to make their possible views and
creative voices available to the future generations.

CHALLENGES TO LINGUISTIC DIVERSITY IN LITERATURE
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Frankly speaking, although the cultural and educational usefulness of literature cannot be contested, it is face
to face with a ton of problems nowadays. The front line of globalisation, and the digitized media is dominated
by one or two languages, in particular, English to the detriment of minority voices. The result of publishing
companies prioritising money-making languages is that writers in the regions or minorities are met by a short
end of the stick, problematic since they possibly hasten cultural homogenisation and to death of the unique
views that we so adore.

Among the greatest concerns is the way these global languages are literally supplanting. With schools and book
publishers continuing to prefer the big players, that leaves literature in the smaller tongues virtually ignored:
less money, no visibility and little place to find distribution. It is real challenge to the writers who write in their
native languages to have a larger audience, and younger people feel they are forgetful of their native languages.
Where large numbers of languages exist, the absence of any supportive policy and prose in the local language
whether this be through schools or TV or other community projects is causing the prose in local languages to
become even smaller.

We have yet another giant problem in the fact that the number of people who actually speak a language is
shrinking among speakers of the endangered languages. When the languages are no longer used every day, their
ancestors become forgotten and their writing traditions are at the risk of extinction. Unless some aggressive
preservation efforts are undertaken, such as in alternative forms of community-based publishing, translation
efforts, and in archives-- these voices could be lost forever.

There is also an obstacle that technology poses on the diversity of literature. Many digital platforms, publishing
tools, and other Internet-based resources are not maximally adjusted to minority languages, and writers have a
smaller chance to introduce their work to publicly defines an ability to publish and reach larger groups of people.

Great ideas designed to secure and safeguard linguistic diversity within literature must secure that we have plans
to take care of every part of language including language protection programmes to educational methods that
embrace both native and regional languages. In order to maintain the diversity of literature and continue to
make it lively, inclusive, and multi-cultural in reflection of the multifaceted human experience, support of
translation activities, as well as development of proper guidelines, supporting literary creation in all languages,
can be a blessing.

LANGUAGE FAMILIES AND BRANCHES,
LANGUAGES AND DIALECTS

A.Figure on Language Map of India showing B.Figure
linguistic diversity of Multilingual author Rabindranath Tagore
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CONCLUSION

The combined richness and complexity of literature and linguistic diversity make up an actual tapestry really rich
and captivating that reflects the complexity of human life. Languages are vibrant resources through literature
that preserve the thoughts, feelings, traditions and the past of the speakers of such languages. Telling stories,
poems, plays written in other languages, or translated in good and interesting ways, presents an unusual
opportunity to look into the lives and worldview of a group of people who might be miles apart but may have
all the things and go through love, struggle, joy and sorrow that a human can feel.

The organisation of literature in various languages is more than significant in sustaining cultural identities in the
current globalised world, where there is a likelihood of minority voices being overshadowed. Each language has
a unique worldview, and works created by it provide a voice to the individuals whose voices might have not been
heard otherwise. This is important, particularly among indigenous and marginalised communities, the story of
which is generally hardly ever heard at all in mainstream conversation. Through enhancing literary output in
these languages we get to strengthen cultural pride as well as add new views and insights to the global literary
expression.

Reading inter-language texts can actually develop empathy, tolerance and respect. Being exposed to the
thoughts, practices, and customs that are not similar to oneself help to break the stereotypes, demolish the
prejudices, and form meaningful relationships between the generations and cultures. In such a way, linguistic
diversity in literature is viewed as an intermediation, that is, as the connection between people based on mutual
knowledge and experience.

Major languages still have the predominance in teaching, publishing industry, and online media starting to put
minority languages further in the periphery. To address this issue, there is a need to work together by the
governments, educators, writers, and cultural institutions to spearhead multilingualism, support, and provide
space to local writers.

Finally, the world of literature and linguistic diversity is not just a creative endeavor, it is a source of cultural
conservation, education and social bowl of unity. By marrying them, we accept the diversity of ourselves as we
all exist within a single humanity. Literature based on linguistic diversity represents an avenue of understanding,
compassion, and unity in a world that is becoming highly divided on the basis of language and culture..
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Abstract

This paper provides a comprehensive review of CLO3D software, a prominent 3D fashion design and virtual
prototyping platform, specifically through a case study involving the creation and detailed visualization of a
complex ruffled two-piece garment. We begin by outlining CLO3D's historical development and its significant
impact on the digital transformation of the global fashion industry. The study meticulously explores CLO3D's
advanced features crucial for intricate garment construction, including dynamic fabric simulation, precise pattern
drafting, sophisticated layering, and realistic rendering. Particular attention is given to how these functionalities
facilitate the accurate representation of challenging design elements such as voluminous ruffles and multi-layered
silhouettes.

Furthermore, the paper examines CLO3D's diverse applications across the fashion value chain, from initial
conceptualization and virtual sampling to marketing and production handoff, contextualizing these uses through
the lens of the featured garment design. A critical comparative analysis highlights the substantial benefits, such
as accelerated product cycles, reduced waste, and enhanced design flexibility, while also addressing inherent
limitations and technical challenges associated with its implementation. The conclusion synthesizes these
findings, emphasizing CLO3D's transformative potential and its contribution to fostering a more efficient,
sustainable, and innovative future for fashion design and manufacturing.

Keywords: virtual prototyping, digital fashion, sustainable fashion, ruffled design, two-piece outfit, apparel
technology, fashion software, fabric simulation, rendering, pattern making, design workflow.

Received: 8/4/2025
Published: 8/31/2025

* Corresponding author.
Introduction

The global fashion industry is undergoing a profound digital transformation, driven by the imperative
for increased efficiency, reduced waste, and accelerated product development cycles (Smith & Jones,
2019). Traditional garment design and prototyping processes, heavily reliant on physical samples, are
often time-consuming, resource-intensive, and contribute significantly to environmental impact
(Green & Eco, 2020). In response, three-dimensional (3D) fashion design software has emerged as a
revolutionary tool, enabling designers to visualize, iterate, and refine garments virtually before
physical production. This paradigm shift not only streamlines workflows but also fosters greater
creative flexibility and sustainability within the industry.

Among the leading solutions in this evolving landscape is CLO3D, a sophisticated 3D fashion design and
virtual prototyping platform developed by CLO Virtual Fashion Inc. CLO3D has gained widespread
recognition for its advanced capabilities in dynamic fabric simulation, precise pattern drafting, and
realistic rendering, which collectively facilitate the accurate digital representation of garments (Virtual
Fashion, 2020). Its adoption signifies a critical step towards a more agile and environmentally
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conscious fashion ecosystem, allowing for virtual sampling, fit adjustments, and material application

without the need for physical prototypes.

This paper offers a comprehensive review of CLO3D software, specifically examining its application in
the creation and detailed visualization of a complex ruffled two-piece garment. Through this case study,
we aim to demonstrate how CLO3D's features address the challenges of intricate garment construction,
particularly focusing on elements like voluminous ruffles and multi-layered silhouettes. We will delve
into the software's functionalities, explore its multifaceted applications across the fashion value chain,
and conduct a critical comparative analysis of its benefits and limitations. Ultimately, this review seeks
to underscore CLO3D's transformative potential and its contribution to a more efficient, sustainable,
and innovative future for fashion design and manufacturing.

The market for 3D fashion design software has seen a compound annual growth rate (CAGR) of over
15% in recent years, indicating a rapid industry shift towards digital solutions (Market Research
Insights, 2023).

2. Historical Evolution and Developmental Milestones of CLO3D

The journey of CLO3D is intrinsically linked to the broader advancements in computer graphics and
simulation technologies, particularly those applied to textiles and soft body dynamics. CLO Virtual
Fashion Inc., a South Korean company, launched its flagship product, CLO3D, in 2009. However, its
roots trace back to the development of its predecessor, Marvelous Designer, which initially gained
traction in the gaming and animation industries for its ability to create realistic digital clothing for
characters (Digital Garment Tech, 2015). This foundational technology, focused on physics-based cloth
simulation, proved highly adaptable to the fashion industry's unique demands.

Early versions of CLO3D primarily focused on basic pattern input and simulation, allowing designers
to see a flat pattern transform into a 3D garment on an avatar. This was a significant leap from
traditional 2D CAD systems, offering a visual and interactive prototyping experience. Over the years,
CLO3D has undergone continuous development, integrating increasingly sophisticated features. Key
milestones include:

Improved Fabric Physics and Material Properties: Initial simulations were somewhat rudimentary,
but continuous refinement has led to highly accurate representations of various fabric types, including
stretch, drape, sheerness, and texture (Textile Simulation Journal, 2017). This was crucial for moving
beyond basic shapes to complex designs.

Enhanced Pattern Drafting and Editing Tools: CLO3D evolved from merely importing patterns to
offering robust internal pattern drafting tools, allowing designers to create and modify patterns
directly within the software. Features like dart manipulation, pleat creation, and seam allowance
adjustments became more intuitive and precise.

Avatar Customization and Posing: The ability to customize avatars to specific body measurements
and pose them dynamically significantly enhanced fit analysis and presentation capabilities. This
allowed designers to test garments on a diverse range of body types and in various postures (Virtual
Fit Solutions, 2018).

Realistic Rendering and Visualization: The integration of advanced rendering engines, including
physically based rendering (PBR) capabilities, transformed CLO3D into a powerful visualization tool.
This enabled the creation of photorealistic images and animations, making virtual samples
indistinguishable from physical ones for marketing and sales purposes (CGI Fashion Trends, 2020).

Collaboration and Integration Features: Recognizing the need for seamless workflows, CLO3D
introduced features for multi-user collaboration, cloud-based asset management, and integration with
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other industry-standard software, such as Adobe Illustrator for graphics and various PLM (Product

Lifecycle Management) systems (Fashion Tech Ecosystem, 2021).

Al and Automation: More recent developments have explored the integration of artificial intelligence
for tasks like automatic pattern generation from 3D shapes or optimizing fabric usage, signaling a
future where design processes become even more automated and efficient (Al in Fashion Report,
2023).

The consistent evolution of CLO3D from a niche simulation tool to a comprehensive design and
prototyping platform highlights its pivotal role in the digital transformation of the global fashion
industry. It has empowered designers to innovate faster, reduce physical waste, and establish more
sustainable and agile supply chains.

3. Advanced Features of CLO3D Pertinent to Intricate Garment Construction

CLO3D’s prowess in handling complex garment designs, such as ruffled and multi-layered outfits, stems
from its suite of advanced features. These functionalities work in concert to provide a highly accurate
and flexible environment for virtual garment creation.

3.1. Dynamic Fabric Simulation

At the core of CLO3D's capabilities is its sophisticated dynamic fabric simulation engine. This engine
allows designers to assign real-world physical properties to digital fabrics, including:

Stretch and Shear: Mimicking how fabric stretches and distorts under tension.

Bending and Shearing Stiffness: Controlling how easily a fabric folds or maintains its shape.
Weight and Thickness: Affecting drape and volume.

Friction: Influencing how layers slide against each other or cling to the avatar.

Density and Opacity: For realistic light interaction and sheerness.

For intricate elements like ruffles, accurate fabric simulation is paramount. The software can simulate
the subtle interplay of gravity, fabric stiffness, and the tension created by gathers or pleats, resulting
in natural-looking folds and volume. Designers can adjust these parameters in real-time to achieve the
desired aesthetic, from soft, flowing ruffles to crisp, structured ones (Textile Simulation Journal, 2017).
This iterative adjustment saves immense time compared to physical prototyping.

3.2. Precise Pattern Drafting and Editing

CLO3D offers robust tools for both importing existing 2D patterns (e.g.,, from DXF or Al files) and
drafting new patterns directly within the 3D environment. Its pattern drafting capabilities are highly
precise, allowing for:

Intuitive Pattern Creation: Tools for drawing lines, curves, and shapes, with options for precise
measurements and angles.

Dart and Pleat Manipulation: Essential for shaping garments and creating volume. For ruffles,
designers can create precise gather lines, pleats, or circular patterns that, when simulated, naturally
form the desired ruffle effect.

Seam Line Definition and Sewing: Users define seam lines and "sew" pattern pieces together
virtually. CLO3D's intelligent sewing tools allow for various seam types, including custom seam
allowances, and can handle complex intersections and curves common in ruffled designs.
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Grading and Sizing: Patterns can be easily graded to different sizes, ensuring consistency across a

product line.

The ability to see pattern changes immediately reflected in 3D is a game-changer for complex designs.
Adjusting the length or fullness of a ruffle pattern piece instantly updates its 3D appearance, allowing
for rapid design iteration.

3.3. Sophisticated Layering and Arrangement

Multi-layered garments, like the two-piece outfit with ruffles, pose significant challenges in traditional
design due to potential bulk and fit issues. CLO3D addresses this with:

Layer Collision Detection: The software's engine accurately detects and prevents inter-penetration
of fabric layers, ensuring that garments drape naturally around the avatar and over each other without

clipping.

Layer Order and Offset: Designers can define the stacking order of layers and even apply slight offsets
to prevent "z-fighting" (visual flickering when surfaces occupy the same space) and ensure realistic
separation between fabrics.

Arrangement Points and Bounding Boxes: These tools assist in efficiently positioning pattern pieces
around the avatar before simulation, reducing initial collision issues and speeding up the draping
process, especially for complex, overlapping components.

For ruffled elements, proper layering ensures that each ruffle layer interacts correctly with the garment
body and other ruffles, maintaining its distinct volume and flow without appearing to merge
unnaturally.

3.4. Realistic Rendering and Visualization

Beyond simulation, CLO3D excels in creating photorealistic visualizations, which are critical for design
review, marketing, and sales. Its rendering capabilities include:

Physically Based Rendering (PBR): Allows for accurate representation of material properties like
metallic, roughness, and normal maps, leading to highly realistic textures and finishes.

Lighting and Environment: Users can set up various lighting scenarios, including studio lighting,
outdoor environments, and custom light sources, to showcase the garment under different conditions.

High-Resolution Output: The software can render high-resolution images and turntable animations,
suitable for e-commerce, lookbooks, and presentations.

Texture Mapping: The ability to apply intricate textures, prints, and graphics directly onto the 3D
garment, ensuring that even the smallest details of a ruffled fabric or print repeat are accurately
displayed.

The realistic rendering ensures that the intricate details of ruffles - their shadows, highlights, and the
way light interacts with their folds - are beautifully captured, providing a true-to-life representation of
the final product.

Multifaceted Applications of CLO3D Across the Fashion Value Chain

CLO3D's utility extends far beyond the initial design phase, impacting virtually every stage of the
fashion value chain, from conceptualization to production and marketing.

4.1. Conceptualization and Design Iteration
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In the conceptualization phase, CLO3D allows designers to rapidly translate ideas into 3D prototypes.

Instead of sketching and then waiting for physical samples, designers can:

Quickly Drape and Manipulate: Experiment with different silhouettes, fabric types, and design
details in real-time.

Rapid Iteration: Make instant adjustments to patterns, fit, and styling, seeing the results immediately.
This drastically reduces the time and cost associated with design revisions (Fashion Innovation Lab,
2019).

Creative Exploration: The freedom to experiment without material waste encourages bolder and
more innovative design choices.

4.2. Virtual Sampling and Fit Analysis

This is one of CLO3D's most significant contributions. Virtual sampling replaces multiple rounds of
physical sample production, leading to:

Cost and Time Savings: Eliminating the need for physical samples saves on fabric, labor, shipping, and
sample room costs. This can reduce development time by weeks or even months (Supply Chain
Digitization, 2022).

Accurate Fit Assessment: Garments can be fitted on customizable avatars representing different body
types and sizes. Designers can identify and correct fit issues, tension points, and fabric pooling virtually,
ensuring a better fit for the end consumer.

Material Optimization: Designers can accurately visualize how different fabrics will behave,
preventing costly mistakes in material selection.

4.3. Marketing and Sales
Photorealistic 3D renders generated by CLO3D are increasingly used for marketing and sales purposes:

Virtual Showrooms and Lookbooks: Brands can create digital showrooms or lookbooks featuring
virtual garments, allowing buyers to preview collections before physical production.

E-commerce and Online Configurators: 3D models can be integrated into e-commerce platforms,
offering interactive product views, virtual try-on experiences, and even customization options for
consumers (E-commerce Tech Review, 2021).

Pre-Sales and Demand Forecasting: By showcasing virtual samples, brands can gauge consumer
interest and collect pre-orders, leading to more accurate demand forecasting and reduced
overproduction.

4.4. Production Handoff and Technical Design
CLO3D facilitates a smoother transition from design to production:

Clearer Communication: 3D models provide unambiguous visual instructions to manufacturers,
reducing misinterpretations that often occur with 2D sketches or physical samples (Production
Workflow Solutions, 2020).

Pattern Optimization: The software can export precise 2D patterns, including annotations and
grading, directly to manufacturing systems, ensuring accuracy in cutting and sewing.
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Technical Packs: Comprehensive technical packs can be generated from the 3D model, including
material specifications, construction details, and measurement charts, streamlining the production
process.

Reduced Errors: By identifying potential construction issues virtually, CLO3D helps prevent costly
errors that might only be discovered during physical production.

Case Study: Creation of a Ruffled Two-Piece Outfit in CLO3D

To illustrate CLO3D's capabilities in handling intricate garment construction, this section details the
process of designing and visualizing a ruffled two-piece outfit, consisting of a ruffled crop top and a
matching ruffled skirt. This design presents challenges related to volume, layering, and precise fabric
manipulation.

5.1. Design Concept and Initial Setup

Figure 1: Front view of the alternate colourway ruffled outfit
with inverted colour blocking and ruffle placement to test
design variation.

The concept for the two-piece outfit involves a crop top with
multiple tiers of ruffles on the sleeves and bodice, paired with a high-
waisted skirt featuring a cascading ruffle detail down one side and a
subtle ruffle hem. The chosen fabric is a lightweight, flowing chiffon
to maximize the drape and movement of the ruffles.

Avatar Selection and Customization: A standard female avatar
was loaded into CLO3D. Her measurements were adjusted to match the desired fit model, and a suitable
pose was selected to best showcase the garment's silhouette and ruffle dynamics.

Importing or Drafting Basic Patterns: Initial 2D patterns for the basic crop top and skirt blocks were
either imported from a pre-existing library or drafted directly using CLO3D's 2D pattern tools. These
basic blocks served as the foundation upon which the ruffles would be added.

5.2. Constructing the Ruffled Crop Top

Figure 2: Rear and isolated 3D views of the alternate version
to examine structural symmetry, back seam alignment, and
layered ruffle interaction.

The crop top required careful attention to the tiered ruffles on the
sleeves and bodice.

Sleeve Ruffles:

Pattern Creation: For each tier of the sleeve ruffle, a
rectangular pattern piece was created. The length of this

rectangle was significantly longer than the circumference
of the sleeve it would attach to, to allow for gathering. The width determined the depth of the
ruffle.

Gathering/Pleating: CLO3D's "Fold Arrangement" and "Pleats" tools were utilized. For a
softer, gathered look, the longer ruffle pattern edge was sewn to the sleeve edge, and the
"Elastic" property was applied to the ruffle's edge, or the "Gather" tool was used to
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automatically distribute gathers evenly. For a crisper look, precise pleats were created along
the ruffle's edge.

Layering: As multiple tiers were involved, careful attention was paid to the "Layer Clone
(Over/Under)" feature to ensure each ruffle tier draped correctly over the one below it
without intersecting. The "Layer” property for each pattern piece was adjusted to maintain
proper stacking order.

Fabric Properties: The chiffon fabric preset was applied, and its stiffness and weight
properties were slightly adjusted to achieve the desired delicate, flowing ruffle effect.

Bodice Ruffles:

Circular Ruffles: For the ruffles on the bodice, circular or spiral pattern pieces were drafted.
The inner edge of these circular pieces was sewn to specific seam lines on the bodice pattern.

Simulation and Adjustment: The simulation engine was run, and the circular ruffles
naturally formed voluminous, cascading shapes. Minor adjustments to the inner
circumference of the circular pattern or the application of internal lines with "Elastic”
properties were made to control the fullness and drape.

Internal Lines and Folds: To create specific structural folds within the ruffles, internal lines
were drawn on the pattern pieces, and "Fold Arrangement” was used to define the fold angle
and strength, ensuring consistent and aesthetically pleasing ruffle formation.

5.3. Constructing the Ruffled Skirt
The skirt featured a prominent cascading ruffle and a subtle hem ruffle.
Cascading Side Ruffle:

Pattern Design: A long, curved pattern piece was drafted, wider at the bottom and tapering
towards the top, to create the cascading effect. This piece was designed to be sewn along a
specific seam line on the side of the skirt.

Sewing and Simulation: The curved ruffle pattern was sewn to the skirt body. The simulation
was run, and the ruffle draped naturally.

Pinning and Freezing: To maintain specific points or prevent unwanted movement during
simulation, "Pin" tools were used. For complex sections, "Freezing" certain pattern pieces
allowed for focused adjustments on other parts without disturbing the already simulated
areas.

Hem Ruffle:

Simple Gathered Hem: A straight rectangular pattern piece, longer than the skirt hem
circumference, was created. This was sewn to the hem, and the "Gather" tool or "Elastic"
property was applied to create a subtle, soft gathered hemline.

Edge Finishing: The "Strengthen" tool was used on the very edge of the ruffles to give them a
slightly crisper finish, preventing them from looking too limp.

5.4. Material Application and Texturing

Fabric Selection: The chiffon fabric was selected from CLO3D's extensive fabric library, and its
physical properties were fine-tuned.
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Color and Print: The desired color was applied. If a print were needed, it would be imported as a
texture map and applied to the garment, with options for scaling, rotation, and repeat patterns.

Normal and Displacement Maps: For added realism, especially for fabrics with subtle textures,
normal or displacement maps could be applied to simulate surface irregularities without adding
excessive polygon count.

5.5. Rendering and Visualization

Figure 3: Front, side, and back views of the digitally
simulated ruffled two-piece garment on a virtual avatar
using CLO3D, showcasing garment fit, structure, and
ruffle behavior.

Once the garment was fully constructed and simulated, the
final visualization steps were performed:

Lighting Setup: Studio lighting presets were used to
highlight the ruffles' volume and shadows. Additional
spotlights were added to emphasize specific details.

Environment: A neutral background environment was
chosen to keep focus on the garment.

Rendering: High-resolution images were rendered from various angles to showcase the outfit.
Turntable animations were also generated to provide a 360-degree view, effectively demonstrating the
dynamic movement and drape of the ruffles.

This case study demonstrates CLO3D's robust capabilities in handling complex design elements. The
iterative nature of the software allowed for precise control over ruffle fullness, drape, and layering,
leading to a highly realistic and visually appealing virtual prototype of the two-piece outfit.

Critical Comparative Analysis: Benefits and Limitations

Figure 4: Isolated garment simulation of the ruffled top and skirt without the avatar, displaying
volumetric construction, pattern accuracy, and fabric interaction.

While CLO3D offers significant advantages, it also comes with certain limitations and technical
challenges. A balanced perspective is crucial for understanding its true impact.

6.1. Profound Benefits
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Accelerated Product Cycles: The most significant benefit is the drastic reduction in development
time. Virtual prototyping eliminates numerous rounds of physical sampling, allowing designs to move
from concept to market much faster (Supply Chain Digitization, 2022). This agility is critical in today's
fast-paced fashion industry.

Reduced Waste and Enhanced Sustainability: By minimizing physical samples, CLO3D directly
contributes to reducing fabric waste, water consumption, and carbon emissions associated with
sample production and shipping (Green & Eco, 2020). This aligns with the growing industry demand
for more sustainable practices.

Cost Efficiency: Eliminating physical samples translates into substantial cost savings on materials,
labor, and logistics. Even the cost of the software itself is often quickly recouped through these savings.

Enhanced Design Flexibility and Creativity: Designers can experiment with a wider range of ideas,
fabrics, and silhouettes without the constraints of physical resources. The immediate visual feedback
encourages bolder experimentation and innovation.

Improved Fit and Quality: The ability to conduct virtual fit sessions on diverse avatars allows for
more precise fit adjustments early in the design process, leading to better-fitting garments and reduced
returns from consumers (Virtual Fit Solutions, 2018).

Streamlined Communication: 3D models serve as universal visual language, bridging communication
gaps between designers, pattern makers, manufacturers, and sales teams, especially across different
geographical locations.

Powerful Marketing and Sales Tool: Photorealistic renders and animations can be used for pre-sales,
virtual showrooms, and e-commerce, allowing brands to market products before they are physically
produced, reducing inventory risk.

6.2. Inherent Limitations and Technical Challenges

Steep Learning Curve: CLO3D is a powerful software, but it has a considerable learning curve,
especially for designers accustomed only to 2D CAD or manual pattern making. Mastering its
intricacies, particularly fabric physics and advanced tools, requires dedicated training and practice.

Computational Demands: Realistic fabric simulation and high-quality rendering are computationally
intensive. Users require powerful computers with robust CPUs, ample RAM, and dedicated GPUs to run
the software smoothly and efficiently, especially for complex garments with many layers or high
polygon counts.

Initial Setup and Asset Creation: While CLO3D offers libraries, creating custom avatars, intricate
textures, and specialized trims can be time-consuming. The quality of the final output is highly
dependent on the quality of these initial assets.

Accuracy of Fabric Data: The accuracy of simulations relies heavily on precise fabric physical
property data. Obtaining this data can be challenging, and approximations may lead to less realistic
drapes.

Integration Challenges: While CLO3D offers integration capabilities, seamless workflow integration
with existing PLM, ERP, or e-commerce systems can still pose technical challenges and require custom
development.

Human Touch and Physicality: Despite its realism, CLO3D cannot fully replicate the tactile
experience of handling physical fabric or the nuanced feedback from a live model during a fitting. Some
designers argue that a certain "human touch" is lost in the purely digital process.
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Cost of Software and Training: The licensing cost for CLO3D can be a barrier for smaller businesses
or individual designers. Additionally, investing in comprehensive training programs is often necessary
to maximize the software's potential.

Benefits and Limitations of Using CLO3D According to This Design

The application of CLO3D to a complex garment such as the ruffled two-piece outfit effectively
highlights both the significant advantages and the inherent challenges of adopting 3D fashion design
software. Understanding these aspects is crucial for organizations considering or optimizing their
digital transformation within the apparel industry.

8.1 Benefits of Using CLO3D (Evident in this Ruffled Design)

P\ Figure 5: Rear view of the alternate ruffled garment showcasing

seam alignment and sleeve structure

Accelerated Design Iteration & Time-to-Market: For a design with
intricate ruffles, modifying their size, placement, or fullness traditionally
requires extensive manual pattern adjustments, recutting, and re-
sewing of physical samples. CLO3D allows for immediate digital
modification and re-simulation, drastically cutting iteration time from
days/weeks to hours (Supply Chain Digitization, 2022). This directly
impacts speed-to-market.

Significant Cost Reduction (Sampling): This design, with its multiple ruffled layers, would necessitate
considerable fabric consumption for each physical prototype. CLO3D eliminates most, if not all,
physical samples, leading to substantial savings in fabric, trims, labor (pattern makers, sample sewers),
and logistical costs (shipping samples globally for approvals) (Green & Eco, 2020).

Enhanced Sustainability: By minimizing physical sampling, CLO3D directly reduces material waste,
water usage (from fabric production and dyeing), and carbon emissions associated with
transportation. For a fabric-intensive design like this, the environmental benefit is particularly
pronounced, aligning with modern sustainable fashion initiatives (Green & Eco, 2020).

Realistic Fabric Behavior & Drape: CLO3D excels at simulating how different fabrics behave. For the
ruffles, it accurately reproduces the flow, volume, and natural fall of a lightweight, fluid fabric, while
ensuring the main body of the top and skirt retains its desired structure (Textile Simulation Journal,
2017). This level of realism is crucial for assessing design intent.

Improved Fit & Sizing Analysis: The ability to drape the ruffled outfit on various avatar body types
allows for precise fit assessment, identifying potential pulling, gaping, or restrictive areas. This ensures
the garment's comfort and aesthetic integrity across different sizes, a common challenge with complex
designs like ruffled sleeves or high-low hems (Virtual Fit Solutions, 2018).

Better Communication & Collaboration: The 3D model of the ruffled outfit provides a universal visual
language, eliminating ambiguities often present in 2D sketches or written specifications. This
streamlines communication between designers, pattern makers, merchandisers, and manufacturers
globally, reducing errors and ensuring consistent product quality (Production Workflow Solutions,
2020).

Versatile Marketing & Sales Assets: High-quality renders and animations of the ruffled outfit can be
generated for immediate use in e-commerce, digital lookbooks, virtual fashion shows, and social media.
This allows for pre-selling and marketing the garment even before physical production, accelerating
sales cycles and reducing inventory risk (E-commerce Tech Review, 2021).
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Creative Exploration without Constraints: Designers can rapidly experiment with unconventional
ruffle shapes, layering effects, and fabric mixes for this outfit without the financial or material risks of
physical prototyping. This fosters greater creative freedom and encourages innovative design solutions
that might otherwise be deemed too costly or time-consuming to explore (Fashion Innovation Lab,
2019).

8.2 Limitations of Using CLO3D (Contextualized by this Design)

Figure 6: Rear angled view highlighting sleeve ruffle layering and
high-low skirt hemline in CLO3D.

Steep Learning Curve for Intricacy: While basic garment creation is
accessible, achieving the hyper-realistic drape and interaction of
multiple, complex ruffles (especially when they overlap or have varying
densities) requires a deep understanding of CLO3D's advanced physics
properties, layering, and fabric parameters. Novice users may struggle
to achieve the desired organic look without extensive practice.

Reliance on Accurate 2D Pattern Input: The quality of the 3D simulation, especially for intricate
elements like ruffles, is highly dependent on the accuracy and construction of the underlying 2D
patterns. Errors in 2D pattern drafting (e.g., incorrect gathering ratios, inaccurate curve lengths for
ruffles) will translate directly into flawed 3D simulations, requiring significant corrective effort.

Hardware Requirements & Performance: Simulating complex garments with numerous high-polygon
ruffles and layered fabrics demands significant computational power (high-end CPU, ample RAM,
powerful GPU). Rendering photorealistic images of such designs can be time-consuming, even on
robust systems, impacting workflow efficiency for large-scale projects.

Limitations in Extreme Fabric Properties: While CLO3D is highly accurate, simulating highly
specialized or extreme fabric properties (e.g., extremely stiff, rigid materials; very heavy, dense
materials with complex internal structures; or highly technical fabrics with specific engineered
properties) can still be challenging to render with absolute real-world fidelity. Achieving the exact
'hand-feel’ virtually remains difficult.

Human Element and Tactile Experience: Despite photorealistic visuals, CLO3D cannot replicate the
tactile experience of a physical garment. Designers and buyers cannot physically touch the fabric,
assess its 'hand-feel,' or truly understand how the ruffles might move and sound in real life, which can
be critical for high-end fashion.

Integration Challenges with Production: While CLO3D provides excellent 2D patterns and technical
specifications, direct integration with all manufacturing machinery (e.g., automated cutting machines
for ruffled pieces, specialized sewing robots) might still require specific bridging software or manual
intervention. The digital twin may not perfectly translate to every existing factory setup without
further calibration.

Skill Gap in Industry Adoption: Widespread adoption of CLO3D and similar 3D tools requires significant
investmentin training the existing workforce (designers, pattern makers, merchandisers) to effectively
utilize the software. A lack of proficient 3D designers can hinder the full realization of CLO3D's benefits,
especially for intricate designs like the ruffled outfit.

Complexity of Advanced Detailing: While the software handles ruffles well, extremely fine or highly
structured embellishments (e.g., intricate embroidery that creates unique 3D forms, complex beading
that adds significant weight and rigidity) might still pose challenges for perfectly accurate real-time
simulation or may require significant post-processing in other 3D software.
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Challenges in Implementing CLO3D for Intricate Designs

While CLO3D offers unparalleled advantages for 3D garment design, particularly for intricate pieces
like the ruffled two-piece outfit, its full implementation and mastery for such complex designs present
several challenges:

9.1 Achieving Hyper-Realistic Fabric Simulation for Ruffles

The primary challenge in creating highly realistic ruffled garments in CLO3D lies in accurately
capturing the nuanced behavior of fabric. Ruffles are inherently dynamic; their drape, volume, and
movement are heavily influenced by fabric weight, stiffness, and how they are cut and gathered.

Fabric Property Calibration: Precisely calibrating the physical properties of the chosen fabric in
CLO3D's material editor is crucial. If the values for elasticity, bending, or friction are not accurate, the
ruffles may appear too stiff, too limp, or lack the natural, organic flow seen in the physical world. This
often requires extensive experimentation and a deep understanding of textile science (Textile
Simulation Journal, 2017).

Interaction with Gravity and Movement: Ensuring the ruffles interact realistically with gravity and the
avatar's movements (if animated) demands fine-tuning. Overlapping ruffles can sometimes "clash" or
intersect unnaturally if layering properties or arrangement points are not meticulously managed. The
sheer volume of polygons generated by dense ruffles can also strain the simulation engine.

9.2. Pattern Accuracy and Construction Complexity
The complexity of the 2D patterns underlying a ruffled garment directly translates to challenges in 3D.

Intricate Pattern Pieces: Creating the precise 2D patterns for voluminous shoulder ruffles and a high-
low ruffled skirt involves intricate curves, precise gathering lines, and accurate seam allowances. Any
slight inaccuracy in the 2D pattern will manifest as distortion or incorrect drape in 3D.

Sewing Precision: Accurately sewing together dozens of small ruffle segments or long, gathered ruffle
strips requires meticulous attention to detail within CLO3D's sewing tools. Incorrect sewing lines or
flipped normals can lead to immediate simulation errors.

9.3. Computational Demands and Performance Optimization
Simulating and rendering complex designs like the ruffled outfit are computationally intensive.

Hardware Limitations: High-polygon count garments, especially those with numerous folds and layers
like ruffles, demand powerful hardware (high-end CPU, ample RAM, dedicated GPU). Mid-range
systems may experience slow simulation speeds, frequent crashes, or extended rendering times,
disrupting the workflow.

Optimization Techniques: Designers must employ optimization techniques, such as reducing mesh
density where not critical, judiciously using arrangement points, and optimizing rendering settings, to
balance visual quality with performance. This often requires expertise beyond basic software
operation.

9.4. Skill Gap and Training Investment
While CLO3D is user-friendly, mastering it for complex designs requires significant dedicated training.

Bridging Traditional and Digital Skills: Traditional pattern makers and fashion designers, while
possessing invaluable knowledge of garment construction, may initially struggle with the digital
interface, 3D spatial awareness, and the underlying physics concepts of CLO3D.
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Specialized Expertise: Achieving professional-level results for intricate designs often requires
specialized training in CLO3D’s advanced features, including precise fabric property calibration,
complex pattern manipulation, and sophisticated rendering techniques. This represents a significant
investment in time and resources for individuals and organizations.

9.5. Ensuring Consistency Across Digital and Physical

While CLO3D aims for realism, bridging the gap between the virtual and physical garment remains a
challenge for specific scenarios.

Tactile Experience: The intangible "hand-feel" and precise weight of a fabric cannot be fully replicated
in a digital environment. For high-end fashion, where tactile quality is paramount, virtual samples
serve as a strong visual representation but may still require a final physical prototype for sensory
evaluation.

Manufacturing Realities: While CLO3D generates precise 2D patterns and tech packs, the exact
translation to every factory's specific machinery, cutting methods, and sewing techniques can still vary.
Discrepancies might arise in mass production if the digital prototype is not meticulously validated
against physical manufacturing constraints.

These challenges, while significant, are increasingly being addressed through ongoing software
advancements, improved training programs, and the growing expertise of a new generation of digital
fashion professionals. Overcoming them is key to unlocking the full potential of 3D design for even the
most intricate garments.

10. Conclusion

CLO3D software has unequivocally emerged as a transformative force within the global fashion
industry, fundamentally reshaping the traditional paradigms of garment design, development, and
production. As demonstrated through the intricate case study of the ruffled two-piece outfit, CLO3D
offers an unparalleled suite of tools that enable designers to conceptualize, simulate, and visualize
complex garments with a degree of realism and efficiency previously unattainable. Its robust physics
engine, coupled with precise pattern-making, advanced fabric simulation, and sophisticated rendering
capabilities, allows for the accurate digital representation of challenging design elements such as
voluminous ruffles, multi-layered constructions, and distinct fabric behaviors.

The benefits derived from CLO3D's implementation are manifold and profound. The software
dramatically accelerates the design iteration process, significantly reduces the dependency on costly
and time-consuming physical samples, thereby contributing substantially to sustainable fashion
practices by minimizing waste and carbon footprint (Green & Eco, 2020; Supply Chain Digitization,
2022). Furthermore, CLO3D enhances fit analysis (Virtual Fit Solutions, 2018), improves
communication and collaboration across diverse teams and supply chain partners (Production
Workflow Solutions, 2020), and generates high-quality digital assets for marketing and sales (E-
commerce Tech Review, 2021), enabling faster market entry and reduced inventory risk. These
advantages collectively streamline the entire product lifecycle, fostering greater agility and
responsiveness in a rapidly evolving market.

However, the journey towards full adoption and mastery of CLO3D, especially for designs of intricate
complexity, is not without its challenges. These include a steep learning curve for achieving hyper-
realistic fabric simulations and managing the nuances of complex pattern construction, demanding
significant computational resources, and addressing the ongoing skill gap within the industry. While
the software provides an exceptional visual representation, the intangible tactile experience of a
physical garment remains unique, and complete integration with all facets of physical manufacturing
still requires careful calibration.
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Despite these limitations, the trajectory of CLO3D's development, marked by continuous innovation
and responsiveness to industry needs, underscores its indispensable role in the future of fashion. As
technology advances and expertise grows, 3D fashion design software like CLO3D will continue to
mature, further blurring the lines between the virtual and physical. It represents not just a tool for
design but a cornerstone for a more efficient, cost-effective, environmentally conscious, and creatively
boundless fashion industry. The digital revolution in apparel, championed by platforms like CLO3D,
promises a sustainable and highly adaptive future for fashion production and consumption.
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Abstract

Indian consist a cultural heritage in art which dates back to thousands of years. It stands at a crucial crossroad
where tradition meets modernity and they both have actively grown together. This paper investigates on how
tradition in Indian art functions not as an unchanged fragment of the past, but as a living and adaptive process
which interprets and responds to shifting social realities. Artists think over inherited values and aesthetic modes
even if they have to negotiate with the rapidly changing time which includes India’s cultural, political, and
technological landscapes. Rather than just existing as a stagnant framework, tradition in Indian art encompasses
an everlasting and ever adaptive framework of cultural beliefs, values and various practices which are handed
down across generations.

The development of Indian art is not an easy transition from tradition to modernity, but it has gone through a
complex change where old traditions are debated upon, questioned, judged and finally reinterpreted under the ever
changing social, political and aesthetic demands of the time. Paintings made on historical episodes, artworks made
under the colonial rule and the lifelong artistic journeys of eminent artists such as Raja Ravi Varma and
Abnindranath Tagore, this research paper focuses on how Indian artists have paved a path between continuous
cultural changes and the creative innovations made by these great personalities.

The post independence art of India display the cultural heritage, colonial influence, involvement of crafts in art
and the struggle for the formation of individual identity. All these important elements have played important roles
in distinctively shaping the Indian modern art.The present negotiation between tradition and the change
demonstrates that the spirit in Indian art is derived not from unmindful preservation, but from tradition’s capacity
of self renewal and creative reinterpretation.
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Introduction

Tradition consist an interconnected system of beliefs, practices, and values that define a particular society. In the
context of India, tradition is not a fixed deposit of the past, but it is an ever evolving social inheritance subjected
towards reinterpretation and adaptation of new environments and new challenges arising. It is impossible to
separate tradition from modernity, as what we consider modern today will be a tradition tomorrow.Every
generation meets tradition like water, as water moulds according to the circumstances, sometimes it flows with
time just like a river, and sometimes carves a new path for the thoughts of upcoming generations. And this process
enables us to preserve our culture while coping up along with the continuous social and historical changes.
Tradition is not a frozen remnant but instead it is a continuous flow, which is shaped by an ongoing conversation
between the old ways and the rapid changing social, political and technological demands. It is this capacity for
rethinking, reinterpreting, renewal, and even rejection that bring differences between living traditions from those
that lifeless and become obsolete. Indian art is rooted within one of the world’s greatest ancient civilizations,
spanning over four thousand years. It embodies a variety of aesthetic languages and philosophical developments
that respond variably to context and perception. Through this paper I want to bring a study on how Indian artists
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have created the balance between tradition and modernity, by tracing their efforts to reunite their roots and cultural
inheritance with new modern trends emerging from the ongoing globalization, nationalism, and technological
revolutions.

The Value and Meaning of Tradition:

The foundation of Indian art is interconnected with the idea of a living tradition, i.e., a process of reinterpretation
and progression which is sustained over thousands of years. Artist’s visual perception, the unconventional
materials used, the new techniques and the concept based vocabularies have been handed over, transformed, and
repeatedly amended to reflect upon the evolving social, religious, and political realities of the society. Thus we
can say that there is little controversy across different cultures about the significance of tradition. The common
but often mistaken opposition between ‘tradition’ and ‘change’ only emerges with those traditions that have ceased
to adapt, resisting the demands of contemporary life and thus risking obsolescence.

In the context of Indian art there is a gap between the tradition and the advent of modernity, with the obvious
reason of foreign domination faced during the colonial period. Indian art is not monotonous; it deals with multiple
modes of expression which have been shaped by distinct political, cultural, regional, and historical phenomena.
For example the contrast between the Buddhist sculptures of Mathura and Gandhara schools. Beyond the
individual styles of an artist, the perception of reality, the social surrounding, and the artist's temperament or
thought process shape the artistic creations. This multiplicity in art affirms tradition’s flexible nature.

Conflict between Colonialism and Modernity:

India suffered immensely under the colonial rule during the eighteenth and nineteenth century and this impacted
severely on Indian art and artist. Indian art suffered the lack of patronage along with artisans who got mere wages
for their survival, which led towards the change in human behavior, shook the foundation of society. This profound
legacy of colonialism in India created a difference between tradition and modernity. According to the colonial
ideals, Indian traditions were backward, irrational, superstitious, and regressive, which were required to be
abandoned in order for the colonized people to attain civilized sense and modern thought process.

These narratives not only denied the creative adaptability of Indian culture by the artists but also falsely
represented the relationship between tradition values and cultural growth. In reality, Indian artistic traditions
which were rooted in an ancient civilization for more than four thousand years, has always been open to adapt
new techniques, an expansive scenario which has repeatedly incorporated new elements, updated technologies,
and diverse ideas from various encounters.

Colonialization has however created an artificial line between ‘tradition’ and ‘modernity’. In the eyes of colonial
patrons, administrators and educators, tradition was framed as contradictory to rationality and progressiveness,
which was required to be left behind in order to achieve authentic modernity. Under the Colonial rule Indian were
forced to copy the west in all walks of life. And this tendency of copying the west blindly has infected the
traditional values and has created a misconception that to become modern it is essential to leave the traditions
behind. Such reductive oppositions not only neglected the inherent essence of tradition, but also imposed a false
narrative of cultural pause on the colonized society.

Nationalism and the search for Identity through the Revival of past:

The end of nineteenth century and the beginning of twentieth century witnessed drastic political and social changes
in our country, which led towards the disturbances created in the growth of art. Thinkers like A.O. Hume and art
administrators such as E.B. Havell realized that cultural revival could not be imposed externally but it was
necessary to be authored by Indian minds themselves.Intellectuals like Anand Coomaraswamy and Rabindranath
Tagore also inspired young artists in identifying the idiom of Indian art. In his book ‘Art and Swadeshi’
“Coomaraswamy emphasized on greater need of swadeshi in art and religion that swadeshi as a political and
economic weapon”. By being swadeshi in art it meant to boycott western idioms in art. The establishment of
national schools of art, however, was a topic of debate. These schools aimed to develop observations based on
nature and life, while they wanted to stop the repetition of traditional forms. Although the west valued India’s
decorative craft objects but they misunderstood the actual fine art tradition of our country and sidelined it while
calling it monstrous. But the advocates of Indian aesthetic principles worked hard and reclaimed, what Indian art
actually meant to them. This paper focuses on two of such artists- Raja Ravi Varma and Abnindranatha Tagore.
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While Raja Ravi Varma popularized Indian mythological themes and social scenarios through the academic oil
painting and new painting techniques, whereas Abnindranath Tagore popularized the authentic Indian art by
painting the native models which were apart from western norms. This difference was not only in the painting
style but it was the difference between their visions for the roots based in national integrity. Indian art history took
a crucial turning point towards the end of nineteenth century which was related with the revival of nationalism
and reforming art institutions. While the colonial administrators were focusing on western academic arts, E.B.
Havell- the Principal of Calcutta School of Arts, was working hard on bringing back the appreciation for artistic
heritage of Indian art. He wanted to bring back our cultural heritage in the education system and this development
in Indian art took place with the appointment of Abnindranath Tagore as the Principal in 1905. Under the
leadership of this duo, a new style emerged, which can called as a blend of Mughal Miniatutres and Ajanta
Paintings. A blend of Ajanta’s muted brown tones with the slender figures and graceful poses, which evoked a
dreamy atmosphere in contrast to the western realism. The Bengal School of art soon got a wider exposure through
exhibiting works, along with the detailed publications in art Journals like ‘Rupam’ and ‘Modern Review’. These
exhibitions and publications popularized the works of Abnindranath Tagore and his pupils, including Nandlal
Bose, Asit Kumar Haldar and others. This gave a rise to a new nationalist art movement in India.

Contrasting Modernisms of Raja Ravi Varma and Abanindranath Tagore

Artists such as Raja Ravi Varma and Abanindranath Tagore have presented divergent strategies by which tradition
was reshaped under the pressures of modernism and nationalist aspirations. Ravi Varma’s synthesized European
academic painting technique with Indian mythological subjects and popularized new forms of representing
tradition and made indigenous themes widely accessible to the public through his oleographs. In contrast,
Abanindranath Tagore rejected Western academic techniques and cultivated a visual idiom which was rooted in
Indian aesthetics and literary imagination. Together, they paved a path for the future generations to experiment
with the creative plurality in which the Indian artists have excelled the task of reimagining their tradition within
the modern world.

In the early twentieth century, a new distinctive nationalist movement started in
Bengal with an ideology of evolving aesthetic discourse in Bengal, closely
entwined with the resurgence of Orientalists. This renewed Orientalism
provided a clear direction to the nationalist movement which focused on artistic
agenda, it was a call for the reinterpretation of India’s past and the cultivation
of our cultural renaissance. This nationalist art created a unique aesthetic
identity that consciously distinguished itself from the prevailing modes of
Indian painting sponsored by the British and criticism influenced by Western
academic traditions. This was epitomized with the replacement of Raja Ravi
Varma’s Academic realistic style by Abanindranath Tagore’s pioneering Indian
style painting, and thus embodied the nationalist desire to reclaim indigenous
visual expression through art. Orientalist art played a crucial role in legitimizing
this shift towards Indian art by privileging the Bengal School’s vision as
authentically Indian and made it the centre of the project for cultural
reconstruction and the formation of national identity. During the quest of
Swadeshi movements, advocates such as Sister Nivedita emphasized on the
indispensability of art, alongside science and industry, which were important in
the nation’s regeneration, by supporting Abanindranath Tagore and his
followers.

g

bharat mata

Although Raja Ravi Varma was widely acknowledged as an important figure in modern Indian art and nation-
building, but his warm palette and the depiction of indigenous feminine beauty was targeted by the nationalist
critique, which increasingly regarded his style as foreign and thus contrasting sharply with the newly articulated
Indian style. While the nationalist aesthetic parameters, famously praised Abanindranath’s Tagore’s painting
Bharat Mata (1905) as a symbol of the motherland, they were rejecting other popular motifs which included
some of Raja Ravi Varma’s works, as foreign and culturally inappropriate for nationalist art. This ideological shift
of thought redefined the contours of what was truly considered as nationalist art, this was shaping the trajectory
of Indian modernism toward a self-conscious identity and indigenous tradition.

Quest for Identity in a Modern Nation:
By the mid-twentieth century, India’s relation with modernism became very complex. Global art exchanges, the

emergence of new media in the world, and the rise of individual identity generated a modern consciousness in
which the issues of national identity, freedom of expression, and artistic selthood were closely intertwined. The
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engagement with tradition remained central part in Indian art, rather than being abandoned, it inherited forms and
motifs which became a resource for experimentation, subversion, and challenging the new articulations of the self
and the nation identity.

Post independence, Indian modern art was characterized by diversity and we can say that it was a dialogue between
indigenous identity and global modernist art movements. The Progressive Artists’ Group, founded in Bombay-
1947, broke away from the national caution and the idealism of Bengal School, while experimenting with
international styles and remaining deeply rooted in Indian content.

M.F. Husain’s art was a blend of classical Indian sculptural style with the contemporary social realities. This often
portrayed the amalgamation of urban life and our cultural mythology. S.H. Raza’s abstractions such as his famous
work ‘Bindu’ were inspired by Tantra based symbolism, which depicts cosmic order through primary forms. V.S.
Gaitonde focused on meditational abstraction and Ram Kumar painted landscapes. While Tyeb Mehta’s works
expressed existential pain anguish caused by social unrest through his fragmented figures.

Other contemporary artists created a blend of modernist techniques with Indian themes: like Akbar Padamsee
painted human struggle with rich textures, Krishen Khanna depicted labor and legacy in thick impastos, and
Mohan Samant mingled color planes with works which were deeply personal as well as public.

The post-independence Indian art also witnessed the unfolding of voices beyond male-dominated metropolitan
circles which included prominent female artists like N. Pushpamala, Mrinalini Mukherjee, Arpana Caur, Anju
Dodiya and others. Artists like J. Swaminathan and K.G. Subramanyan focused on folk and miniature art in order
to get an eye on the pluralistic expressions of modernity in India. Ganesh Pyne’s hallucinatory figures inspired by
the Bengal wash painting reflected upon death and decay. While Sculptor Meera Mukherjee revived tribal lost-
wax casting by adding it with a contemporary social commentry.

In southern India, K.C.S. Paniker pioneered a neo-tantric abstraction, which was coalesce of cosmograms,
calligraphy, and meditative ground. Artists like G.R. Santosh and Biren De painted the contradiction of translating
yogic symbols into modern art, revealing tensions to embrace tradition with contemporary.

Conclusion

Indian art’s evolution from its archaic roots to the colonial period, then towards the nationalist revival, and finally
the modern experimentation, represents a powerful balance between tradition and modernity. Over the past
century Indian art demonstrates that tradition and modernity are not locked in simplistic opposition, in fact they
are engaged in a continuous and dynamic integration. By reimagining the forms with new meanings, and the uses
of inherited cultural beliefs, Indian artists have persistently renewed their connection to the past while forming
innovative paths for the future. This process, which is not based on any fixed canon or doctrine, is what ensures
Indian art’s ongoing vitality and its rich contributions to the global modernization. It shows that in Indian art
tradition not the opposite of change but it is a living continuum which is constituted by the preservation,
reinterpretation, and creative transformation of inherited heritage, forms, philosophies, and aesthetic sensibilities.
This complex layering of cultural memory over present day demands forms the hinge on which Indian art balances
its identity and innovation.

Colonialism introduced narrow paradigms that presented tradition as antithetical to progress and reason,
reinforcing knowledge system and hierarchies that supported Western academic models. Yet, Indian artists and
intellectuals strategically used alternative ideas by drawing extensively inspired from the resurging Orientalist
scholarship, in order to promote the nationalist aesthetic predicated based on individual identity and cultural self-
definition. The Bengal School, under the leadership of Abanindranath Tagore, solidified this impulse through a
poetic and spiritually inflected idiom that deliberately distanced itself from the Western naturalism and realism
which was embodied by artists such as Raja Ravi Varma. This reorientation was not just a mere shift in style,
rather it embodied a broader project based on the cultural renaissance and aimed at rebuilding nation’s identity
and create an art tradition which was rooted in indigenous values and historical consciousness. Santiniketan further
strengthened this union by embracing an integrated teaching approach which combined craft, environment, and
folk traditions with contemporary social themes. This approach aimed to break colonial terms and conditions that
created a division between fine arts and local crafts which emphasizing art’s deep connection in community and
nature.
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After independence, modernity in Indian art diversified immensely, driven by the artists who simultaneously
created art which was engaged with global avant-garde movements as well as their own cultural inheritance. The
Progressive Artists’ Group displays great examples of this hybrid engagement, by creating blended artworks
which were both, experimental and deeply Indian in content and symbolism at once. At the same time, increasing
attention on folk idioms, minority voices, and gender perspectives broadened the canon, by reshaping the
definitions of both tradition and modernity. These changes in art affirm that tradition is not something which is to
be uncritically or blindly preserved, it is in fact an active site of debate, reinterpretation, and renewal. Indian artists
have consistently presented the capacity to critically engage with their heritage, also embracing its symbolic
potency while adapting and reformulating its relevance for new socio-political contexts. The Indian modernism
is thus characterized by a dialogic relationship between cultural memory and aesthetic innovation, while being
rooted in tradition and experimenting with modern views.

To sum up, the trajectory of Indian art reveals a strong cultural system where tradition and modernity coexist and
reshape each other. This existing interplay not only ensures the vitality and sustainability of India’s artistic heritage
but also adds a single nuanced voice to the global contemporary art. Hence we can say that by continuously
reimagining itself, Indian art builds a bridge between the past and the present, articulating a cultural modernity

that is both simultaneously indigenous or local and global, which is continuously evolving as an everlasting and
the very embodiment of a true living tradition.
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Abstract

This research paper explores the impact of art and its significance in society. It argues that art, like education,
possesses a profound ability to shape human emotions, thoughts, and interests. Historical evidence highlights art's
role in uplifting or dismantling nations and cultures. The author views art as a vital force in creative endeavors,
imbued with elements such as entertainment, beauty, and joy.

However, the paper expresses concern regarding the perceived degradation of modern art, evident in the rise of
literature and imagery that promote obscenity and vulgarity. The author considers art and literature to be the
intellectual nourishment of humanity, and warns that negative influences in this nourishment can lead to social
and cultural decline.

The paper particularly draws attention to the field of painting, where most contemporary works feature obscene
or sexually suggestive depictions, diminishing the dignity and purity of women. The author proposes that art
should focus on portraying women as mothers, sisters, and daughters, and confine erotic imagery to the private
sphere.

To elevate art, the paper suggests several solutions. It urges artists to prioritize respect over financial gain and to
create high-quality art. It advocates for the establishment of art centers that can leverage music, dance, painting,
and acting for the moral and cultural upliftment of society. The author also emphasizes the need for a large
association of artists capable of generating public awareness through art. Finally, the paper expresses hope that
efforts to present a refined and elegant form of art will lead to transformative changes in society.
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IRTAT &1 ol # Scel b § 1 @ 39d o § 3R v o) @ 3r9a S & <afda ik wATS
H qd & T H S ZS TR ¥ IR Ieu & R WS ggar Fhc &1 Rew @ o s
ALY Fer # @S usar g1 Rew F gena F5 adt 91g WS dar § W AT H GHG g A
e dchrel ST g, Safad 1 dgolel # gl Auery uel a1 3o arell sy 1 aE AsT &
AAGET & H TR Td IRac Tdd A ¢l RIET & dle Tellcas Srdi & g@rr Aral dHoll
T &1 &1 37 YR el H Fel H gAfA [ g5 ¢ 30 FER & 330 7 Fall 71l g1 Wiy,
el forash IMUR W Ry TAT & TATS, &I TAT AW FT Hedlsha fohar Srar m, 3ne fafa
IRTEAT & Tel g3 & FreThT HSHE ATl 39T, T, 3 ARy Sitaet f¥aior whelr Ruam &
o Saer oud, [IaRd gid gu Rum$ ad &1 388 UdT Tedr § F AR FHellohR, hl, Aighedsh,
ShTRIeh, Hoieh, AT 31T fAeISTelent T HATST &1 & 6T &1 &ell Ud Aifged Al &l Siefeieh ool
T 38 TAER & SAATE H Golel giar g1 S 13N agr 39| Kol o AT & IFwT & 3w
Weh HIGed, Holl TAATE I FA @ Fehell ¢ Sfderd & W@ S 30T § i FURIcHS Td
GolellcAsh Hell3il & FINAhRT WATGh HAThed FE&dd 6 §1 3 grdier e & erat & wifd
gici AT 3T Afeed Td ol &1 AfFd & 9T TGeld &1 §H $H FHoll H HGIRATFA P TES HIHT
HSHTA, HIS FASlT & Soistal 3R Jeftsrd holled # TFFd A W &1 Thell AN Hl SITHRT AT
A of A FolellcA® 3R Wk el I Wiigcd dhael & Fiderd I Sar g, 96 o o 70| AeTa
Slcfih G AT HA & Al STAATE H WUMcHS 3HIN 360 I HA IRM g7 N Tohd gl T,
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A, 3rYfash el TINd, arey, 7, AT e F1 Tk a9 &1 Fel & F Sfig N IRT I o
STiel gl 33TC faT 7 @ 81 9F-af¥em3il # Jemfid g1 arell, T&dent # ©ue arell AR daferde aar
e &9 § g S aTel 3, @feed vd At o TR R o gZ=ia §1 Heehar -heehr, HaR-
AR g fer & @ [ @I B Selaciicie ARSI R FAaraR &1 F5-7A5 Tehelich 38 JIT & AT Mg
I TE IR &, 3R & S9g H ORI g1 3Hh AU PIFT HIEAT dled SEYATA FAdgdehl 30T
FFEAGA-TTAT H FURT AhsT &1 Ig TEAT AARGT FTAATH H Fgld 3T o9 g 3R 3T &7
STE FAET G381 A F1 I g FAAH R AT 97T 3T @7 ¢, 3N 3HA Tl o9 95
W B FATH T HEN Y A HT SH g B AS TS dAhieiehiehl Pl GHE AT ool G| TS &
Ig ell & AR HATEIH 3MTeRTaTierdT, Schsedl, AT AHATT, A3 gof Ud favaenfd # 3R 3-q@
T BT ol TaEY HeiRolel & WY Wleh HIST T 3MATSTeAsh FEATTAT FEId F Fehell AT, |
geTagaer CET A 8 T@T ¢l §oR a¥ & e, Rodr 3 wnre Sl i Taeey Aeee o
3ALT 3MEfAeh el Jefcl fovm & & udfiesl ol g1 30T HeARolel & AH W IR HraeheT,
3T, 33T, STHAT Ud TERT HI dSH dTel FHIT T 01 §F FA1er eler| o5 sRqds
ST ATl SieAcT R T W 8, 30 TEol & WA Sl Wehell 1 FEHTUROT  fARAN: FAaga,
Fagafadt & o Taf 7 FE Ay gougfaar A - qEe i R®E 99T @ § AR Sradr gfafear
30T oAt I AT # "fied gt aTell §, 3areos geaist & §9 7 WS 3 @ &l 50 FAN Th
gHTTT & e AT Fo T el Jaid AMd, FAaR oo &, S TS TS, TS S Hehelr
M, W AT HJHI DA AN BRI Tl U7 &l oo o fo@er arell FHSIA & iR o Yol are|
WWWHW,W,W,W%W@BT§MWW5H¢ GART TIELT Heiloled
& AT eNhET P IRSPA HA H AR AT AT o1, T 31 aF #97em §, I 3edr sigelt, 3ot
3ol GHIN| FHoll ST AT -0 S AT ofd $H FhR IJerafdd glal doll STee @
AT el #7 varg N IdAeHE gl & FA Teharr| AT & ueT & o Igr géer ¥l 3itus
adr-gaansiias ifaRerd Qo ufaerd R wdasa, ges, #ra- AR s Fes AR e, woh ik
Tl & & A AN T TS A arel & el Holl AR GHsol & 717 W I THA NUR Tg
$eaT & TE TE @ A a9 g@d &, 3w ded F 3O 3UR RAher i AfHGAT RBAT FA
& fow anfh ST &1 @9 3 ¥ AT gora e AR & il W 3= A arel 3R 38 9fT Fgfve
HSehleT arel AT & Fer0T, Jesier, wehreret, Haor 3R fasha &1 XA & &1 $© aofal arell g1 i
a:W%Fa@?ﬁqﬁmsﬂwamﬁﬁﬁmﬁmu%mmmﬁsﬂw
1 g 1 IROTE gARY AEPId 3R aAfciehdr T fohceT HEIM T8am| G 3R ATelleTalr & Tehrsi
g @ ARY @ AT, afaFdr 3R 3cgear @ @ AR 3/ A, AR R S8 & w9 A & Rba
frar S| O 3R FAT F7 8 3HHT TH FT g Fohdl § W 3 9T Siiaed Sl AAGIHT d
& T@T =IMET| 38R Aidolieleh TedieT 8ok g ol H T Il & IHeleh & ol gl dHorl A
S oE HodT & Bl /R glaed faeg # ha g gerqol dicd w1 RAfFa &t 30 T &
391 TW| ST &l & RIS STAHGTH T Gooldl & ol 3oTehy el faeliRAT SToa @ STea #11
ged &l SHA SR T THATS o 3fed 81 & ar &l Wcsl arel 8 I 16T ¢@a g dr 9ar 3R
AT @Y Hh Toll - Gelt 38 AW &1 @l @ & 5 3o aifde, Rams @S vd ahikes
TAELY I ¢ HT GaN| §H X TEG I Jolell H e g Wl oliell &1 faaeh gefer & Ig
HTEY AT AT HT ag A H A TFH F TA TH| G TF & TG §, TF & g9 § A IEH HA R
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Tl 63 R & Heheo H 3eS H1 Fldedlear 1 AFT AV IE ST g1 ST Y Al TSR HT
T G RAGT TUT Fell B Aleh-TAATT 1 fGer & gge fohar S Fehell &, R THT 30T &A1 7Y B
EH TAEA W &l Fell &1 AT AT §9 STFTATUROT & HIHA I@AT g STAdT & fddes &1 TaT 378
AV 8, §H 3 & S IR IFFT FT g

el Shdol Pl & T g1 § 3T GETAqoT TRShd & FATST & HHA T H3T| HellhR T
ATH T Felfohcd PIh $S TIY HAIA HI HYET HIAT HrAlT JATT I §T IS DA oy 3 e
Fell I E TEIT | FHABR e Al HiddT, M, Fie, areg, o7, o, =g e & &7 4
HIfPRT IRATT F Teoh §| T THT TN A Feel T & el STaeclia fthed pefaqer 3k
Seore fheat @ off M awher ey &1 W &1 380 3w Ao g &1 $ofa & faeey g
fafsar g arell § 3R 3me arel @\ & geRRquT &or 1 3fd T 3R FeAET Fels arer g
ST 3MERTHAT WH Fell el H &, S GId, e, 3711, [, Rew, e & 3meyfas deoheiien
MRS TR FTFT IR FATS & Ard-ardl T il & T 37k HIH H Th| FHRA FTRA&TOTSICd
Al €1 30 & H YA X IMeAToleleh IRUMH 3cUeal Y Teh| HTAT FaH Tgel HTGTehell IUGeFcd
BHEr F 9RIfATT Fe T § AR Ig FH R FepR IR AT ool [eITed X dhd gl oot
FATPR F AT H T & A, Fell & IfA Fded WIAUTAT AV §, 36 39T 37 JfAsm I TSeHTAT
& fow i axar =@ifev) Seg areg aorer &, Md o 7, Rl & &, Rew g 7, 57
#, 31T A, wen § AT & dF A gAU § 3¢ TN FO &TAN dleh Ho & AT de o
aifeul fafdes TR & vedd, 3mee g & fow Ascy a1fsd T o1 Fad! § 3R 30¢ 7T TAT
IR er-Taeer R H Told @A dlel TS HIAT & 1Y ST S| 30 YHR HoIThRIH U §gd a3
Y WST g1 §Hhl §, ST Fell & ATLIA § SASPRUT FH Hg YAl QT HA H HeTHA M| a8
&% ARG A 7 81, 58 HGdcHS ST off & o & il aRade qars # geqa fomar
ST T §| AITAHATOT F 2T F For & ACAA W S AGAYYT FEHA ST oA 35 W § 3¢ @A
‘g’tfﬂdldl%{-laﬂdan‘rqqdlﬁmmwmwgﬁwﬁaﬂ?ﬁwmﬁWIw
fohctel gY 3R FAIT &1 o1 § 1 ST ATH H Iedler, 3 HETHR F IR 3 RN T Fole
H I AT HT Jced ATTARMS FeAThRT GaRT fhAT S|

TeaT:

1. ZaT AT ATelr g2, e q FRHA - oG Ui AR AAT 3T, Fehrereh ar HAATOT
AISTAT, ALY

Shaet Siiet T shell -¢, - e U3 ARTA AAT IR, Gehrereh Jar AT Aistetr, 7Y

e et JifFcafed - U1 STV STy, JUH HGRT 008

q. AR AT R AISIEY, ThIIh-313 SO HEAT, HYIT, SfAcd HEATOT 23-¢
LESEIGH FIY ATRFATEAT https://en.wikipedia.org » wiki > Art

v e wN
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Tharu Tribal Folk Art and the Identity of Indian Culture
and Heritage (9T& SASTeia oiieh ShelT U6 ARG HEhTd 3R forrea

T ageT)

Jayvir Singh*, Dr. Gulabdhar’

@ Research Scholar, Department of Painting, J.R.D.R. University, Chitrakoot, U.P.
b Head, Department of Painting, J.R.D.R. University, Chitrakoot, U.P.6+-
“Email: jayvirartist444@gmail.com

Abstract

Our country is home to hundreds of tribes. Tribes exist in various regions of the country. The tribes of India mostly
reside in forests or on mountains. Their lifestyle and culture introduce us to many sources of Indian tradition. One
such tribe is the Tharu tribe, which lives in Uttar Pradesh, Uttarakhand, Bihar, and Nepal. The Tharu population
is found in the Terai regions of Uttar Pradesh's Lakhimpur Kheri, Bahraich, Gonda, and Balrampur districts. The
Tharu tribe mostly resides in dense forests. The art of the Tharu tribe is vast and extensive in itself and has
preserved its artistic heritage. In folk art, the place that folk songs hold in folk literature, the same place is held by
folk paintings in folk art. While words are dominant in folk songs, lines and colors are dominant in folk paintings.
Dr. Prafulla Kumar Singh has called folk paintings "numeric folk expression" and has included murals, rangoli,
alpana, chowk, mehndi, godna, and ritualistic figures under it.

gAR 2T 7 Ahel STetontaar fAara aa &1 3¥ & faffiea gt & Saenfasl &1 3¥dca & | 9Rd
SIS TRIHIAAT dail H AT Gl R fAare el &1 31 T I Siiaet Aell 3N FERIT AT WO &
3Ah Gl T IRTT §H il ¢ | TH &1 Teh SAeTollic g AT ST Sl foh I 9621, 3eR1@s, fogR 31k aiarer
<Rr # ¥ el B 3R TS o AT WY, F6315, FisT AR ToRmaqR fovel & awrs avl # aresit &
3TTEIET U8 ST g1 UTE STl T fAarT JTehierd ©ed STl H YT ST & | ATR STASTI Sl Shell 379eT
Y A &g &9 7 =19+ %WMWW@W%?%I Meh FelT lieh ATfecT 7 Sliepafial T
i TUTT EYAT & TET TUTT ek Tholl 3 olleh FIFT T 81T § | Sehafidl 37 Qse; T TUT=TaT giclY & o olieh ==t o
XGT-T3T 1 31, Theol HAR THE o ST Tl bt 31ifehen oiepridied e svgr § T s, i, 3rede, =i,
AEEY, AT 3eTsoTiareh o T 3fe sl s 3deTa Fehr fhar B |

Keywords: Tharu Tribe, Folk Art, Indian Culture, Heritage, Mural Paintings, Dance, Handicrafts.
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AR 2T A Tepsl TAafadr Farg FTar §1 227 & e 3t & Faenfaar &1 3ifaca & | ¥R
STeTSTcral JTTerehTRIcT: Fail 3 AT Ydal TR Hara el &1 57 T 1 Sitaet el 3R AEpher ey T o
374 TATAT T IRTT §H T ¢ | VT &1 Ueh STeTollid g ATE STl Sif foh 3090, 3aI1@Us, e, 3R sdrel
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RN & TAaTE Xl € 3oTo & oTEAYR WY, I3, TSt 3R ToRTATT ToTel o oS &34 & UTw3it hr JTerer
AT ST § | UTE STeTaATTel T ToIaT 3TRIRICT: Tl SToTell & 91T ST g |

AUTE SFTSITcl T Fell =) I & faE]d & & caeh § 3R o=l Fefm faRrad 1 @fard 1 g2 1 &l
ATfgcT A cheiiar T AT TUTT BIT & dal TATeT cilehehell H alleh AT T 81T g | Sehsial H 2req sl THTAT
gIcl &1 A oiteh ot & 3@ - W1 T | STo Yoo AR &g o Shfaat @l 3nifches cliepriieaferd Her § aur
TR, Tl 3reus, Tt g, AMeaTr JHTeTsaTivien 3Tl TS T g8d el FIHR fham &1 50
ThI AR STAA A AT STAHTAYT hl AT ehT TWATcHS JTHTTFT &1 GrHTId: Sehehell U JTfeardy ar
o9 U & T A1 &1 fohd] Se7 ho3it A TATAT @1 §U ofY e HeTsqd (e &1 3nfearierat v sher
e Tcieh TATTGll T 3MTeleg, THCI & | SHH oleeh glcil & T dleT HHATGAI3T T o 3R &=ir W@l 8l
HFT 3ol Bl & HROT INEARN Fell & YT FeoT Thfasd 3R Forelreds gid g1 nfeareh
el A AT TFEHT BT §l T§ IARS IR WET T 3R HTH WBr &1 I8 9e T Hlegd &
HTHYUT dAidhahell H BIAT ¢l AAfdhel ITeAIcHE 98T H ¥ JAAAT Fell H HH giel gl

el $2ER T el il §1 98 Wl 71gr el &1 Fosa & 3ieex T@d Gpfed gl &1 ¥§ faun
UTE STl & fT @@ dod &1 U& T8 T 30a-30er av & faffieey o faensit & =gor g
geTeh! Shodetl Sferdl 3R Fiferhar & IRYOT &1 & Sforfad & ol & fohdly a8l HeUTe @ STy
gfretor yrea g7 forar sfed 3d% 31X Far TaT AR gd’n

IRAR FATSTEY GoTehT TE@T & gl &1 57 FaArs gRaR & 3 Sfed ofd §, goid § AR o g1 34
AT & A T IR o B ¥ 51 T afReTor A F RIS naRasdr JE gser ¥ greith arw
STeTsifel faenre T gfSe & S WSS W@ 81 Afehel acidlel AT H Tg HIhT FHSH &1 Tohl g1 A®
THTST I el Gl BN &1 ¢ ol FRIAT & grea g2 &

ITF Saa 1 AT Fa-

1. R Ra- g% Seenfa wer & @ T 9% o @& pid &1 3@ 397 g1 v enfde
FIvo % T A U R R s A § R @Rt | s aer Bl Ra A
HITET A FUT & SeAlcHd W ST =T §e9d §1 9 Hgcaqul §1 SieATseAl WS sfear
1 AR g @ 1 3o G@RT =T TAR—T ST g1 39 F U G ugel gauny st
3R HRAr garT deaR @ el @ Ao A arar g1 9w ) gse @ By e s @ E
39a & oot 78 AR R s o § AR 3 @ RE & ger e f6 oS gl
PEUTSCHT & AT 91 g ¥ AT Arer 9% % @ &) $7 AaRT &Y @97 9faT ¥ AT
g #e X a o AR o @ eew a3 @R R @ dae 3R 9o e g @
fafa 3 st o1 Ry & AfaRea Fooeen & R gioa & ad €)1 s8& s ars, g,
z-aiet 3R ger oRR F o R @ §1 R T @ 9 A gud dER @ @
& AME 3ol T A Uee X T A1 &1 3oTed T & F@ S & qg 30 R A fory 3iferet
frdr ST &1 T Riehet & o WTUROT 7 7 ITMeT Sere) e fear ST g1 g gd
Fr fordY &9 a1 Fer H @ f&ar Jrar §, 3R 39 J 9 As A aar & g7 w1 @ AdiE
R AT 3T STaT §1 FeaRaTd gdell A 3R FUS & ghs W 94 g9 5 § AR A v
W@W%Iﬁﬁ?ﬁgﬁﬁmﬁﬁﬁ%ﬁh%aﬁﬁ%aﬁqsdW{-&c‘r)f&@r
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S holl & 3T ol gl ST QT &1 I APpsoT SieaArseHl g T faegaAe g, e
98 &1 ®H URAR FH Fol H 3N T WHR A 3 7 L

2. T Fol AR Wl Ferw

UTE SeAariad # eler et od, lgRt 3R 3raa’l W i 3R e &1 3maiee a2 g
glell & IgR WX UTE SAToNidd & @R 8ol & AR fael gl alell Sfelly STl &, Jgl S
Ti-gey 3R T UEw gE F glel A gd A S o §1 ' & 9AF a¥ gt gren
STl B, 981 WX Ueh U8 91T ST g1 el odTiel & aTe @efl ofter allg 3H1e WX Ae{fes &9
¥ e 3R el &1 3mee X Bl 38 Ay e w Rt 3R 9= goex 3R 3w
30T, IRYTT TG T ofrs g2 e " " I TgAc ¢l "ger" He FHST ST AT S

arelT s gafard gl

Ao el

SfeaT &3t # Well Td g&cd holl UE IHRA gEcshor H o1 fAgor gidr &1 3 gt @ &
el SRR F A &l AT, AR, &1 WXel, g 3N # eI Fell HT HHEHRT 81T F 8
A g1 T &Y eaRT & APt B f TdeX H g TGS T oA &1 Y & Wood-fHea
Wit f3sal & egEdr ae # o giRera e B
Li1nd

3 ARA & fgATerT Fr doedr & fAara aa arell 9% Sefolid 3o¥e, 3a1@vs, gk &
affgd gFIRoT AR AT & F Gl ST §1 For @Y g A SHHT HUAT TUWT g A g
SiaTell & gEehT e T g1 wel 39 Sifa B faed W@ § o HEpfd Aged 1 TUe e g
Senn3it & AR =0T, ol ol 5 whell, EATRICT T §q & A AT W &

ey

ARAT o TEFIT 7 FANwrcI3l HT gHAT § & 37T Hoed 6T & HMEATHT SFofarrtel FATST
o el Hifeh AT & FATST Pl GERIA 3R Holl S ggai=l & GTT HIT| 3oFo & ALHAR
R TE5Y 3R TORAR & aUs & A e #e arell Ig S 9 el e w gER
T g2 g1 3T o ATE SASHIA 39l el Y g ol F AT AR &

Hocsl T [eA-

1. HARN 3o, AHA-"UTE olleh el HT TR

2. Tgaeh &ar g, @nefr (3ratr 1 AR Sl &R Td dell)

3. TSy PHY g "HRA-AUTT & UTE Sielollicd dh AT T AR T TG

4. A Sfe JdT, U SATalia & AATSIS aRAT 1F Alfow 3RFER &1 AsewoneAs e
5. gH f@afedr Sy dEpia
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6. PAR AT Feog "UIE Arhal”

7. T URAATY, T oo "I IR

8. Ied Neg O, Jed 9T "Fell & Idld TaFT"
9. g ANl "R RERT &I iAo

o

10. 3T IFCTSROT "Hell 3R HEH

11. g9 Yoy "UTE Th IS SIAeid (ATHAISS Td FEpicde eI
12. el 3R FEHiT " 3MaraTe aged AWROT

13. HERIA & TR A" feTany, THYUT &g

14. T=gT AT FAR HY G T o, "URE Ueh e[S Sefollicl”

15. NI, Terow=o (1891) "TISsH TUS HICH o §aTTeT
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Bagru Print: Cultural Heritage and Innovation in
Contemporary Indian Apparel (=& ouTg: Aitsmias ormEm i

FHHTA T ARAT TRYT § TT9R)

Jyoti Verma“*

? Research Scholar, Department of Fine Arts, Chhatrapati Shahuji Maharaj University, Kanpur
“Email: jyotiverma9316@gmail.com

Abstract

Bagru printing, a traditional hand-printing technique from Rajasthan, is a rich cultural heritage of Indian textile
art. This art not only showcases aesthetic beauty through natural dyes, hand-carved wooden blocks, and traditional
motifs, but it also keeps the handicraft tradition alive for generations. Currently, in the field of textile design,
Bagru printing has opened new avenues for innovation. Modern designers are presenting this traditional technique
on a global stage by incorporating new color combinations, fusion patterns, and sustainable fashion concepts. This
analysis explores the historical background, technical process, and cultural significance of Bagru printing, while
also demonstrating how innovations in this traditional art are establishing a new identity in contemporary Indian
apparel. This study highlights how the traditional Bagru print is enabling the Chhipa community economically,
and how it is gaining worldwide fame through fashion brands.

SITE TUTS TSI hT IRYReh GETTUTS Aeheileh, HRcAT TETIl hT Teh HHEH Wil faEd &1 I8
el HTehicieh a1, BT @ TRIQY STehsl & Sellehl HIX TRETReh Faichail oh HIETH H o shelol HIGHSTET Y ST
¢, Sl Ig NfEAT T gEATAeT T TWURT I HY SHfad I@dT §1 TAATH H aET B8 & 817 H T91% BuTs
FAATIR & AU gaR Trel ¢ | 3Tefeieh f3TseRt & q@RT YRUReh dehotieh o AIY AT LT HAISTeT, Fgaiel Yot
3R TS thereT Y TR T FATAL R 8 ATREeh HE TR T [T ST 6T 8| SIT% DTS hr UfctgTidieh
JSGHA, Aottt TTshaT R sHET TiEh e Fgar &1 faeaor Hiar ¢, |1 & g off geifar & 6 9 50
URURE el H AGIRT & ATCIH T THABTNA HARAT IRETAT F Teh AT Tgaled TS &7 T &1 TE
TG S Tl TR FhT STeldll § o il IRUReh SITE DTS o SaRT SIUT FHa 3T & & HaTe g1 @
g, 31X 23 HereT s13T & FIRT FA faeg TR | 9fefa Ba @

Keywords: Bagru print, Chhipa, apparel, design, handicraft.
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TS T UhaT JAUUH FTT W T TS| AT & 1T Ig HEtel § 4R 84X a& W i fr o=
ol a9 TS T HA Hehst ast A fHAT ST QT 8, TN HRA & FO TsA & 3 8 57 o8
frar &1 fasfd R wfara famar o B sad a1y AR Ry o aiesias 9gue @1 us
AEcaqUT AT &1 T FARY hell, HEPIA, WRT 3R faraa &t o gt §1 aRwrer & o1 3R fBarmser
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AEpideh Aged WA 8, 3N AR WERT & Hcg¥h FAoldleh 8id ol TadAe H IRIRS a&r H
3Mfeiehal 3N RERT &1 ol HHAET ST ST Fhell §1 HARAT GRYUTT HT HeIal Teld H For&
TUS T 3 gAY HellAT H T T ¢l Ig TSEYT &I Th IRURS SIS UfohdT g, S 37T &Y
HRAT g&at & AT del W &1 9% S o AU AT & AT, STIYT AT & o9TeqdT 32
fre#IcT o7 ud we a1id &, el oS & sfaera H WA BT TS aGAT F 8 38 g Fell
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39T Teh 3ol Heed ¢l 398 & 9718 g # HT Sl arell §9r% ours 8 9@ g1 9% ourg H
RO @TeT 300 s § &t iR T ¥ Ig ToREUT N W, WiEpiaen favrad AR FAarar #
fAfee R aRemeT &l JeiRia #Xdl &1 9% oS &g &9 § solieh [HiEar Tepeieh o MR &,
fHs ohd & solier i Fgraar & fBamser ar Yeet 1 a& W BT STl g1 TIE B Th 3
fReT Pt &1 TUS HT UHHAT F F$ RE & &3 scllh HI ST gl &1 [AffeT gpR F solied T
& gRade 3R dead W R FXd | TR & salies 9T e a1 AT HT sl F e S &
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H 5 Rg H ous Hr BT gafoa §, Q- TR I aRTA SuTs, S9E T FIE TUTS, STAa?T
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& BUT$ # 3l IR wiEpfaw Aeea

IR TUS T HH BT FHETT ST ¢| I Rell $8 WO & 36T 961 &1 AT S8 FHAT A
ST 81 ¥g THSH Held: AERISE & gl SN FHEH T@ 1 T AHCT H1 391 Il §ard &
ST FHET SR A FAIRAT AT & haAR 98 A0 AR IH S90E FN G & AH F AT I
3@l TG FY SOTE & IHe[&T aTel foram 3R T@F & @Rl AR T 1T 37el9T-37e19T Yoot 3R F3eimse
F IET R FA o6l 3D 3F Foll I A a9 A, S Mgy IRAR ST TIETUT 3o 9red
B3| SITE BUTS TSI A Th IREIRE Fell &, S A & N =l 37 W& §1 78 0 3igfacy
§E ol §, S UThidieh Tt AR oThal & sclieh G@RT €A W g1y § T 315 ©Urs & v Sl Sl
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&7 H FollhR 8 &1 8- HiArny, Al Ffcleretr, Rraeror, wefierel, a1 wor 3R grar & sug
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frdizere & 31 gafed &1 Jer & ous 7 [Affiea yaR & Bersa 3R Yo &1 waer K s
¢l fSEd fav grepfae o1 gEaatel T S 81 AU HI TER{d & $& A9 AT g, S
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sHifaT TorEaeT & RAffea a5 F ous F1 g 3% §1 IRuRedr #1 39e 3ex gafed fho
Bl % HROUT BUS & WEPich HAecd ¢, IR 38 oy H @iegfas araa wgen 3faa gem

IRYRF FITE SIS
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FU3 I UF X gl #H fAaex W@ §, 0 Fugh # o9 36 3R AHiga [ sme) aeh & o9
% dI¢ HUS P gIEl UI3sT & A7 H AT &1 17 e Fus & T 100 I1H &er 93 forar Srar
g1 &aT U3t A e @ HUS 1 {7 ol Well 81 STl g1 gLaT 1 3UAT HUS W Wi @i
# F93 W Rusrar 3 38 T qaw @a & v v Jrar g1 R #9s #@ a9 g &7 g
AT & A FEET ST &1 FHYS F el 7T gooh hrelt W1 A qRafdd g S g, 3R Ig 597%
our$ & far dar fmar s g g

W& BUS A YU 3N ueh &Y &S dcd §1 FIdh [0 FH U & HH FA AT S Hebell B
S BUS & Ycdeh TWOT H Hug & U6l § Yool 3R g9 H F@RT Sl &1 T9& H & ThR H
oUrs Ufshar 7 ugell ours Fr ufthar AT & TH F solid & ATEIH T FYS W T ST g1 TS
TUS & Ugol solldd I TXET & Jof H oFIHT 137 & e a& e @ g1 39 a1¢ & 59
TUTS T HIH fHAT ST &, TP saileh WX §aF fBalseT us 9 3if¥s [AEy a0 30| IRFEIRE o
BUTS ol 3R el W & & T Sl &1 oS Y ggoll IRhar & W7 & O\ A T ¢ H @M 1T
gl e ThSY & sclleh I W HT ¢ H Za1d &, Y 3§ HUS W IWH &aldl ¢ o1 deh b ag
Yoot U3 W o B9 AV| G Yoot & AT salfer &1 7 A o R Fus W o & S 3
Yo7 &7 3T & I 37197 sclih aUT 38 & T 3R & oIT 316197 sallgd T STAATS [T
ST €1 99T ours 7 gadr gk, o arg, ours ot Fgd §1 39 UihaT H FUs 9 Frell HeT #
MR Mg T AT §1 & Y WA s HATIAT T SEIATT Fleh FA1AT ST &, 5 - FAE
T & Yy Hrell A, ATt & Gl LoAT, Tiepfareh e 3R A T 3| 57 A FHM T 379H
H IS F Ao T aMel 9T IR foRdm ST1ar g1 38 I R T & oI5 fIr Sar &1 g9 S
30 Udot W & & H S &, [T stada ours & v fFar Srar 81 93 & A ) $Haraw
scilch T TR @ SISl T BT STl &1 R Y 91T g 9FC H scllch Al FaR HYs W
oS B §1 o oS O @ W 3HA I WE F @A F Tgd FUS W oAb F W@l [O5H
¢a g, ored f3oset v gEy @ o Rud| 38% 916 BUS & GaRT AU AT 3T & AT & Fus
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F gIHfas @I § T ST §, s S8 W arg oS # a8 § 39 Reat W &1 A oo, Taw
T Ueel FUS W AoR ATl gl FUs W BUS I & a1 TP A1G Uil H FF & &A 108 15
fAeTe ot STTe &, S ad stfaRed 1 ®us & Hehel STTI WS T Tl A sisH W 38 F@= &I
@A & d1G FUS HI did & dcfed H I Gl F S99 2 8¢ 3Tl @, oifeh W gaah g1 A0

yrHfa® T

IE BUES & Ycdeh T Wi Fid @ e GaRT AR har Sirar §1 Ig 9Te’or & 3Helghel
3R TR caar A o P AHAE A TGN &l TIE TUE HEIAAT Fl IR AT T H H S
&l FTE FT drerared T HINT H ol WM A 'SIR AT 9967 3R el WM TR Fed 61 e,
3N, 3ifooiie, I &7 9Fe T 39H o 3R Jo Hemar Sar g1 56 o a1 §91 W1 hgd gl
FHIAT AT TG @lNgl, 3, e AR AN & I & Frd § fhvaeT ganT ST S g1 39 9FC A
gET BN # fReNT a0 93 ) oPNs & 319 Ig gaT & §Ih H AT §, aF Flell g J1ar gl
TSN T it @ wArell T, G 3R & Borehl 3R gedl @ der T S dm Srer g1 Jepicd garT
ured & T FU3 W T GEd Feia Bisa (A # e sa €, Swd gafa & #18 qears =81
qgﬂ?ﬂl

AR F AEIA ¥ WEqU AR Imyfawar F1 qHAeay

IiAT a1 T AR dehellen T &, STeT ITThal & WY HeH Aol Tl 3aeTeh g I g
TERT GART TERfT T Tgelel 3R Shaet Hedl i1 & 1 RERT AR 3megferenar, 2t & @#AST &
@ & Fgcaqol 397 &1 WRERT §H I ST F S @l g, 3N Imyfeehar g awfasy & 3R
I A §| AR, 31 Sl & s Tclolel TUMUT el hl Teh HLAFT HEIH §| AR HEhicih
Hedl T FA1T @l H e Il &, 3R Y & 5o FHAETG S Tl AT Hesl # el dall &
AR & ATEIH @ GFERT HT G &=l Tl g, 3R Ig a1 I & o=l TEpiad 4 i
@Al gl WU AR YEEar 7 o 7 o), fow FHedd 9o @, T AT B ERTSAT B
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IE BUTS H AR F AEIH § 0 G T o7 @ &, 1 0d 50 g1 1 ours & I g6y
& ITRT FAT S TET &1 9% DU H AdaR & HACIH § Ig URARSE ol INefAeh Siaeriel &
I3 W B 388 o dadl IfesteT @ Vs A W@ &, afesh e &1 aiepias ggare 1 favg &R
R T A5 Ugde A W g1 Id WRT H AdAR & W1 AT I1ar §, a9 ag T&@g & a1y 3R
AR WS Fo Sl §1 I§ 9% DU B AT & AR STolel T Gishar g1 @b AeIH 4 &
IR BUS H WER 3R YAl 1 oo AHET HeTd g1 91 gl

FHSIAT qRYE # JamER 3R b gisw
HRT T RN gEcsholl HIGTT A FiEpider eRIgT &1 Tg o o oo H ugarat g, afes ameior
AR HRPR FHSAT 1 TSR w1 TG FId g1 Red deoid AT H 3ol Holl3il HiT AT gea ol

gl W A Iy f3ese 3R AAER & AIH @ §o¢ AV SOIR F SIS 3edd HEeTh g S
¢ aIAE FAY H URURS IRUE iR 3T Bose & $o IRade weh H$ e J58 o6 37
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aEeH, gHHTeN AR aRFEaR IRUE! F G Tedd W W@ 81 ARG IRuE F Farr & fafde
8T & oha &1 fBomsa 3R T Rt off avx &1 v 3P rer g &, S aEE B U Yo
Yeld R &1 IRURS Fihall T aadd THT & 3o & @y gFafad s AT e &
fowfaa frar a1 @1 8, S a¥F 39T H A5 Ugd gl ST YER aRYU H deheiieh, W, 3carer A
fafagar 3k Arbfesr & Aregw ¥ JaR A1 &7 W & W A SIS FT GRT FH g1Y F fRar
ST &1 9rehfceh WMl Sl @ ol U8 W D191 R T ol HYS I Gl ol cleh HMTEstoT
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UaETie ERIEY & A1 §EY & @7 ol

$O 9T Sz AR AR A TGS IHAT H g0 [T 9gel X W@ §l T9E oUs H
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el Dastkar, Rajsthan Studio. THPTeNT RN H FJa@R 3R . !
%%ma@ﬁﬂﬂ?ﬂﬁwﬁammaﬁwaémna%‘lﬁL-.
Qe P T I ST T Egee s &R B
AR T et S9Td ARGH TR W Igam= ST @ &1 FAarant F‘l el
& AEGH ¥ o dhad e AEw AWK IRHCHF &4 §,
Jfes & JATGRUT TIETUT 3R ATATAF FAPRHRAT & a1y
s fm T 1 A & g FAT 7 BT T F A
ST §9TE BUS & ol Sif FATATT 3cUeA & ET g, Jelohl
THIOT oY STIER F ACIH T NEEY & AT ST IHT fa= 1 Anokhi Shop
g ura gl

ICAca ]

TE BUS AR gEARICT H Teh ATl HEpiaeh faraa g, S Toede & urhfas @mg 3R
scilenr IS dsheiieh & fow faed 9ficy §1 I8 ©U$ & Fal IRIRS dled IR T asster
&1 gfdferd §, 3R TAaRor & ejpel Wipfde W & AEIH § U eh3 et i feem & 3R
2| FHABTCNT ARAT IR & Tehollehl 3oTdel & HROT 9% DTS o UfAgfer gifder &1 &1 syl
AT # fafdes e iy fosa, &, @l 3R Yot A deerd Feh AT Wér A N A
AT IR 3G AT AN Fald R I &1 TE DU I dlel ST G &l o FAarar
& ATEIH AT A 3R 3Ah FIA A gk Hgaldlell el T gl
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Abstract

India’s diverse craft heritage is a vital part of its cultural and economic identity, especially in rural communities
where these skills have been passed down for generations. Despite their rich value and relevance, traditional crafts
remain largely excluded from mainstream education systems like CBSE, ICSE, and most state boards. When
included, they are often presented in a diluted, urban-centric way detached from authentic artisan practices and
materials.

This paper advocates for the meaningful integration of traditional crafts into early education through hands-on,
material-based learning. Indigenous resources such as clay, sheep wool, hemp, bimal, sisal, rambans, and ringaal
offer tremendous potential for contemporary design and skill-building. Engaging with these materials not only
nurtures creativity and motor skills but also builds a deeper connection to local culture, sustainability, and rural
livelihoods.

The National Education Policy (NEP) 2020 opens new possibilities by encouraging vocational training and local
knowledge systems. Leveraging this, a hybrid educational model is proposed blending classroom learning with
craft workshops, artisan collaboration, and real-world application. Such a model supports both cultural
preservation and skill development, aligning traditional knowledge with modern educational and market needs.

Incorporating crafts into formal education is more than heritage preservation it is a forward-looking strategy for
sustainable development, community empowerment, and economic self-reliance. This approach repositions
traditional crafts as living practices, capable of inspiring innovation and transformation in both local and global
contexts.

Keywords: Indian craft heritage, skill development, craft-based learning, rural livelihoods, cultural preservation.
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Introduction

India's traditional craft traditions are living archives of cultural knowledge, environmental wisdom, and
community-based skills in addition to being artistic expressions. From clay work and wool weaving to
the use of natural fibres like hemp, bimal, rambans, and ringaal, these crafts, which have their roots in
rural life and have been passed down through the generations, demonstrate the inventiveness and
tenacity of India's diverse communities. These practices are still mostly missing from India's formal
education system, despite their profound cultural and economic significance, particularly in areas with
a strong artisanal tradition. Traditional craft activities can serve as "a curricular gateway for
interdisciplinary learning," connecting practical creative engagement with more general educational
goals and objectives, claims Sharma, M. (2021).
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In the past, apprenticeship, family transmission, and hands-on experience with natural materials and
processes were the methods used to teach craft and manual skills. However, India's current educational
system has disassociated itself from this tactile, location-based knowledge due to strict curricula and
standardised assessment models. Craft is frequently introduced in schools in a superficial way, either
as decorative exercises devoid of interaction with actual artisans, materials, and processes, or as
representations that are confined to urban settings.

At the same time, the nation is at a turning point in the evolution of education. Traditional crafts can be
revived in mainstream education thanks to the National Education Policy (NEP) 2020, which places a
strong emphasis on experiential learning, vocational training, and the integration of local knowledge
systems. This change presents chances to rethink the way that skills particularly those based on
sustainability, local identity, and experiential learning are taught and valued in schools.

In order to foster students' creativity, cultural awareness, and practical skills, this paper investigates the
strategic integration of India's rich craft heritage into early education. It suggests a hybrid educational
model that links classrooms with artisans, design thinking with tradition, and students with their local
environments by rethinking school learning through the prism of indigenous craft practices and
materials. By doing this, it promotes an inclusive, deeply rooted, and ecologically and culturally
sensitive educational system in India.

Review of Literature and Policy Analysis

Recognise the educational, cultural, and historical backgrounds of craft exclusion. Examination of
scholarly works, government publications (such as NEP 2020 and NCERT guidelines), and case studies
pertaining to craft-based learning. Examination of colonial and post-colonial practices that
disadvantaged indigenous knowledge systems.

Determine the opportunities and problems at the grassroots level of craft education. Artists (potters,
bamboo craftspeople, and weavers) on how to transmit knowledge. Policymakers, educators, and
principals regarding institutional barriers. Parents' and students' opinions about academic versus
vocational education. To evaluate material access and create disparities in inclusion, visit both urban
and rural schools. Together with craftspeople, develop lesson plans that integrate traditional methods
with CBSE/ICSE subjects (e.g., geometry through Warli art, chemistry through natural dye-making).
Execute interventions for three to six months in a few chosen schools (tribal, rural, and urban). Teach
STEM, social sciences, and the arts using local resources like clay, bamboo, and wool. To improve
vocational credit frameworks, work with education boards, NCERTSs, and SCERTSs. By ensuring that
craft integration is grounded in practical application rather than merely theory, this method helps to
close the gap between traditional and modern education.

Aims and Objectives

To support the National Education Policy (NEP) 2020's goal of promoting creativity, cultural
awareness, and sustainable livelihoods through the meaningful integration of India's traditional craft
heritage into formal education. In order to go beyond tokenistic inclusion, suggest a practical, material-
based learning approach that integrates indigenous crafts (such as clay, bamboo, wool, etc.) into school
curricula. Encourage direct communication between educators and craftspeople to substantiate
traditional knowledge as an acceptable component of formal education. Through hands-on activities,
illustrate how craft-based learning can incorporate disciplines like science, math, and environmental
studies. Determine the systemic issues (infrastructure gaps, biases in assessments, teacher training) and
offer solutions supported by policy. Emphasise the ways that craft education can support sustainable
entrepreneurship, upend urban-centric prejudices, and strengthen rural livelihoods.

82


https://kalaasamiksha.in/

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 01, No 05, PP 81-86(Total PP 06)
ISSN : 3107- 4936(Online)
Frequency — Monthly
Tikhe et al. — Reviving Tradition

Design Process

This study uses a mixed-methods approach, integrating qualitative and quantitative research with useful
implementation strategies, to methodically investigate how Indian craft traditions can be incorporated

into school curricula.

Traditional Knowledge in Education: Rethinking the Function of Hand Skills

Today, traditional crafts are hardly evident in the majority of Indian schools. It rarely functions as an
essential component of the educational process, though it might seem like a fun pastime or hobby class.
Although students may create paper crafts or decorate diyas, they hardly ever use real materials like
clay, raw wool, bamboo, natural fibres, etc. More significantly, they hardly ever engage with the
craftspeople who are in possession of centuries' worth of ingrained knowledge.

Craft in education has been reduced to a voluntary activity that is disconnected from its material depth
and cultural roots. This disconnect represents a deeper break between students and the concrete, local
knowledge that surrounds them and goes beyond the loss of a subject. Touch-based, community-based,
and ecologically based knowledge are undervalued in our current educational system, which is still
shaped by colonial and industrial models. It ignores how using natural materials fosters creativity,
patience, problem-solving skills, and environmental awareness.

Often written off as "unskilled workers," artisans are actually living repositories of creativity,
sustainability, and design. We lose out on a whole way of thinking when they are not in the classroom
one that teaches by doing, seeing, touching, and reflecting.

We run the risk of producing generations that are disengaged from both cultural identity and the
practical skills of creating and repairing things if we ignore craft. This oversight is crucial during a
period of environmental and social unpredictability on a global scale. Craft is about learning to live
more locally, sustainably, and thoughtfully; it's not just about tradition. Reintroducing craft into the
classroom is not a sentimental move; rather, it is an essential step in the direction of an Indian
educational model that is more grounded and comprehensive.

Bringing Culture into the Classroom: Including Indian Craft Traditions in Teaching

Traditional crafts are multidisciplinary by nature. Through practical, experiential learning, they provide
organic ways to incorporate subjects like science, math, social studies, and the arts. For example,
Uttarakhand's ringaal bamboo weaving technique blends entrepreneurial abilities, geometric patterning,
and ecological knowledge. Students can better understand the concepts of sustainability (using
renewable materials), geometry (weaving patterns), and biodiversity (bamboo species) by incorporating
these craft activities into the classroom. According to Kumar, K. (2005), colonial education policies
were purposefully designed to minimise indigenous knowledge systems, especially traditional crafts,
by depicting them as inferior and undeserving of official academic recognition. Local knowledge and
cultural practices were eroded in the classroom as a result of this systemic marginalisation.

In a similar vein, there are numerous opportunities for cross-disciplinary education in Madhubani
painting, a Bihar folk art tradition, Paitkar painting, Patachitra, Warli painting, etc. It can be used to
explore natural dye chemistry in science classes, mythology and storytelling in literature classes, and
symbolism in visual arts classes. Students who participate in these craft forms gain a deeper
understanding of their cultural heritage in addition to developing their creative and analytical abilities.

Another traditional skill, clay pottery, can link environmental science (local resource use), geography
(soil types and mineral content), and design education. Students who study pottery are exposed to slow,
tactile methods that promote concentration, empathy, and appreciation for handcrafted goods. In
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contrast to fast-paced, screen-based learning, these experiences foster virtues like patience,
sustainability, and material sensitivity. S. Mathur (2017). Creating a Craft-Based Curriculum for Indian
Classrooms: Creating a Future. Education and Social Policy Journal, 4(4), 12-20. Examines the ways
in which using craft-based pedagogy can foster sustainable learning practices and increase student
creativity.

The direct participation of artisans is an important but frequently disregarded component of
incorporating craft into education. These professionals are designers, engineers, and knowledge keepers
in addition to being producers. By bringing them into the classroom as collaborators or visiting experts,
they can validate indigenous knowledge systems and help close the gap between institutional education
and oral traditions. Sah, R., Srivastava, A., Agarwal, S., and Gupta, K.K. (2023).In order to guarantee
fair learning opportunities, "a sustainable approach for an interactive and fun learning medium"

A New Horizon: How NEP 2020 Could Bring Craft and Education Back Together
Fundamentally, NEP 2020 promotes experiential learning, which involves interacting with the world
through practical experience rather than merely memorising facts. It advocates for vocational training
to begin in middle school, not as a backup plan for "weak students," but as a valid and enriching route.
Above all, it maintains that local knowledge the knowledge of carpenters, potters, weavers, and farmers
should be integrated into the very framework of education rather than being marginalised.

However, policy is insufficient on its own. Implementation is the true test. Will artists be hired by
schools as co-teachers rather than as guest artists? Will the histories of warli art and kasuti embroidery
be included in textbooks as living sciences of ecology and design rather than merely as "folk traditions"?
Will evaluation go beyond tests to emphasise the perseverance, accuracy, and imagination required for
craft?

Craft could be a means of restoring what education has lost, including a sense of material wisdom,
cultural continuity, and the honour of creating things by hand, if NEP 2020's promise is fulfilled.
Whether the system will accept this change or allow it to stay ink on paper is the current question.

Beyond the Classroom: The Influence of Craft Education on Society and Minds

Children who learn through craft not only create things, but also transform their thoughts. Weaving,
moulding clay, and carving wood are not just manual skills; they are silent teachers of possibility,
patience, and accuracy. Not only does incorporating craft into the classroom add colour, but it also
changes the way students think, see, and interact with the outside world.

The Significance of Craft in Fostering Realistic Creativity

Craft requires hands-on thinking, in contrast to abstract problem sets. When a child improvises a clay
join or adjusts loom tension, they are learning design thinking in its most basic form, where errors are
apparent, solutions are tactile, and creativity happens instantly.

Pride in the Local, Respect for the Diverse: Students who study Bastar iron casting, Toda embroidery
from the Nilgiris, or Warli painting from Maharashtra don't merely learn "cultural heritage"; they also
engage with the stories that accompany it. This fosters a visceral respect for India's living traditions and
the communities that uphold them, which goes beyond awareness.

A Different Perspective on Livelihoods
Craft is more than just "art." its resilience, entrepreneurship, and economics. Being exposed to the
markets, difficulties, and innovations of artisans can inspire ideas that go beyond traditional professions.
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Teens who experiment with natural dyes may envision eco-friendly fashion, while those who learn

bamboo weaving may see a future in sustainable design.

Being Sustainable Is Second Nature

Crafts teach the lost language of natural materials in a world where plastic is everywhere. Working with
clay, jute, or wool helps kids develop an instinct for what lasts, what decomposes, and what actually
belongs to the earth—in addition to learning "recycling" as a catchphrase.

The Effect of Ripples

This is about a more considerate society, not just better students. Children raised with a craft education
become adults who: Appreciate slow, methodical work in a time of hurry, Consider craftspeople to be
knowledge keepers rather than merely workers. They have felt alternatives in their hands, so they
demand sustainable choices. The lesson is unmistakable: craft is not a "soft skill" in education. It's a
subtle revolution that restores conscience, culture, and creativity to education.

The Obstacles to Significant Change: The Reasons Craft Education Continues to Face Challenges
Although craft-integrated learning has a compelling vision, there are numerous challenges along the
way that expose more pervasive systemic biases. These are signs of an educational system that still
struggles to value experiential learning, not just logistical issues.

The Gap in Teachers

Craft as pedagogy is something that most teachers have never been taught. They are able to explain
Newton's Laws, but they are not confident enough to help students understand physics through pottery
or tension through basket weaving. Craft becomes "fun activities" instead of authentic learning when
teachers are not adequately prepared.

The Disparity in Infrastructure

Obtaining natural materials, such as clay or bamboo, becomes a costly novelty in urban schools.
Although resources are available in rural schools, the system frequently rejects local craft knowledge
as "unacademic." Respect for local resources is necessary to close this gap; it goes beyond simple
transportation.

The Certification Dilemma

How is craft learning evaluated? Written tests are preferred over material mastery in the current
evaluation systems. Craft continues to be a second-class subject in the curriculum hierarchy in the
absence of acknowledged credentials that prioritise process over product.

The Stigma of Deep Seating

The most enduring obstacle is cultural rather than practical. There is still a colonial lingering effect that
links manual labour to intellectual inferiority. While prestigious institutions are proud to showcase
student robotics projects, they are hesitant to offer hand-woven textiles or hand-forged metalwork the
same level of prestige.

It Takes More than Just Policy to Break These Barriers

Partnerships between teachers and artisans where craftspeople co-design curricula are necessary for real
change. New assessment frameworks that record tactile learning journeys, material banks that provide
all schools with access to regional resources, Career counselling and school exhibitions that celebrate
craft intelligence.
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Dismantling the fictitious division between "academic" and "applied" knowledge is the challenge, not
merely introducing craft into the classroom. The promise of NEP 2020 will remain unfulfilled until we
do. This version is better because it demonstrates how each problem relates to systemic problems,
avoids dry listing by outlining implications, offers tangible solutions, keeps a critical but positive tone,
and concludes with a call to reconsider knowledge hierarchies.

Conclusion

India's craft traditions are dynamic knowledge systems with enormous pedagogical and socioeconomic
potential rather than being relics of the past. Students' interactions with culture, ecology, and livelihoods
can be revolutionised by incorporating them into the curriculum through the experiential learning
framework of NEP 2020.

Deeply ingrained obstacles to this integration, however, include insufficient teacher preparation,
unequal infrastructure, strict evaluation procedures, and enduring prejudices against manual labour.
Systemic changes that prioritise tactile intelligence in credentialing, localised material banks, and
artisan-teacher partnerships are necessary to meet these demands.

The path forward is obvious: craft needs to be rethought as a fundamental teaching tool rather than an
extracurricular activity. Education can foster generations that value sustainability, cultural diversity,
and practical creativity by doing this. Heritage preservation is only one aspect of this; another is
educating students for a future in which artisanal creativity and ecological awareness will be essential.
A collective redefinition of what actually qualifies as "knowledge" in Indian education, institutional
cooperation, and political will are necessary for this vision to succeed.
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Abstract

People have known for a long time that Indian art is creative and strong. The world's biggest museums, art markets
that change all the time, and the digital metaverse have replaced temples and castles. This paper talks about how
India's cultural traditions, both old and modern, have spread to other countries, gained new fans, and changed to
fit a society that is becoming more globalized. For instance, Subodh Gupta's gigantic steel sculptures and the
lovely Madhubani paintings are examples of how Indian art is similar to art from other regions of the world. This
study looks into what makes it feasible for items to get to people all across the world. Some of these are the art
world, groups of people from other nations, international shows, the internet, cultural diplomacy, and the history
of colonialism. It doesn't hold back when it talks about how commercialization, cultural appropriation, and the
loss of authenticity are bad. These are all difficulties and successes that have to do with the problems and
successes. This research indicates that globalization can be good and bad at the same time. It does this by using
case studies, cultural analysis, and examples from both fine art and folk art. It helps Indian art thrive and has an
effect on people all around the world. But it's crucial to preserve its core concepts so that the need for recognition
doesn't make it lose its traditions and what makes it special.
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First of all, India's art, which encompasses textiles, wall paintings, stone carvings, and performances at festivals,
recounts more than only the country's past. Indian invention showcases span a lot of ground. They have anything
from cave drawings from long ago to electronic displays that people can touch (Mitter, 2007). Some of these
worries are about religion, politics, and daily living. Globalization has changed a lot about how this art is made,
seen, and enjoyed in the 21st century. In New York, Indian painters present their work next to those of prominent
European artists. People in Tokyo can buy paintings on the internet. People in Tokyo come up with creative
methods to leverage their skills to have more fun. This article talks about how something that was only known in
a small area at first became well-known all across the world. This article talks about how the diaspora brought
traditions to other nations, the historical interactions that made this possible, how digital platforms let rural crafts
reach a worldwide audience, and how crucial it is to establish a balance between visibility and commercialization
(Sen, 2022).

The word "globalization" didn't exist yet, but Indian art was already spreading over the world. Buddhism spread
to China, Central Asia, and Southeast Asia. It brought in a lot of Indian symbols, like stupas, Bodhisattva statues,
and lotus flowers. Guha-Thakurta (2004) says that the Ajanta murals inspired the cave art in Dunhuang. The styles
of the Gandharan sculptures are similar to those from Greece, Rome, and India. During the Mughal period, it was
easier for people from diverse cultures to meet and converse to each other. The famed Mughal miniatures were
constructed by mixing Indian designs with Persian miniature techniques. People in Europe, Africa, and Southeast
Asia bought Indian textiles because they thought they were the best. When British colonial power brought Indian
art to European museums, it often lost its connection to its roots. Nayar (2013) says that people stole valuable
items from temples and palaces and sold them as "primitive" or "exotic" antiquities, depending on where they
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came from. Because of this exposure, a lot of people around the world saw the group, but it also produced
challenges with ownership, representation, and context that are still going on.

People from India who live outside of India are thought to be one of the most crucial connections between India
and the rest of the world today. They help people all throughout the world learn new things. Indian artists like
Anish Kapoor in the UK have been able to share Indian philosophical ideas with people all over the world. The
"void" in Advaita Vedanta (Anand, 2007) is one example of this. Bharti Kher uses bindis and Hindu symbols to
combine feminist ideas with the identities of people who live in other countries (Subramanyam, 2015). Groups of
expats do cultural things together on a regular basis in other cities. For example, Diwali in London and Navaratri
in Toronto. These events keep folk and religious art alive in some places. Diasporic art is continually changing,
yet it always incorporates elements of historical traditions and sensations of moving, being mixed, and finding
one's own identity. There are more than one motive for this action, and one of them is to keep history alive (Kapur,
2000).

At well-known international events like the Venice Biennale, Art Basel, and Documenta, Indian artists have
commented about caste, urbanization, and climate change (Dewan, 2012). The Kochi-Muziris Biennale has made
India famous around the world as a place where artists can gather and converse. There is a lot of Indian art at both
the British Museum and the Metropolitan Museum of Art. But they often have trouble dealing with the effects of
colonialism that are still felt today. Chalo India! and Art Now are two modern art shows occurring on right now
in Paris. India in Tokyo has shown that Indian art is more than just pretty (Chowdhury, 2015). It has shown that
it is knowledgeable, strong, and cares about politics.

What digitalization does to globalization and how, in this digital age, geography doesn't matter anymore. Artists
from India sell their work on sites like Jaypore (Suleman, 2022) and share images of it on Instagram. They also
look at NFTs, which are tokens that can't be traded. Kumar (2018) says that Google Arts & Culture has put a lot
of Indian knowledge online that anyone with an internet connection may access. These platforms do help
individuals get stuff, but they also make things harder in other respects. People are worried about how Non-
Fungible Tokens (NFTs) harm the environment, how artists should be paid, and how traditional crafters might use
digital spaces (Main Tripathy, 2018).

Indian Artists Working the World Stage in the Present Day Politics, identity, and tradition are all things that
modern Indian artists may use in ways that people from all over the world can understand. Subodh Gupta makes
large sculptures out of regular steel flatware that talk about buying and moving things. Subramanyam (2015) says
that Bharti Kher uses thousands of bindis to question gender and ritual. Nalini Malani looks at the link between
violence against women and conflict using a mix of mythology and multimedia (Shah, 2017). Their art isn't
"spiritual" or "decorative" Indian art; they want people all around the world to view them as important voices.
People from all over the world have come to see folk and tribal arts like Gond, Warli, and Madhubani at the
International Market for the Arts (Pande, 2014). People used to call these pieces "craft," but today they call them
"fine art." This has brought attention to artists like Jangarh Singh Shyam from all over the world. But the rise in
demand has also caused a lot of copies to be made. Because of this, the original writers don't always get enough
attention or money. Dasgupta (2019) says that GI tags on painting techniques like Madhubani and Kalamkari help
keep things real, even though people don't always follow them.

Fashion is an art form in India and all across the world right now. Fashion is a great method to show off Indian
style. Some designers, including Rahul Mishra, Gaurav Gupta, Anita Dongre, and Sabyasachi Mukherjee, mix
modern shapes with traditional textiles and embroidery (Roy, 2020). Indian fashion is popular all over the world
because celebrities wear Indian clothes and Indian companies do business with companies all over the world.
Many designers work with rural craftspeople to make beautiful clothes and promote ways of life that are good for
the environment. The Indian Council for Cultural Relations (ICCR) and the Festival of India are two ways that
the Ministry of Culture (2021) believes the government uses art as a kind of soft power. Working with UNESCO
and digital archives makes it easier to keep the past alive for future generations. Chowdhury's Incredible India
(2015) is a great example of a project that combines tourism with pride in one's culture.

We might lose something important because of globalization, which is one of the worst things that could happen.
Cultural appropriation can change what symbols imply, standardization can make a place less special, and
commercialization can take away what art signifies (Sen, 2022). Rural artisans don't always get paid enough or
get the attention they deserve since the economy isn't fair. But curators and collectors do. The Future of Indian
Art in a World That Is Becoming More Globalized: Indian art will change when new technologies like virtual
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reality and artificial intelligence come out, as well as materials that are good for the environment. People can only
achieve this if they are culturally responsible (Sharma, 2021). Everyone should be included, fair trade should be
watched over, and everybody should follow the regulations. India's art, which comes from many different
languages, castes, genders, and places, may be the country's biggest asset if you take care of it.

The Connection Between Gender, Education, Film, Collectors, and the Environment Art institutions like JJ School
of Art and Shantiniketan have had an impact on the art world and on several generations of artists. They have
helped artists meet people from various countries. Indian art has gained renowned around the world in part because
of movies. For example, the beautiful settings in movies by Satyajit Ray and Sanjay Leela Bhansali (Ramaswamy,
2009). individuals believe that the art market is better off because private collectors and corporate foundations
can make it more appealing to wealthy individuals. Sen (2022) says that Chhachhi and Bhalla say that eco-artists
and indigenous innovators are now working on important topics like climate change and land rights.
Subramanyam (2015) says that artists like Arpita Singh, Mithu Sen, and Nilima Sheikh are changing the way
people all across the world think about gender. The Final Exam Globalization of Indian art is more than just
delivering art to other countries; it's a lively conversation happening all around the world. It uses a wide range of
media, from paintings in rural areas to installations in the metaverse, to move stories, histories, and identities
across borders. This connects the globe to the area. Globalization could help people understand each other better
and encourage creative fairness if it is done in a way that respects roots, makes sure everyone gets a fair share,
and stays true to oneself. Indian art has traveled all across the world, which proves that there are no limits to
creativity. But we have to keep culture pure.
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Abstract

Indian painting is considered to be the form of Indian civilization, while Saura tribal art of Odisha is considered
one of the oldest tribal arts of India, which not only represents aesthetics but is also a carrier of deep cultural
elements related to society, religion, nature and memory. Saura painting is known as 'Idital' and its background
was the wall. The people of Saura tribe believe that Saura art depicts the journey of the soul, the presence of
deities, agricultural rituals and the memories of the community. The main identity of these paintings is the
symbols, expression of lines and rhythmic structure inherent in the figures.

In contemporary times, many changes are seen in Saura painting. At present, Saura paintings are being done on
canvas, paper, cloth and other colors leaving natural colors. Along with contemporary traditional subjects,
contemporary issues are also being depicted. The growing international interest in this art has established it as
ethnic art, due to which it is also being honored on the global platform.

However, due to the commercialization of this art, some challenges have also arisen such as lack of originality,
superficial use of symbols and distance from traditional emotions. This research paper deeply discusses the
historical background and global perspective of Saura art.
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Figure no -1 Saura tribe, Odisha
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Td FHATTSTeh TIAT hY TciiehTeseh TEicr T gl |

92


https://kalaasamiksha.in/

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 01, No 05, PP 91-101(Total PP11)
ISSN : 3107- 4936(Online)
Frequency — Monthly
Singh et al. — A Contemporary Study of Saura Tribal Art

- :

S

\/ . 3 . s
R3S MVAS oy

l ' WL 31 A=
v(ltlltl I:nm 0t )L

/)
/
é
|

TATVI ==tk
R R R

Figure no-2 Saura tribal art painting(odisha tribal museum .bhubaneswar.odisha.india)

o TR REOT$ vy ag-

gcdes W Ferresfar fordr o fanely aieasfaes ar enfdier weer i wfafdfaa s 8- 99 sfeare & Aream @
HTCHT T Hcg o 3Tl ATHT, HiY SaaTersh, TN T ATeIAT, TUT Yol hT T T geITcH Teqor GRT Frat
A gA 31 3T AT IR Foverehrar ame3it &y greren fAerclr § G ol 7 Arera 3mehfasit amér gar g 21
SATETR T SN 3ThR o gl & Toreet ga, I, die, T, Tall, 0d o 3ol 1 fosi & eura o &1 3
gclter |7 Siraet el 3R faea gRestor &1 siiga wfafda &1

& 4. Tyeiient e Gffiees AreTd faameh & 31er 3re7sra 3 HRT 9T 3menfed Saredr #Y Council Of Analytical
Tribal Studies (COATS) & JehTIRIcT TohaT| SoTeh GSCehIUT o 3TeTHR- "HTLROT &9 H GNT fofey fersenerr & 31 @
3 TSRO &l SAAAA b ATATToTR, 1T T e1fdieh SNaeT o GaRT THSI ST HehdlT & 2T 8T LA
& forw wier STetontar & ffa-fest it fawr-awq &1 awsten arfev Sit o qoiaar ar R 7 et e e
TR TR § | 31 Fegsr 3 Forst &1 wope frwr-ag 3mee 1 1 §| 39 aRgraer, Afe, gref, 8isT, §3R,
3T, sireq, T, Ser, a1, <, 91, ORI SHY T3 1 R Y g0 R o & orwrer fasfaid &9 g
HRA o NTSAT AT T STAsIicrdr & AT TR0 7 ST= 1 erar § @ goq@ st gl g1 akr
3MfEaTe idital % @R 379a1 AT RI0T ITERT Y oY TFd A €1 & R TTY €1 Ig idital & H2 8T 2
¢ foret & anfearfaat & Sfast, enfdies Fa-H10s 3nfe 7 AgcaquT T AT AT 5
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SH TS U Tedh idital TS TGN STehel T & el fehel Hodl I HTel-HIfT 2rare &1 BT iditalmar/ kudammar(boi)
& TAaIOT & TAT TISC 6T ST TehaT &1 T idital 3ToTT-37619T aehl & THST T Fehd & o) foh 3 SIg W
TR T & ST8T aF idital ST ST T@T & | Tcdeh idital Teh G2ieh & fIT QTR Tl &1 Tehell & i Ueh hglell
STl & SfeheT GRT 3nfeaTiagt 7 g a« QAT § | GRT I T-ferst i fava-aeq 1 g foe srmet & fqenfora
Y Fhl § | TelfdeT (1951) & BRT STefsiricl & AT Y fawar-a &1 | 77l & fasniore fhar g st 56 9
3

1- Icons designed to promote or preserve the fertility of the crop (hHd I FIETAT & AT I hl AT ATF T

TRETOT et o ToIT T I Uclieh Feg)

2- Icons dedicated to avert disease (STHNRI & §d & folT FANT yciteh [Aeg)

3- Icons made to assist easy child birth (83T ﬁ%;mﬁmm%ﬁvwwmﬁa)
4- Icons made in honour of tutelary (WWQ’»WJETEFIWTW gde [eg)

5- Icons made in honour of the dead (wiwﬁwwmﬁﬁ)

6- Icons made for those who have gone abroad (TaS2r (37T o ATT STTeA) Tel I AT oh TEHTT H TATAT

T Uciteh Tosg)

7-lcons representing hills and shrines (Te1f3ar 3R enfis T & yfafafeca & sam 1 ude Reg)

ARG, IGR Td 3TaeTehll & HTUR W Tl AN FATA-F v qav @ f@eerar wad §1 vl |l gaan
R q&Sit & 3rerar-3rerer T for § S o AT nfeanfat & SaR i d@eordr g arasiiaes et & fow

TATET §1 O g & WARNE d AER & 19 3 191 Gar o o wre) & i 58 wehm -
1- Iddaisum idital (Te STToleRT o STl hedlet o GRTe JATIT IAT Tcileh Teg)

2- Atmyuman idital (Teh STeleh o STl hedlel o GRTe SATIT IAT Tcileh Teg)

3- Karya idital (T & 3if# HFFR & TAT YIS 1 IMATIT T & forT a1 arr el feg)
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4- Fugusinghpur idital (T & FHI ST 3T Yciieh [eg)

5- Baru idital (FRI%R & forw saimar = & =)

6- Madumasum idital (HTgeT qRITR T Fcg & SRTeT T=12T IT Tchreh FIeg)
7- llldasum idital (STeTeh G@RT GRITRCT Shell hT 3TEATT it oh HHY AR TR FA1AT a1 fafey o) amfe |
i Sfaet

HRT ST o & T Tt & forw GRT Sietonic saferd e & Tl & 13 TS &G § &1 H WA gt
& 3T ¢ | GRTEA-EIAT T AR AT AT T FATeAT Sg el &1 hidt & Fiifeh Sofehl fafaera agl 3ifdish
& oo Faenfa & X &1, 83 31T9 T 39T Ueh 1A G2 I & 2T TUeh &7 &adT ol T [HeeT 1A F ST

ST & | Paft- ol 0T T @ AT & o Teh ST Ueh 877 o ToIT Sg T Agca Ul GadiT & | TET 3T gAY H elTetar

A

=
=
=
W <
’ |

1]

Figure no-3 Saura tribal art painting(odisha tribal museum .bhubaneswar.odisha.india)

BRI ST H ST SITAARGH T HecaquT Sacll AT ST & | " Hediel Se ik 9 39e e [e#fc &

3HeTEROT I §U. TRT ST T B | Ha SFh qaci13it AT HIATHT 3meier 241 337 A faemmird ohedt &1 @R
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Stetonfar, ¥ fafdieer &Y darar § fore1sd @ Tedieh 1 31911 713 3R IOT R | ST W FS 37eTeT- 39T ATHI Sl
¢ 3R 37 AT 98 & T ST § | F 1 T6 AT TG IR G & Go § FS olieT Sofah! ST & Tl
ETH T AV gl & §ehaR © ifehel BT SeTsiTicl o ollaT ‘eare] 31X HSH goe HIHTINCIAT hT Teh & ATH &

aftia A §l

BRI ST # fehegarg# AATHeRT SqET 'Teh HH RS cadl & Sl Teh 79 R Hgea ol GU 1 Jeg g fehegar

I hoUalT 3T a3 T JorelT H 3Tereh faEar ¥ 3R 31T AT Fael # i el 8, 3R ve aroft 3madix

TR herol foheaT heT STl &, HTRARILT ARl T ATk § ST61 ST GfoTdT o TAATAT 3N ATAT HEATHT & oI @h

FETH @S AT

HRT ST A T 81 ST 81t & Forarehr GoTt forafiie & & 6 el &1 311 0 € daram & #Afex 7 wrelrer sme
TR 8| offehal TAT ATAT SITT & o AT 95T Fofg HRT STeoiiicl o Tl cea i el & 3R 31FER JmshaoT
T 18T Teh HgToT Theah &. 3R Teh st ART AT (TAT) & A Y It & el Tl &efl Ig o1t Tg §
o & 38 el TET T Il T v el ol fohey THY gl TTT 51T Hehel & | $S Gl oh I BB § S
3TTRTRT H HS ERCA TR FHS GTclTel olleh A ATV ST § G ST TSteTepl ERT w91 3YITHA SIhgH Siel & 8

QHTTRF T T MTRILT 7 AT § | TUT ST I FI B Tl 2adT & &9 & AT fFar srar g

" JTRTRT # fRZIT A § | 9 3R & TIAT T THI §l 3e7sh Feg T ARAAT T FIT T A=A § | 33 gled W

€ e, 1 91 Il & | ST G 2 STl & 3R 37197 37 Sl & A It 3T STl 8| 31Tehrer & Togr AT A weHT 8 § 5

I A gt & T 37918 S & A1 | Gt Srelr § 3R 38 a2 dr 3R g &1 gar & Saan, REwa &1 3rder

STeHTeren fvare oTé fArerar & 3R anfer i &t arepars 3k Saeregw stoaratoregs o 5 @ 8
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ST IS TEE AET & O I 1 Tt Aa A A T S TU1 e ¥ ER oAver AT § 6 sgergA S wa A g
ST 38T TROT ATl & 3R IS - SIS o6 &9 A G 187 H Ul 1§ e I §3T8aN &1 9Tl & AR T ga dh

3THT BIET AT IR fAT=0T § 3R Fai-pefy 31 Saamait o1 gelt off i S 8

R CE R R S

BT Ferehell &7 el 36227 dhael Higd Y& 78T § afedh Tg 3eteh Sfae-aeieT, 3ET 3Tsale 3R It
Y TR T AT A ¥ SO 5T R FATeT Ueh AgeaquT AT femma &1

forst &t Tt 3 aEgat, seitet, Areta 3mepTar, Sha-steait 3R s fae dedt 1 T Hiter forar ST & S
Teh 9]¢ HY 3R HTaTcHe TENS T Yehe T § | 5o ol & ggeret R Tistet weh faQiy ez & it g¢
3TTR{eT 39T 3R &7 & Ueh 322y 3R 77 T TR Al ¢ | TR FRsTehell b1 fAfRISear s@eh {dcaeh Sae1 7
AR & STeT yedish o0 Y3t & AreH @ AT 81 & 3R 38 Ya@msit 7 e siaffRa drarersar Tave 39
U 3HeTe7a T T Fhell 5

BT et & gerd faffiee AT 3mehfaar ags Tdiercas 37Ut &1 9T el § g, Sliaerash
FARAREAT HR Yottt Y HaeRon 1 gfafaftica A &1 Fager faQiwent M i 317 Fehd Y g3 Tnfdica

QT U eI &7 Tciieh HATAT ST & SThT ITIJNET T ﬁ-&ﬂﬂﬁﬁﬂﬁﬂﬁaﬁa&ﬁﬁ%@rmm%
91 Ueh GeAaeA Tl THY TAT oh T H Sfoveh Sfrae sht RO, HJelet 3R AT T & TA1icd &1
Hohd AATE

BT Ferehell # shog feiog T EXTAT 3Tcdoct ITAYUT BIelt & T ot vy 81791 T HallTreh HgeaquT fawar &t
ST & SIQY- 37TCAT, ST 37T faaTg Hsd 37fe|

geTeh TRT 3R STaet ohl e ITTIT- ST hT 3T, Haflel hY I[oT 3R eTehl T MG eATTqdeh TS B
TG TTAT el T oTGT Ueh GoeehioT T TR Sefel ¢

TR e & FHFTCNT TR vd e ggfrat-

Wgﬂa&mﬁﬁmmwﬁmmﬁﬂmgU%l T8I &holl 9ge 9IRS 39 O
helol HTTHe 37eISoTal, Jaof TAROT, 3 3MTcheh ITTSaTAT & el BRT i #fady Srary de diffd o, agr
319 Ig 9= HianTere 3R amfore @3 & ared §'<’3|'0€Hqch ISR A TATT FT1a 9N &1
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ol STSTR-3-A7E ATeT 3R AL el AT T S & HROT ol FRT HeAThR IRFARS ST o T T
SheTdTeh, AT, I, oTahar, fATE 3R 37 gEd e 3curel W 379s1T el T TuTfica 3R Hargofaar &t
ForaT &, Sfed 3T 3eNfashr & 7T 37aER 8 veTa FHar g |

HHFTOIA HRT FHATPR 3T hdo TRFIRE A€ 31T doh HITHT el & Slod d Jshioleh, Hige el 3R
AT T S AT foleh AT & &Y 3791 el i JATellfehel Y T¢ &, Torad Seveh e # T ohr faemioar
IR i fr AT s @ &

Figure no-4saura painting onsilk sarees and T-shirts

T & ATEIH { I IREd-

<<<<<<< (@g@E@i

319 IRT RFFeIT F Uee shae anfie e de g o
B et T3 (3Yerd) TSET, IS yeLiferar, Gargrera,
e HiEeel 3R IS ClehHA! doh faFdRa gr g B

37 el BTSe e ATegAT grerer A3, 3 S-Hiay a5y ‘}
3 T B 37 Y B AR e e T T oo Wl
Figure — 5 Saura painting by Mannas Dqs Medium-Acrylic on \)ﬁfh‘ W ' \\«(‘“

paper,2018 art of the earth gallry, new delhi —m

& IHE-

HIRT FATHRT T 3T hadl TATAT STSTR dh HITHT 76T @Al ISdT, Sfodh 3og U 3R 3fRash Tax a &Y
TETTeT 3R SATITRER AR ITec &1 I8 & | T8 31 gfee & 3o7eh o TRISFAIHI0T il ATCTHA §e7 127 & | AT
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&Y IRFIRT3T BT STEY Y Hil G FHbTeleT TTAT T HATI HRT HEHIA I o Shael Sidd FolTC I@lT &
Siesh 38 TAGTIGo 8 TATCT § | 3eleh ShelTehR 3T TeIFehell oh HTETH @ HHTST H el 3R STTaTehll

39 HY I8 & | TE el hael Hled T AL of TgehT FTATISIH HaTg b FRIF ATEIH Fef I | Tg THI
SR T ERT HHCT hT HEH I TgTeT hT HTT TeleT il & 3R AT g Tehetleaesh JA1ai i T Searied
ERGIEY

3 gifemior i ggam-

TR FRreholl ST 3NTSAT T Teh ATl STeAsiTcig TREaRT & 3T 8, 3 AT T & S1e} feherehy diRaeh
Y ‘TYfateh 3HTE (Ethnic Art) 3 39 H 39T 370197 TgTe] ST Yehl & | A6 Ueh Tee]cd AEhicien AT & foraat
TRER, FelehTeaehel A Iy Tl I FreI TIH fo@rs oT 8 31TeT 76 Reehell of shael R # 3110
ST, STAAY, SITaTeT, 3T fora, 3T, S90S S it T a3t 31 SecRISErr ol Aot 7 ya e &1 3 3@
€ IE ARG TgHTeT SH STl T FATT & Toh &Y Teh ATHAI0T, FiEehicienh T Gaor [aea H Teh gsraarel
G T o ¥ | IR Fehell ¢ |

mﬁwﬁmmmmmmmmﬁmmﬁ@m$ Mussee du
qual Brarly ST YT TSST HHGTET H HRCAT SToTollc g Shell3it hT FerTetl 7 FRT sholl ohl ST & QMM fohar

IIT| ST & dfeleT, ST & ST 3R 3T TORT & Adaed oid Fell gl & §iY Tg Raerdlt yefia H 715

3o YT ¥ o hdol TIRT Sholl ol facelT geierr & aRTIT e afesd 58 U SraT-sheroRkd Afed & T &

e o forad venfar Taera 3R 31TeaT & drer & Faaeel s FRraTeaes H1eT # 9 fRar srar g |

AR fereholr Y 3TReeh Uglet e ellel & FATh! (Unesco) ST TG ohT 8T HEcaquT ${fHhT T8T & Teieeh! GaRT
‘Intangible Cultural Heritage’ 3 FT 31 anfHer 8ot & GfshaT 7 g HRCAT ST FHoll3iT T HI&T0T e §
fSierat Gl faserarr off goq@ € 81 3@ JifdReFd FaWrsdy IR TR HEATT S “Cultural Survival
Indigenous Art Foundation’3i ‘Global Heritage Fund’ & TRT FelThRT ST HT YeTeT ThaT 3R 37ehT ShelTcdshdr

1 GTeTd U9 qaTRd e & Gerar |

mﬁﬁ%ﬁmmﬂﬁmﬁﬁwﬁﬁwwwﬁmﬁﬁmaﬁwm%l 37T Instagram,
Pinterest, Youtube 3R Facebook o1& @Yerer Hfear W GRT FomaRr & T IR ET T{-T %’I $hellehlX Id
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3HTeTolTSeT HIIRATATT (Online Warkshops) AT X & &1 o aa 3cRTSET g2Teh 38 URFIRS el I o
dhael W UT IS & dioeh 3HY o3 81 U1 @ §1 $© FellhRI o NFT (Non-Fungible Token) & HTETH & |RT o
I f3TSTee shellpfaal 7 Seer &, T I8 Foll SToTR & 8y 7o X ghr gl

31T ERT FerTehmell dharel Ueh HiEhicieh eRIgT T81 Sioth Teh dTRdeh SATITh ] o o7 TS § | 3ecRISerd sholl
TATEAT (Art Callectors) 31X o TaTern! T 37 el 7 e T GET Sff T ¢ FiceT, =g 3R 9| &r
sArereT ASTT # TR Fers 1 fashr 1 &1 38 TlERT G@RT §1aR Hooll (Wall Decar) GATaROT 3eehel fSatget
3R TATTOIRAT & T & @ AT |

HEATTT GUa 3y gfdrator-

FO THE oIS HEATT S ‘Earthwatch Institw Art far Change India’ 31 ‘Asia Society & €T fereheln 1
HIRIRIATT AT T &b ITARFT [aeaideTTerd TR U SI¥ JTFHABIS A, gTaTs, Srardi Jiaaiael-
AR STASTA FHern3it &7 ey Jaeelt 3R geeiat 7 TRT serr &1 fafrse wure fgam &1 399 7 Fae sad
Ae1fOTer AT 91 § afcs sae GaTor 1 #f d=nien 3R AT g |

Halfor-

ARk #er IR It FIcetT 91l b ey & 3ol €1 g AT 8l AT 3T § g TR IRFIRSE FelThRT
o 1Y o T9=AT 31T oh il &Y form STTelT & TSIere vehr Hiforehalr 3iR 3T JifUIRT 1 Sevee g g |
WWW@UW@?WSWGI &3T (Geographical Indication) SI& ITJAN T AT & | TTT

& U GioATRucl el IR ¢ foh ATReeh AT oh HRUT S8 holl hT cTTHTLTRIUT SHehT HIE cleh HTEAT T

ﬁwmaqgaml
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Abstract

Banaras glass beads demonstrate the transformation of a localized Indian craft through global cultural and
economic exchanges. The tradition of India’s bead making dates back to the Indus Valley Civilization, which
evolved with the adoption of Czech lamp-winding technique. With active engagement with international markets,
Banaras beads are used as components for imitation jewelry and decorative art, and is exported globally, a journey
from being a local ritual adornment to an international commodity.

From raw material procurement to production, along with stringing, polishing and order fulfillment, this study
documents the end-to-end lifecycle of the craft. An ethnographic study conducted during the documentation
reveals that the artisans are caught between heritage and market pressure. While globalization brings along
economic opportunities, it also introduces vulnerabilities, along with stiff competition from Chinese mass-
produced beads, erosion of traditional knowledge occurs.

This paper highlights how these cultural products migrate beyond their original socio-religious contexts, giving
new forms of value while challenging sustainability. A strategic intervention in skill preservation, branding and
global cultural exchange is essential to safeguard India’s craft heritage in a competitive international market.

Keywords: Banaras Glass Beads, Globalization, Indian Crafts, Cultural Trade, Heritage Economy.
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Introduction

One of the world’s oldest living cities, Banaras, stands at the center of the vibrant Indian art and culture. From the
Lion Capital on the Ashoka Pillar at Sarnath to the stupa of Lord Buddha, from terracotta sculptures to the
unearthed ancient toys at Rajghat, it is a living museum. Banaras is the home to the master craftsmen of the famous
Banaras saree weavers, brass and metal work, jewelry making, terracotta art, wooden toy making, stone carving
and more such crafts.Recognized nationally, these crafts have also earned appreciation from India’s Prime
Minister, Shri Narendra Modi. Among these distinguished crafts, Banaras glass beads hold a unique place in the
culture of Banaras, blending aesthetics and functionality, reflecting a transgenerational skill acquired over
decades, shaping local identity and global appreciation. With the onset of globalization, this traditional craft stands
at the crossroads — international visibility and new market expansion, yet remains challenged by mass production,
cultural dilution and changing user preferences. This study explores the journey of Banaras glass beads with the
backdrop of global context, how the craft adapts, survives and thrives in this interconnected world trade while still
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retaining its culture.
Literature Review

Glass Beads History in India A range of different kinds of beads can be found from hand-carved wooden beads
to tiny glass seed ones, the traditional beads found in India cover a wide range of styles, materials and treatment
processes. The bead art in India dates back to Indus valley civilization and is said to be 5000 years old. People
during that period used to make beads out of silver, gold, clay, ivory and even wood. One of the major bead
producers in the world is India. The Indians learned the technique of glass bead manufacture, probably
independently, only around 1200 B.C. Since then, evidence of glass has been unearthed from more than 200
ancient Indian sites. The beads made in Varanasi are exported in huge quantities throughout the world. The glass
beads used today were not found in India until 1700 and were available only in the kingdom of Saurashtra (now
southern Gujarat state). With new and advanced sets of tools and machinery in the modern industry, the artisans
have created more variations of beads with vast colors and imaginative work.

History of Banaras Beads

The inspiration of bead jewelry came from the traditional jewelry which was worn by people and animals in South
Africa. Earlier the bead used around the world was mostly made of wood, bones, stones and metal. Glass beads
were first introduced in Czech Republic. The craft of glass beads has been practiced in India for 1000-1500 years.
Earlier people followed the traditional methods which was by using a furnace commonly known as Bhatti, started
in Purdilnagar near Aligarh but later in the 1940’s a couple from Czech Republic had visited the Banaras Hindu
University and they gave training of making the glass beads through lamp work process to 17 people in Varanasi.
The glass beads were commercialized with the establishment of Banaras Beads Ltd. (BBL) by Shri Kanhaiya Lal
Gupta n the 1940s to grow the production and profit. The BBL factory became a major source of employment -
just skill and experience, no formal education required.

Traditionally used in ritual offerings, festival adornments, and as jewelry, reflecting the relationship between
material culture and social life. The older generation passed on the skills and across the newer generation,
reinforcing the craft as an intangible cultural heritage. (Panicker, John, &amp; Chandrasekharan, 2024)

The Making Process

The art of glass bead making is among the oldest human arts, which dates back to 3,000 years ago. Glass melts at
600-800 degrees Celsius, and compared to metal it is very difficult to work with. It is much softer when it is hot
but when it cools down, it becomes harder than metal. The nature of glass is to become round. different glass
types and different colors melt at different temperatures. Some colors rise to the surface of the glass beads. Well
others sink to the bottom towards the core of the bead. The process of making glass beads includes various steps
like, getting the raw materials, tools, various techniques used to make the beads, segregation, washing and
packaging of the glass beads. Banaras Beads Pvt. Ltd. produces two types of beads. Handmade and Machine-
made beads. These two categories have different types further. Hand-Made Beads: amp Work and Machine-Made
Beads: Pressed/Molded Beads, Faceted Beads and Tube Cutting Beads.

Globalization has changed the way we make crafts, including Banaras glass beads. Once upon a time, the beads
that used to be local for rituals and domestic use, now travels across the globe serving as components of imitation
jewelry, fashion accessories, and décor items. The globalization brings new economic opportunities, but also

challenges of stiff competition from Chinese mass-produced beads and the erosion of traditional designs
(Kanungo, 2004)

Methodology

The study follows a qualitative, ethnographic research through craft documentation and stakeholder interviews to

103


https://kalaasamiksha.in/

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 01, No 05, PP 102-108(Total PP 07)
ISSN : 3107- 4936(Online)
Frequency — Monthly
Nair et al. — Banaras Glass Beads

examine the Banaras glass bead industry in the context of globalization of Indian art.

Field Observation and Craft Documentation

For primary data collection, the team went for site visits in Banaras and Purdalpur, and the near by villages of
Kesharipur, Kapar Phorwa and Bhaupur. The documentation of the entire bead making process was done through
photography and sketch noting. The end-to-end process includes:

1. Raw Material Preparation: Cutting and preparing the required glass rods and tubes as per the designs selected.
2. Winding and Molding: There are two methods of winding common in India, lamp winding - heating glass rods
and tubes over kerosene or gas torches to form beads, and furnace winding — creating multiple beads in bulk using
furnace.

3. Segregation, Washing and Polishing: The beads are then segregated based on their size. After segregation, the
beads ware washed for removing any impurities such as dust particles before sending it for polishing and applying
the final finish as per the requirement.

4. Stringing: Preparing the beads in the desired jewelry form to be market ready.

5. Assembly and Packaging: The glass beads are finally packed according to the client’s needs. Beads are packed
in different ways ranging from string to boxes full of beads and sometimes also by weight. Here we capture the
technical details of the bead making process, labor division and how demands for exports shape the type of tools
and process used changes under market pressures.

Stakeholder Interviews

To understand the true experiences of the stakeholders involved in the glass beads process, semi-structured
interviews were conducted with the stakeholders at every stage of the bead making process. These interviews not
only uncovered the technical aspects of bead making, but also the socio-economic factors and emotional impact
of a craft impacted by the globalization of Indian art.

Contemporary Practice and Innovation

The process of glass beads currently retains its traditional core of making beads, while also incorporating
technological innovations to keep competing in the international market and keep up with the demand.

Step-by-Step Process

Raw Material

Primarily sourced from Firozabad, China and Italy, glass canes are the raw material for glass beads.
Winding and Molding

There are traditional and modern techniques for crafting glass beads, the two common traditional methods are
lamp winding and furnace winding.

[ In lamp winding, the artisan melts the glass cane over a flame and winds them onto a manderal, then shaped
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using tools like chimta and kahari.

(1 In furnace winding, a manderal is dipped into the molten glass and shaped while its hot. It is considered as the
oldest technique of winding beads.

Beads made using both the methods yield unique internal features. Advanced techniques using machines for
molding, faceting, or cutting glass rods with high precision produces pressed, faceted and tube-cut glass beads.
Other high-end beads like appliqué and dichoric glass beads are also made using advanced techniques and
materials to create unique patterns and finishes.

While modern innovations have allowed for mass production leading to an economic boom for the industry, but
the artisanal skills are being lost in the globalization of the process, with only few artisans from the older
generation remaining to practice these methods.

Segregation

The segregation of glass beads happens through an automatic pentagon machine that separates the dust and waste
at a fixed speed of 60 rpm, and processes about 25kg/hour of glass beads. Any remaining impurities are removed
by hand, before the cleaned beads are dried on long cloth sheets.

Washing

The glass beads in bulk are thoroughly washed in wooden rotary machines. They are round wooden drums like
structures. Chromium oxide and Sulphuric acid are added to the machine.

This machine functions continuously for 72 hours for the process of polishing is complete.
Polishing
To enhance the color and finish, beads undergo various polishing techniques:

[1 AB Polishing, employs vacuum machines to polish the glass beads using gases like carbon (silver), nitrogen
(gold), oxygen (rainbow), etc.

[] Pearl Polishing, involves dipping the beads in a lacquer and the choice of color, and later hanging them to dry.

[] Heat Belt Polishing, melts the beads at high temperatures (530-600 O C) to fill the cracks and create a smooth
surface finish.

[1 Drum Polishing, uses emery powder, sulphuric and nitric acid, to smoothen the beads by rotating it inside drums
for 48-72 hours.

Different type of beads is polished using different methods, each serve a different purpose. Stringing After the
polishing is completed, the beads go into the final stage of the craft process before it is ready to go to the market.
The stringing of beads is typically done by the women of the villages and it can be a simple threading or a complex
multi-strand or knotted design. Beads can be sold as both strung or unstrung (unstrung batch contains waste like
broken or unperforated beads).

Knot, a common waste product, caused by foreign material blocking the bead interiors can be found at every stage
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of the process.

Packaging

The packaging of beads is done as per the requirement of the clients — it can be packed by strings, boxes or by
weight. The beads are first weighed, placed in clear plastic bags, and labeled with the product details and stickers
of the company.

Innovation and Adaptation

[1 To meet the needs of the international fashion and jewelry market, the color and form of the beads has been
diversified.

[1 Mechanization in the bead cutting and polishing process brings consistency in the beads for bulk export, driving
the cost of manufacturing down and being able to demand a higher price in the international market due to

consistent quality.

[ Beyond jewelry, product lines have expanded to decorative items and accessories, to survive the global market
pressures (Panicker et al., 2024)

Globalization, Market and Cultural Modernity

Globalization positioned Banaras glass beads beyond the local rituals, making it a part of the global fashion and
art industry. The following cases portrays the journey of global commodity from a local tradition.

[ Export Markets: A significant part of the bead production in Banaras is exported, particularly Africa, Europe,
and the US for imitation jewelry and decorative arts.

[1 Market Pressures: Immense competition from Chinese mass-produced beads (cheaper and standardized), makes
the local artisans to undercut prices to stay in the market.

[J Cultural Transformation: Once upon a time, beads used to be a cultural artifact, now a global consumer trend
commodity.

[1 Modernization v/s Heritage: The dual nature of the art can be seen in a global context where artisans try to
balance traditional techniques with market-driven innovation (Gautam, 2017).

Challenges and Threats

The Banaras glass beads industry exhibits multiple challenges for the sustainability of the craft, as only a last few
practicing families are left in and around Banaras.

[ Declining Artisan Participation: The younger generation wants to have a better career path and trajectory, hence
reluctant to continue this low earning and unstable bead market.

[1 Economic Exploitation: The middle man, between the artisan and the buyer, captures a significant portion of
the profits, leaving certain artisan with just enough income to be able to survive, hand-to-mouth.

[ Cultural Dilution: Due to globalization, the focus has been shifted to mass production, which further reduces
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the focus on heritage aesthetics, risking the loss of traditional design and symbolism.

Strategies for Revitalization

[} Product Diversification and Design Innovation: Inspired by heritage motifs, introduce contemporary jewelry,
décor, fashion products, etc.

[1 Digital Storytelling and E-commerce: To reduce the dependency of the middle man, promoting artisans via
social media, e-commerce and quick commerce. Sah, R., &amp; Chowdhury, A. (2024).

[ Cultural Tourism and Exhibitions: To attract tourists and global buyers, Banaras glass beads need to be
positioned as a living craft hub.

[1 Youth Engagement: To encourage generational continuity, government should introduce new age training
programs and workshops to increase awareness and increase younger generation’s participation.

Conclusion

The transformation of a traditional Indian craft to a global product is reflected through Banaras glass beads. This
study reveals its rich legacy of skill, community involvement, and cultural significance. However, the
globalization of Indian art and craft has brough both opportunities and challenges — expanding market provides
economic boom and access to international markets, while questioning a concern for the authenticity, fair wages
and generational continuity.

In order to sustain the craft, design interventions are needed for design innovation, market access, digital presence
and youth engagement. With the right kind of support, the Banaras Glass Beads can thrive in the global economy
as both heritage and contemporary.
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Abstract

By fusing intellectual growth with artistic expression, the Aesthetic Ethos of Learning goes beyond the traditional
bounds of education. The pursuit of knowledge is emphasized as an immersive experience that stimulates the
senses, emotions, and imagination rather than only being a cognitive exercise. This ethos, which has its roots in
the idea that education ought to be a dynamic and transformational process, encourages students to view the world
not only according to reason and analysis but also in terms of harmony, beauty, and artistic sensibility. In this
setting, knowledge is transformed into an artistic creation that is influenced by the learner’s enthusiasm, curiosity,
and individual interpretation. Cultural values and intellectual traditions have long been communicated through
the transformational prism provided by the junction of art, philosophy, and education. The aesthetic and
philosophical aspects of Benu Misra’s contemporary paintings are examined in this research study as a means of
reflecting and motivating educational ideals derived from Indian philosophical traditions. The study aims to
restore the significance of indigenous thought systems and aesthetic experiences in creating a more comprehensive
educational framework against the backdrop of contemporary Indian education, which frequently tends toward
technocratic and standardized approaches.
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Introduction

Benu Misra is a trailblazing contemporary Assamese artist whose work is profoundly influenced by aesthetic
reflection and sociopolitical awareness. By encouraging holistic growth, critical awareness, and emotional depth,
the article contends that Misra’s aesthetic praxis his blending of color, form, narrative, and existential concern
offers a fresh aesthetic ethos that might enhance modern Indian education. Born in Barpeta in 1939, he attended
Kala Bhavana in Santiniketan and made important achievements, including the establishment of the Guwahati
Artists’ Guild in 1976. His body of work includes sculptures, oil paintings, graphic design, drawings, and cover
art that all have a strong narrative and sociopolitical bent. This study positions Benu Misra’s paintings as a
resource with philosophical depth and cultural roots that can revitalize Indian educational systems in addition to
being an artistic expression. Benu Misra’s artistic brilliance has a significant influence on contemporary art,
ranging from painting, sculpture, and sketching to graphic design and cartoons. The master and most renowned
artist in contemporary art is Benu Misra. When discussing painting, Benu Misra is known for his cover painting
and for being the founder of the Guwahati Artist Guild.

His unique approach gave contemporary art a remarkable touch in Assam. Benu Misra began his artistic endeavors
in the 1960s. Since he entered Assam’s contemporary modern art scene, especially in the field of publishing, he
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has established an unrealistic standard for cover art and evocative art using his artistic and fashionable approach.

The cover art and descriptive art of popular magazines such as Navayug, which was published in the 1960s,
Bismoi, which was published a bit later, and Prakash, which was published by the Assam Publication Board, are
particularly noteworthy examples in this field.

The outstanding creations of Benus Misra are unique. The paper will explore the Aesthetic Ethos of Learning with
a Philosophical Study of Benu Misra’s Paintings and their Relevance to Contemporary Indian Education.

Background of the Study

This study’s grounding lies in the nexus of philosophy, art, and education, especially in light of India’s changing
educational system. A pioneer of contemporary art of Assam, Benu Misra is renowned for his unique visual
language, which combines socio-political commentary, cultural symbolism, and emotional depth. His creations
exhibit a deep aesthetic sensibility that is consistent with more general philosophical traditions that highlight the
influence of art on moral consciousness and human knowledge. The National Education Policy (NEP) 2020, which
promotes experiential, value-based, and arts-integrated learning, reflects the paradigm shift that is occurring in
Indian education today. Indigenous artistic manifestations are still not widely incorporated into educational
discourse, nevertheless. The urge to investigate how Misra’s work, when analyzed philosophically, might support
a more comprehensive and culturally sensitive learning model that fosters not just academic but also emotional
and ethical development is what led to this study.

Statement of the Problem

Indigenous knowledge systems and artistic learning methods are frequently overlooked in contemporary Indian
education, which is becoming more and more disconnected from its philosophical and cultural foundations. The
issue is that contemporary educational methods, which place a higher priority on memorization and practical
results, do not adequately incorporate the philosophical principles that are ingrained in Indian heritage.

Additionally, the potential of visual arts especially those with deep cultural and philosophical relevance, such as
Benu Misra’s paintings is still neglected in the conversation surrounding education.

Review of Literature

The background and basis of this study depend on the following critical reviews: Saikia, S. (2025), provides a
perceptive examination of the cultural and historical significance of Assam’s fine arts in his groundbreaking work
‘Chitra Bhaskajyar Kalar Sarastha aru Drasta’ (Vol. I). His analysis is very helpful to this research since it covers
the artistic movements in Assam and the works of important artists who are closely related to the subject.
Renowned Assam’s painters Sobha Brahma, Benu Misra, Neelpawan Baruah, Nani Borpujari, Madhusudhan Das,
and Munindra Narayan Bhattacharyya are among those whose lives and works Saikia explores. Beyond individual
biographies, his book focuses on Assam’s collective artistic identity. It draws attention to these artists’
achievements and their contributions to the culture of Assam, highlighting the variety of styles and influences that
have influenced their works. A thorough analysis of art and sculpture, art trends, and the wider philosophical
influence these artistic pursuits have had on society are also included in the text. The development of the state’s
fine arts schools and the enduring impact of artists who have made important contributions to the national and
worldwide art scenes are also discussed. This piece is therefore essential to comprehending the function of art of
Assam within the larger framework of Indian and international cultural movements.

Kandali, M. (2025), provides a thorough examination of modern and contemporary art in Assam in her book
‘Batayan’, a painstakingly assembled collection of critical essays on art history and art criticism written in the
Assamese language and published by Bandhav, Panbazar, Guwahati. In Kandali’s essay, important painters like
Picasso, M.F. Hussain, and Jyoti Prasad Agarwala are discussed, along with the function of the State Exhibition
that AIFACS arranged for the platinum jubilee year. An appendix that offers methodical analyses of the creations
of well-known artists like Ramkinkar Baij, Sobha Brahma, Nilamoni Phukan, and Utpal Baruah enhances the
book even more. Kandali’s examination of these individuals is essential to this research since it offers a thorough
grasp of their sociocultural influence in addition to a technical assessment of their creations. The book provides
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insight into the psychological and emotional aspects of the artists’ works and is an essential resource for
researching the connections between art and societal development. The emphasis on Sobha Brahma’s life, career,
and personal journey which includes interviews and an examination of his psychological and emotional growth is
especially beneficial, as these elements are essential to the research’s framework.

Bhattacharyya, B.K. (2019), in ‘Benu Misrar Dex Aru Kal’, gives a vivid depiction of the ordinary people’s daily
lives, emphasizing how colors and patterns reflect the complexities of day-to-day life. An interesting account of
Benu Misra’s visit to Kala Bharati, where he aimed to acquire a creative and sociological perspective on his art,
can be found in his study of the contemporary artist’s creative path. Bhattacharyya’s book is essential to this study
since it not only clarifies Misra’s artistic development but also delves into his upbringing as a member of a well-
established artistic family. Misra’s quest for artistic greatness, motivated by his profound comprehension of
cultural identity, is thoroughly examined. Misra’s artistic vision and its wider sociological ramifications are better
understood thanks to the book’s captivating examination of the intellectual inspirations behind his work.

Kalita, S. (2018), in his book ‘Silpir Prithibi: Jyoti Prasadar Pora Rima Das Loi’ provides a critical analysis of the
works of several artists, such as Sobha Brahma, Benu Misra, and Neelpawan Baruah. With an emphasis on their
combined involvement in advancing art, Kalita’s work highlights the artists’ advocacy in forming sociocultural,
artistic, and creative worldviews. His research offers a sophisticated viewpoint on how these artists have
responded to and reflected the shifting social dynamics of Assam through their creations. Kalita’s book offers
crucial background information for comprehending the continuous development of art and its position within the
greater context of Indian modernism by examining their contributions to the larger conversation on art and culture.

Research Gap

A notable study gap remains in examining the instructional potential of regional contemporary Indian artists like
Benu Misra, whose works are rich in philosophical, emotional, and socio-political elements, despite the expanding
scholarly interest in aesthetic education and cultural pedagogy. The majority of the work now in publication on
art in education tends to concentrate on mainstream Indian artists or Western theorists, ignoring the contributions
of individuals such as Misra who provide a regionally specific yet globally appealing aesthetic perspective.
Furthermore, despite the fact that Benu Misra’s paintings have received critical acclaim in artistic and cultural
circles, little is known about their applicability to the discussion of education, particularly with regard to fostering
holistic, value-based, and reflective learning. This research fills this vacuum by providing a philosophical analysis
of Misra’s art as a teaching tool, connecting visual culture, traditional knowledge systems, and modern educational
reform.

Importance of the Study

The growing need to rethink Indian education as a comprehensive, culturally based, and emotionally enlightening
process as highlighted in the National Education Policy (NEP) 2020 justifies this study. Benu Misra’s paintings
give a profound aesthetic and philosophical vision that contains elements needed to transformative learning, such
as empathy, cultural identity, critical thinking, and ethical reflection, despite the fact that art is frequently
marginalized in mainstream curriculum. As a trailblazer in contemporary art of Assam, Misra’s creations elicit a
more profound investigation of the human condition, social consciousness, and spiritual understanding.

Objectives of the Study

1. To explore the philosophical ideas present in Benu Misra’s contemporary paintings, especially those that speak
to Indian ethical and metaphysical ideas.

2. To look into the potential pedagogical uses of these visual aids in contemporary Indian education.

3. To investigate the significance of aesthetic education in advancing Indian philosophically grounded value-based
education.

4. To highlight an integrative educational framework that encourages students to think critically, ethically, and
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reflectively through the use of visual arts like those of Benu Misra.
Research Questions

1. What fundamental moral and artistic principles come through in a philosophical analysis of Benu Misra’s most
important works of art?

2. In what ways does Misra’s artwork appeal to the emotional, cultural, and critical intelligences that are important
for a well-rounded education?

3. How does the aesthetic ideal embodied in Misra’s work relate to or differ from the existing Indian educational
system?

4. How might Misra’s artwork serve as an example of an aesthetic experience that can be used in classroom
settings to improve learning outcomes?

Hypothesis

This study’s main hypothesis is that Benu Misra’s paintings exhibit a unique aesthetic ethos that, when analyzed
philosophically, reveals sensibilities and values like emotional depth, critical reflection, cultural rootedness, and
ethical awareness that are extremely pertinent and have the potential to revolutionize Indian education today.
Therefore, in addition to having aesthetic value, Misra’s work serves as a model for teaching in a more humanistic,
introspective, and culturally relevant educational system.

Research Methodology:

In order to investigate the artistic ethos present in Benu Misra’s paintings and its instructional significance to
modern Indian education, a qualitative, philosophical, and interpretative research technique was used for this
study. The study uses an exploratory- analytical approach and draws on educational theory, aesthetic philosophy,
and hermeneutics.

Selected works including Rain Over Brickfields, the Death Series, and Last Supper are included in the primary
data. These paintings are examined using visual hermeneutics to reveal its cultural, ethical, and emotional aspects.
The contextual and theoretical framework is supported by secondary materials like critical essays, exhibition
reviews, and education policy documents (such NEP 2020). Recurring pedagogical patterns throughout Misra’s
work are found through thematic analysis, and these discoveries are integrated with current educational discourse
through philosophical synthesis. A small-scale educational strategy that involves students interacting with Misra’s
paintings, when possible, offers empirical evidence of the transformational power of aesthetic education.
Throughout the research process, ethical issues are upheld, including appropriate attribution and cultural
sensitivity.

Discussion and Results:

The idea of &quot;contemporary paintings&quot; highlights pieces made and researched by contemporary artists.
Today’s artists respond to and present in a global society that is progressive, diverse, and all-encompassing. Prior
to independence, some Assamese youth attended the Calcutta Government School of Art. None of them was able
to practice enough to produce work that was mature enough, let alone of modern character, even though some of
them completed the course.

When someone is in an aesthetic mood, they elevate natural forms above their basic biological needs and interpret
them only in terms of their emotional impact; in other words, they are aesthetically beautiful. It’s all about the
aesthesis of color, sound, and creative quality that gives us a sense of harmony, beauty, and composition, as well
as pure experiencing and feeling. (Trstenjak 1981)

Benu Misra had undoubtedly created some intriguing paintings in his previous career, and his entrance had been
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greeted with much anticipation and expectation by all art aficionados. Benu Misra was an extremely gifted
individual who was also a politically and socially conscious artist.

In order for art to become a fundamental component of a person’s culture, aesthetic education aims to expose
children to a range of artistic mediums. Kroflic contends that the arts should become more important in the spirit
of postmodern epistemology and value orientations because they are an essential instrument that allows for the
confrontation of existential issues and the forceful acknowledgment of many value viewpoints. (Krofli 2007)

The primary focus of the artist’s work has always been man and his varied facets and existence. However, a
reactive art specialist notices that in some of Benu Misra’s paintings, disillusionment is depicted on par with joy.
The well-known artist has a long list of brave paintings and drawings to his name. With their social and
opinionated awareness and acceptance by the best art experts, his oil paintings, such as Death, Last Supper, A Hot
News, and The Chair, have elevated the modern art form in Assam. Contemporary art in Assam greatly benefits
from Benu Misra’s upbeat outlook and ideals.

A unique field of cognition, the aesthetic dimension of experience must be recognized and understood in light of
its inherent qualities and taught appropriately, that is, apart from science. (Reimer 1998) Important pieces include
Rain Over Brickfields (color and form expression), The Last Supper (contemporary allegory), and the
&quot;Death&quot; series (reflection on Assam Agitation). The characteristics drawn from art sensitivity,
emotional intelligence, and reflective awareness that influence our educational experiences and learning are
known as aesthetic ethos. Plato, Schiller, and Herbart were among the classical and contemporary educators who
promoted the inclusion of aesthetics in the classroom as a means of developing well-rounded, compassionate
people. Aesthetic education enhances creativity, critical thinking, mental wellness, and cultural understanding,
per current studies. The works of Benu Misra had a seductive air of mystery. It was not necessary to be an expert
in art appreciation to recognize the beauty of his creations. It was simple: a story vividly rendered with strong
brushstrokes and contextually inspired colors. Misra’s work was similar to a folk ballad in the Indian culture,
written by the people for their own progress. (Barua 2019) Works such as &quot;Rain Over Brickfields&quot;
demonstrate how aesthetic experience may promote sensory awareness by using color, thythm, and form to arouse
visceral feelings and a sense of unity with nature. Through allegory and symbolic imagery, the
&quot;Death&quot; series and &quot;Last Supper&quot; force socio-historical analysis, just like education ought
to elicit contemplation of society reality. Misra’s diverse range of media, which includes illustrations and graphic
designs, exemplifies adaptable aesthetics in action and serves as an example of how art may be included into
education across subject areas.

Benu Misra’s deft tabala playing demonstrated his metaphorical view of reality, in which the message was
symbolized by the rhythm. He gave his paintings and scatches weight and grit by his participation, passion, and
clever distillation of the essence. Although it was as unavoidable, his preparation work for the sculpture come
later. (Acharya 2019)

The discussion of Assamese modern artists must include an analysis of the creative creativity of Benu Misra,
a gentle, passionate, and kind individual. His easel and bursh were more than his family; they were his heart and
soul. As artists often do, Misra took pleasure in living his life as he saw fit. (Sarma 2019)

The Last Supper (Oil work): Benu Misra’s artistic philosophy and personal viewpoint are profoundly explored
in this work. Although &quot;The Last Supper,&quot; one of his most famous pieces, is a monument to his
creative personality, little is known about its conception and interpretation in the general public domain. Misra’s
unique style, which is full of political and social criticism, gives modern Assamese art a great deal more depth. In
addition to being an artistic pursuit, his work reflects a broader societal story and demonstrates the artist’s keen
knowledge of his surroundings. (Plate 1)

Dream Girl (Oil on Canvas): This painting transports spectators to a woman’s dreamscape as she considers her
life and the circumstances that have shaped it. The dream motif, which represents the subconscious and the
significant impact that dreams have on day-to-day existence, lies at the heart of the piece. Misra explores the
psychological and emotional aspects of the human experience using this idea as a central theme. The artist
encourages us to view the dream in this picture not only as a story but also as a crucial component of the emotional
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journey of the heart. (Plate 2)

Seller of Lottery Tickets (Pen &amp; Ink): Misra’s deep interest in the commonplace yet significant issues of
local culture is evident in this piece, which is a powerful portrayal of daily life. By emphasizing the characteristics
of a lottery dealer, &quot;Lottery Ticket Seller&quot; captures the spirit of the neighborhood. Through the
character of a guy who, in spite of his personal financial struggles, sells lottery tickets in an effort to give others
hope, the work exposes the harsh facts of life. It gently addresses the larger societal themes of inequality and
aspiration while highlighting both his own hardships and his role in giving others a chance at wealth. (Plate 3)

The Chair:A perfect illustration of Misra’s developing artistic voice, &quot;The Chair&quot; blends a sharp
socio-political commentary with empathetic reality. The artist’s investigation of subjects including social
structures, emotional loneliness, and human sorrow is embodied in this piece. Even though there aren’t many
photos of the painting, the fact that it is one of Misra’s most important pieces makes it crucial to comprehending
his creative process. In this setting, the chair, which is frequently used to represent authority or stability, becomes
a metaphor for the conflicts and struggles that exist in both the personal and societal spheres. (Plate 4)

Peneki (Oil Painting): Produced in Benu Misra’s distinctive style, &quot;Peneki&quot; combines modernist
methods with the customs of Assamese culture. This picture is important in relation to Misra’s entire body of
work, even though it is not well documented in popular art history. &quot;Pencki&quot; depicts a creature that
evokes both wonder and horror, demonstrating the artist’s profound understanding of Assamese mythology and
emotional complexity. The art transports spectators to an intriguing realm where the lines separating the known
and the unknown are blurred. (Plate 5)

Father and Son (Oil Painting): Benu Misra examines the emotional gap between a parent and kid as well as
generational conflict in &quot;Father and Son.&quot; This piece explores the intricate relationship

between tradition and change and is representative of his modernist style. The son figure symbolizes emotional
longing, metamorphosis, and young rebellion, whereas the father figure stands for authority, tradition, and
possibly even rigidity. As a result, the painting offers a moving commentary on family dynamics and the passage
of time while also reflecting on societal structures and the changing nature of interpersonal connections. (Plate 6)

Pilot a lesson plan in which students interact with these paintings, ponder, debate, and produce before
evaluating their results in terms of critical thinking, empathy, and creativity. Compare the results to traditional
art-integrated teaching techniques in Indian schools. Reiterate how Benu Misra’s aesthetic vision reflects an
expressive, critical, and emotional learning ethos. Encourage greater participation in Indian aesthetic education
based on indigenous modern art, as represented by Misra.

Major Findings of the Stud

[] Misra’s paintings evoke layers of significance that appeal to the mind, emotions, and social consciousness,
making them more than just visual artifacts.

[1 In today’s disjointed, test-focused system, these emotional reactions can act as a link to value-based education.

[] An example for interdisciplinary learning is provided by Misra’s use of socio-political allegory, color
metaphors, and symbolism.

[ In contrast to rote memorization, Misra’s Death Series, which examines violence and mortality during the
Assam Agitation, trains pupils to approach social issues critically.

[1 The work of Benu Misra highlights the pressing need to mainstream aesthetic experiences, especially those that
are socially conscious and culturally grounded.

[] Misra’s paintings can serve as educational resources that satisfy NEP’s focus on local cultural knowledge,
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creativity, and art integration.

[1 Misra’s work provides a framework for decolonized, locally based aesthetic pedagogy by bridging the gap
between tradition and modernism.

[ Art is a transformative educational tool that is necessary rather than ornamental. [ The work of Benu Misra
cultivates the critical, ethical, emotional, and aesthetic aspects of education.

[] Misra’s artwork presents a feasible way to include regional art and culture into official teaching.
[ A curriculum that integrates aesthetic ethos might be beneficial for modern Indian education.

[1 A live pedagogy rooted in visual form is revealed by the philosophical examination of

Misra’s paintings.

13. Conclusion and Future Direction: In summary, the innovative contemporary artist Benu Misra epitomized
Assam’s developing visual culture by using his distinctive artistic expressions to represent the complex
conversations among people. Once thriving for centuries, traditional art forms like as miniatures, manuscript
paintings, murals, sculptures, and crafts gradually declined due to political unrest and other outside considerations.
When contemporary art emerged in Assam in the early 20 th century, it upended the conventional artistic
landscape and caused a paradigm shift. Nonetheless, this upheaval opened the door for a vibrant development in
contemporary art, both in Assam and throughout the Northeast, where the visual arts are currently seeing a
renaissance of vitality and inventiveness. Benu Misra has been at the vanguard of this artistic revolution since the
1960s, contributing revolutionary ideas that have influenced Assamese contemporary art and raised a new
generation of artists. His imaginative works, dedication to the advancement of the art community, and teamwork
have established Assam’s position within the larger Indian contemporary art movement. It will be crucial to
acknowledge and encourage Assam’s thriving, dynamic creative scene going forward. The future of contemporary
art in the area depends on ongoing research, creativity, and intercultural interaction because of its increasing
potential and promise. This will ensure its expansion and global recognition.
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1. Plate 1: The Last Supper -Oil on Canvas, 3.1”°x3.1”, 1986

Image Courtesy: Gallery Benu Misra

Plate 2: Dream Girl -0il on canvas 2.3x3.2.”', 1988

Image Courtesy: Gallery Benu Misra
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Plate 3: Lottery Ticket Seller —Pen and Ink, 1980

Image Courtesy: Gallery Benu Misra

Plate 4: The Chair - Oil on Canvas 90”x 60”, 1989

Image Courtesy.: Gallery Benu Misra
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Plate 5: Peneki- Acrylic on Canvas, 2.10” x 4.7”, 1980

Image Courtesy.: Gallery Benu Misra

Plate 6: Father and Son- Oil on Canvas, 2.10” x 2.1”, 1965

Image Courtesy: Gallery Benu Misra
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Abstract

Rajasthani folk music is an integral part of India's rich cultural tradition, which is not only a means of
entertainment but also a living document of public life's experiences, social concerns, and historical heritage. This
musical tradition gives voice to various castes, communities, festivals, life rituals, and social events. Singing styles
of Maand, Pabuji ki Phad, Gavari, Terah Taali, Langas and Manganiyars, along with instruments like Dholak,
Kamaicha, Ravanhatha, create a cultural heritage that touches the soul. While feelings of love, devotion, and valor
emerge in Rajasthani folk songs, on the other hand, they also express social inequalities, the pain of women's
lives, exploitation, and the experiences of struggle. Analyzing the diverse styles of folk music in depth in this
article clarifies that it is not just a tradition of the past, but also a powerful medium of current social consciousness
and cultural resurgence. Amidst the increasing influence of modernity and marketism, folk music is emerging as
a basis for social dialogue and cultural stability, which needs to be preserved and promoted.

T A Feld SR T Ty THaE WO F A 39T ¥, S o7 e Ao
aree g, afesd Sisiias @1 rgerfadl, ammrfors aUsRi iR fderf@e fauad & Shda aedrasr o
g1 I8 Haltd WoRT faffiesT Sifcal, Heerl, cagRi, Sidel H&hRT 3R AT#ATGh Teait & T o
¢ Als, UTel T B8, ITad, CTell, RN R HAINORIART $r amger Aferal, Srefer, HATIT, Tavged
S8 Al & Ay Aele Th THT Giepiae fauad w1 AT Sl § S 3eAT @ Fae e
Tl Tt ol adr 7 STET U 3N 9F, AfFd 3R dRar @ A 3eRe € a8 gud AR 9
AT fAVHEd3, F-shaer & dist, ewor iR Ty & ngefaat S o sgdd WX g1 3H 9|
ﬁmﬁ?ﬂaaﬁrﬁﬁumﬂmﬁ%ﬁwm?a@wﬁww%%wm
37T T R 761, Sfosh TdATeT AATforeh Ade AR Aeplcih qoaccdlal HT ek ATeas o g
IMYfAehar 3R SERAE & g6 YTd & dr oleh FId @A Fare 3R Aiepias Tarflica &
YR FI 3R @ ¢, o8 T R gafia wta &1 3maeashdn gl

Keywords: Rajasthani folk music, cultural tradition, social consciousness, folk heritage, female voice, public
dialogue, folk instruments, Phad tradition, modernity and folk culture, music and social change.
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AR T Fiepiaeh fafauar sadhr sgil ol WoRm3it & aRefard gdr &, Saed @ @old o
HAT FAgaOT T W gl ik Tl o FHael HeARolT A T Hd g, Sfodh Tg TAS &
AARF 37, Wfaerias T, shaer et 3R Fadf &1 gwardsr o @ar 1 a5 wWowr faQw
T T S &1 # 3cdd AFd &9 H AIAT g, @l s Gl Sfefoiidel H TETs F
AT §| TSTEU & AN 3, STordryg, WAoo Hloel AR Aieepiae fafaear o v
T deh F@IMa WoRr & AT fmar g, S O ax O Aif@s o & AredH 8§ 3w dedt
W § (AT, 2018)

ST St ol 1 el geasfA srcdd Taey IR SgImanh W@ g Tl & o A
# ofaef@s dRar, enfde e, 9a 3R g T a3t & oe arArfore favaansi iR fage
de &1 sffcafdd Ao &1 3ceIoRawy qIge H ®3, MeMel H HAT, 0T gd9d 3R SAer
ASAT & MUV dlleh FATS H IR-IH 3R aRGEy & FaOR HA 8 (31, 2016) | T8 gl 3R
HART & o7olel HiFd 3N IHEACH & TR A T I TG &1 Tg FNaad WRT Hael
TSTT-HGRIST3 AT 3T I 1 IMUTT FAGT I, STesh STH HT & guy, Nr, 97 3K 33 i
ff afFAfd sfMcafa g &1 Toeae & Ry & AR A, 79, Re are, ey
e, ST, Afics IR i, ST 3 T geeyR @ SraRiRa e ¥
ST, HIAOIAR, SHrefafer, 314d, 7 3R FoRT S8 Gl & 56 s SRIeT &1 o1 had
TSI, dfesh 39 AT & TIMT H aTolhe Toild I@T (TTERT, 2020) | SAHT NI Qell, IT-TFwar4,
areg SN 3R SNaT-Aqet & TS g § 6 T oted Folld hdel AT T WO T8l g,
afesr a8 T qul Slad-gdiet B, St WiATiolh WIS, Ae, 3caa 3R wust &1 s g

3T & A0 R Thelieh HaR & T A STgl Uah R Al FATIAT HT gard Jal g,
TET gAY T ol Hen3i & T H Al o THA NS B IYfAE FER AEIA 7
3R @t Hlld &1 AT A< Yae U §, df gadl 3R 38 IRaRE Fa®T S Gl # 817 3rer Bl
o FRufa & 39 3reggs Y yEaear 3R &Y 310 g ad § F &9 I8 gHst B uereue
olter &Il el 3 &1 WO o181, afesh adaATe Ao Adar 3R diepides AR @1 o
HAFT ATETH g (FH0M, 2019)|

1.1 TSy e @Ifta A [far wRie

TATCHe T, eTfieh 3medT, X, favg 3R #fFd & T U 919 od §1 Ig fafdear 7 &aer
Mt & fawaaeg 7 aRafara i &, sfew wefia & Ao, smer-vede i geufaat i argat
T FGc g% FH geamar g § (Tl 2020)| TorEARN e Hlld A WRW T 2,
ﬂmﬁaaﬁ,aﬁmqﬁmaﬂ?m—m*mwmﬁwﬁﬁﬁmﬁ@%l

1.1.1 AS: TEAN FMT A #/s AN I Fa 3chse AR FellcAs IMAT WIS H AT Sl
¢l 38 ae HIR @ AR dledar @ oRquT g &1 Als A H "FARTT doH, gAY, 3R
"fRfRIr & AR H] M 3T 9y g1 Tg A W IR IR ot FIMT & THeaT 4
i g5 AN S & A e i B grerh o fAerch § (A, 2018)1 AlS FTIMTA
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AEAT: A AR N TR gt 7 [Forer 8, 3R g 3R FaAToTeh HawRT, Toredr=h Scaa, 3R
HIEHiceh 3MATST=T # amgm S g

1.1.2 9Tl Y 63: $35 TIAUSEATT H Th IS AR vedielehell IUTRT R 8, ST 77gof), &
ARTITT, TNTA N Meheadi3it Hr warsit o 3meniRa gt &1 sad R F98 (F3) & goa
HIITHT garT FYOT T #R A AR 3fReTT fRar ST &1 ot i wAr It & aTh, dRa,
3R sfoea 1 o g, 58 T ¢aca 3R WROm & ®T & S@AT § (S, 2016)| B3 INIA
& gafeT, FReehelr, areet 3R TeATicHs T@ & eI HFAST gia gl

1138 AR SEf afte: et anfeand (Fead: e ader) i Aeg-gald W §, S |-
ey 7 R 3R ardch H HAs W IR g @1 @A deh Aed, fcd IR A vk a@y
gId &, 3R Ig enffier favare & Ary-ary Aerife Thdr 3R qAfaol ader @ o sifdeaea
FIAT § (HE, 2017)| TG 9 Aegare-war, M R ghr smaumr & 9Ra dwha §, ot
HTETcH W, Siael-Hed, AR #Hifdew Alg & fRIFT T e gael giar g1 ¥ 3fa ameArfes
TR W HeleT 3R FAGAT FT HGA 3

1.1.4 HRT 3R AT F HIA- IS H HFT W diies FINT & ATLIH & 3cdd THTGRMmel
T O f¥gFa §§ g1 HNT T3 FoA—or R A St AY TH I O R, "H g T@)
S —3TT shdel TAT ATCHITHCITFT & AT &1, dfodh ATATGIS ®fedl & AUy &1 o Idied &
AT (AT, 2021)1 HRT & Mt # wfFd, fgke, 97 IR GHATSE Adar w1 Iy FAer Rt B
ST YR 7AGT Piveh Ao [aY §9 & gfed 3R afad ddAs & AT & §F H MT A1 &l
31T T FATHT, FAAAT 3R -4 $T s7raeT & TA1fd T §1 THET 7Tt 7 GRAATTr
e o TUSe ¥ § s & B, owd g eifFd @olid Reg-ARe# Tohar 1 Iofish aefcm &
(Freiehr, 2019) |

1.1.5 -1 3R Mg e goreas & d) T o9 e fa & 0 w@ww § o st
F FAAATE H SNfad W@ §1 SHeT Azar3iR garsid Aewnsit 1 AT, 7o gargs guy FHr
Arerarolt A fReafad, anffes ard, afagret iR Farsr &1 Adar & eI §1 3 Mat A JoaR,
e, T 3R AR & fAv A e & e el gl &1 SAehange GaRT AT S arel
3 Ma grefad dRar &1 Sfad §F A o9 ¢ (g, 2015) 1 37 AT WRIBT & TOsC giar &
o TorEuTel @ HINd Fad vE Fer 4, dfew U Siad Epia g-forae sfagr, sifad, IR,
AT 3MTee=tr 3R ATHfRS A=l T Ieed T g1 Fedeh M Aol et o fopely qraATioTh-
IMeTfcHS AT WEHIdedh 3687 AT Iid Hch 8, 3 T saehT TenRicaeiiorar dur Jrfear &1
3TUR &

12908 % aegad IR sah apfas sfae

TSI ik el T JATCHT 38 Al # FATGd &1 561 Ueh 3R T SAlehoiiaet o 3fegerdl,
HAITAT3T IR ARt $r aereg dfFcaidd wd &, a8 IGIIT 3o Ml H LIITcHS® Slaed TeTe
A g1 A deT F Fadl Lafel IcUedd A F 3G ¢, dfed I Th HYUT AiEpids Tl o

121


https://kalaasamiksha.in/

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 01, No 05, PP 119-129 (Total PP 11)
ISSN : 3107- 4936(Online)
Frequency — Monthly
Vikram et al. — Cultural tradition and Social

§-3TUa Ta®Y, 3cUT, 3UANT, R AATSS S5 & HROT| ST & dlih deddT T
FRITRY, WiEpiad T 3R FATSr T JgaeT @ TS & I3 8 & ([, 2015)!

1.2.1 FHAIET: FHTTSTETT T Teh THE HT:I)H'I?\:J (string instrument) &, TS aeT 9AET fAQVa:
HITOFIREHACTT SaRT f&har Sar 1 I8 3¢ & @, ahsr iR art & [T gar 81 swh I
Teh Y, HEUT €aTey 3cTeeT hlal & Sif SNehalial & AT &l JHTS &7 & TN HIAT &1 HHTI
Wﬁ@?rgé%(ﬁuﬁ,zozon g dley IRURSG & § Af@s sfag &I Flawg & &
WI&T el T ATEITA TET &

1.2.2 qEUTEHT: 7UIECYTTHh YTdlel ciddied &, Sil 7d0rd S[3T eiehehd3it & SRoT fafRIse geAmT
ITCl I 1 AT ¢ o 58 T8 ggel a1 o TaF AT T IR & 141 A7| Jg g
AT H HEI: e, A7 3N 72 HHAGTAT SarT GAeT H ST Sl g1 Taolgedr i eafay 3,
eATed AR AT Aol 3rqeffad orch 81 3@ Told-Thid uraraeh, fe] 3R ohamaesh
Y HY W FCHT o AT g, [HqH g a6 TSl I ATHT-HAT WOl 1 o 31fde= fgear
g1 1T § (3, 2016)1

1.2.3 AT IR THFART: ZXel Uk WY Afhe] Hcdd geraRrmen aigd g 99 a9y &9 § waw,
AY-H, 3R AT FHellhR 3UAT & ofld &1 sHh Aorasll eafar 9e7, favg 3R g & @y
e T el &1 ATCIA g1 THaRT, ST 6 17 & TS §, Ueh dR drell aed g, St gt
3R AT G@RT AT S arel Sl WAl HT HET dreF g1 Tg @re, HfFd 3R AURor Shae
N gdielcAs AFfRTTFT & §T A QT ST &1 37 Al I3 # GGl & GIY-HrY HATT-9aew
T IR &TACT gl &, Torad Hiar 3McATTHR g 35dT § (IT, 2021) |

1.2.4 SHelY: SHAIT THISTEATT F imdiidl & o 3T ared A fg AT S &1 [T &,
orar, e, 3R enfiter 3merat & el S8 SoeR |efgene FRdl 81 SThell & YANT ATATSE
TEHTRET, 3c8d 3R 3cATE & TUqFd I & v fhar arar §1 g e-gufFaeor & & s
AETH & ®9 A off @ AT Thar &, ST ARRAIT U gla SHell I AT G 39 Siiae &
3fegeralt, Fest A 3men3it @ ofat A T § ("ol 2019)1

1.2.5 ACIIA FT WP faF TAlHaIG: AGEATA oieh e hael eafel Iculaeh IUHOT o781 8, dfeh
I 3 T H AEFAE glw §| 3T aredt & AT FUEtT daE ¥ g §, o S #
arel, A T T, gl B 3R, ai F guw M| 57 A+ H g H TAENT A,
IR RIeqaer 3R T & drarera $if #1aeT FfRd @1 €1 3aTevNd: JaUigedT & 3K,
8% [T O qEuT # IR, AT FAET B ANAhR 9 3H HAST H UTfAs Hodesi,
Mepreramatt 3R ggareT &t geidr & (2T, 2018) |

1.2.6 M AR AT F FHeAT: Ty S FMd B f{Avar ha 3R e & @ v qo
AHESET A AR 81 dleemas S« dR amAr? 9 g, a wARET 3R Slersh @ IS 39 AT
Follg T &t §1 ST Sl Al e S §, A ThdRT AT TR AgRAT 3§ AUAT F G FaTeT
Fr &1 faarg ofiat 7 swell 1 U9 Ardeey 3o AR AEAREHAT F TFC AT ¢ FH THR,
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JqeT Hdel HeIH ded oel, dfesh M H AT 91 I 8, AR YT AT T FAfead b
JffeafFd &1 AT ed § (A0, 2019)| $H YHR S@T ST dF TSRATEA elieh qEIIT o Hddl
TN 1 AT g, dfoh I 3 FHIST I AT, TR, $TA8E AR Wi HcAT & Hargeh off
€1 SeTehT TRETUT 3R SEAASNAROT HIThiceh T & AT Icqd 3MaT+ gl

1.3 I AR FAEE-3TeReE Wala e

TSTEATN @eh I T 3TcAT Fgl & faRIse Sy @Hert $T Shae-2el, WRT 3R diepias
gfeaIor # -8 §1 37 FHERT GaRT AHfla $i1 78 Holld WoRd o &ad el & &9 §,
sfesh arATioIh 31T, drefes TAfT 3R AEpides case o1 Aregs off §1 39y &7 @ o,
HIAORAR, FTA T, TGS S FHAGTAT o T T e FIfNeT RO & G AT @i g, 5
afedt & #Af@s W & &9 7 o 3 W § (A, 2020)] F FWHAST T A FAAT FAFR
3R T & Fad IRARSF qEH; T IIA-H9H TAST & g M, Feeian, 3R aesfas
argsh 8 §l

1.3.1 9 AR HAPRIR FHER: &7 3R Fa70FRer W Goer ¢, s gRuel Io e & IR
ST-FIAVERR SFFAA, AR, IR frepeR Toreli—at et gu &1 ¥ AfFerw woger & S WRrerd &9
¥ feg TSI TETH (SSTAR WRT & 3Hddid) & foav afid and 3w §| HrfoaRt & ofiar &
Sdr-gaansit H Fgfaan, Aecaar areh AR Afeaary @ amard, R WEfiE TeqE dRE A
dRar & auie g ¥ g Mol # FAT, @sare, 579 3 aregd=t #1 v g § (g,
2017)| @ FHER & M HEIT: HIR I, 9, 3R AT Faul ) S ga &1 3 arafsik
ZVGAThT 3Tchd HTAYUT YT o &1 Sofeht Il FAT 3R oiieh STG=A3i &1 37eeld Herdel gl
ST M I FHIEY T HYITH FaT gl STl § (AAT, 2018) |

1.3.2 FTARAAT GHETT: F7o/ eI HHCTT Y "ATA-IMeT dlell" HHERA HIAT STl &, FSTaehT qoRmard
TSNt AT JehsaT 3R 3oteh TaT & N Sl @Y &1 37T Tg HHT 3791 fafrse #reraforar
FeF AR Mt & FROT FAASET FAT T TgT I &l $o1h Ml A Shawt Fir aifq, Hiea
Hfeafaa, AR gfa & @Y AHTET H TaeT TS &9 F G@rs & 1 977w, Gt 3R dursid
CICURES FIh Hafe T fewar g J (FET, 2016)|
2009 H H‘\ﬁw E\?RTWWW @FJEFW "Intangible Cultural Heritage" SIT¥T fohar mam, oo o
ey giar § 76 I8 W & shdol TARNT Ggalel HT 397 g, Sfosh diRaeh Aiepich exigT o g

1.3.3 749 3R 7 WASH: TG HHACRT HT gl 3eich alfdeh MY IR HAUT-HUA H WRT @
I &1 ¥E THGT AN uiffieh 3MEAEIIIHAIOT, HETHR, AT T AT 3fe—hT wieheget
3R e AT F GEJd HT §| FeaHeT # gHq Sliast Siar § 3 3r9eh shfasr & fav e,
HafteT, s R AT & Heloel Gl 81 51 FHE & Ml F Fo, 53, eha AR Her-gag
& IS BT § (SfeT, 2016)|

1.3.4@eEenT 3R e et #1 Wolld RO TSI & 3od WIAEEeT HER—d Forrvy,
IRTIAT, ATRT, A HARTA—3dar fafdse afdl iR aegasl & @y vd @Hey Hfld WRT &
aEE &1 S Telld WATOE HTIURT & Y el & IHegerd, faweems, daer 3R aesfas
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UEHlel T YR & IRT Bl &1 o8 WA SIS, AT Fd 3R AT S Tehofedl &
mwm@gm@éﬁ?(vﬁ@nzownmwﬁamﬁ@mﬁmsﬁ%m
IE-e-dEr AfES & & & Wi gl W &

1.3.5 @M & graTfas ggara 3R WERe IreHae: 54 S FHeEl H FIfd WRIe 3
Ao 3ifedea & fia §1 I8 @ 3% cATFA, FERRE Adar AR afas darg @t
TRAFA HAIETH §| S Teh HIAOIR FellehR "HARAT ST AT &, I hael Teh M Teqd oTel
FLdT, dfedh 39 sfaer, STAT 79 3R gEfoe gael &1 Y Shad a=ar &1 38 YR Frasfear
ot Sta Jea-alia wegd X €, & Fad Ao 61 e, afed T 1A, died, 3l
AT Al & Tl Hlch & (FAT, 2021)| weh HINd 57 FHETAT & AT Shaer TSifaehT 1
T A §, dfod AT 3T AT TgdTe, HERT & TG AR FERIT IeAad & T
¢ TE FHACE-3MRA FMd We g4 I8 fAwrcd ¢ & @l shaer Siar 3R Feller 1 ey
T8 &, afew a5 wATer 3R wEHfa & S Shaa darg &1 Aregaw o § (Fom, 2020) |

147w Wlta i FiFFfas W AR awfeF Jaar

TSEYTAT s FNd hadl ARl IT UTfHS HAfFd HI ATLTH gl ¢, Sfeh Ig FHTST S 93T,
gy, 3rgATAdr 3R Shaa-gacg $r g iffafea ot war &1 _Rffes gt § 38 gl o
ATATSS Farell &l TR Sl W g—a1e a8 T Shaer &7 AsaaAe g, fharer $r dier, sta dee,
Iq7 AT ATl ARIal F Tt gUry T 3ufufa 5@ Shad 3R dacsehar Sersmyr &
afafda & &t & (Fgar, 2018)1

TSTEUTA &eh F@altd & &1 Siiael &1 fafaer sraeard—sregere, farg, faers, ara-ag det, Hdled
#$r =g, 3R FATST A T A FAE-—HT T8 STl BT &1 INTG, FUGRT M, s719 F MNTIAR
FlEvotd wirehalicl 7 T & HeT3feraI—3Mme, WisT, JelleT, 3R Frarfoies Seret 61 fadee @ S
g1 A §0 @ f3grs Afaora "fAar & 1 & gAnar & 98 & O & faoig & ds1 cged gl
8, o @ofed Aol Al d T 1 gk AR sAaaAicash TehiaT i gidl &1 5dh 3Hemar o
afrat & e e, e, 3R Ef & "W e Al dF AR @ e o afkifed
& & farerch J (e, 2020)|
&t T off 9 el amet §— 0 "#Edr @ grar A, ' o qurlt g8l —ar & 3rae
3I37al T HIFCT g, HIF, IR FTON & TY FATS & FFAY TEJd R § (AWrEd, 2017)|

USTEAN e o 3T, TGl T F¥h Slided AU Thid W AT QT g—TaATh ST T
TSI WX | Wehaficdl H AT T TAaTT, G@T, hlel 1 Fe1eT, G HT gifel, 3R e Siaet
& gEe JUY T TR-GR AHFATFT gl &1 "Il $T R 3R, AR oRAT A0 A S At 7
STl Hhe & HROT ATAT Haell F 30T arell svgar, 3R Shaet i wfsarsat i srerd Fercd B
o dpalal 7 STl & fow Eaah i S I, FT F A R # e aren Hisarsar, 3R el
IR T TlRIcHS TN TATST H ST & Hecd PI TdT & (Fleihr, 2016)]
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fohaT Jrielorel & dedt # ot To ciehelial & FHESreN dusl T T Fors el &, 5 6 P
FURT, KU, HR TR ATl T ITera—aegia Ig et AYfas HiFegiFaar g,
W 39 TE WRETT I3t 1 Rear aoely o @ & (3, 2019)1

TS S FraATios &0 & e T & S 3maAaae el @ &1 e it F wi-mdt
IJg AT Tc¥eT T ¥ Yhe BA & O FS G TR & HAEIH |
O Herdn gfeigaaerdt & Mal # HEr gu TA i ew Tuse Ao T gH Serer H
&g IR A1 A A W T € 8, 907 A1 ST 7 &b R o i g Iy arnfares faaet &t oo
ad & (31, 2020)| sE 3fARFd, 7ast I, salers I, 3R TR STFld Aala gRke T T3
FHGHT @ ACHTFAT H Ad IR Ere gArs & g1 FE woha fady, gfad sk
HTCHATETChR T HAF HAIETH T ST & (TSTqATE, 2021)1

oY= Wi dr & e oS Jerdai—oi 7E e iglers, e Fai3 3igier,
STAAAT HBR HatersT 3T & et ot Gors S &1 Amefior avf & W@ 91w Fo ot
el A A ORST e, BT AT WA F AT Sl diFkaal 3myfae gelardr e Alse
I AT GET FA &1 51 Ml H ieperddt e AR aiRfEafaedha =arg & Al garg o
€ (59, 2022)| 387 YR, 33T g@arT M IC FOrget q, Frer-faarg faRiE AT e aAtee
FUREAET faaRURIS 1 ser & €, AR dlier Folid &1 ST-STe]fa 1 ATeds §a71 o §l

TSI oieh Fefta 7 el &1 amefierdy & Fhaer wiespfas sifdeafda &1 Aregw W 8, dfosw
g T A, 3TcAse AR grarfais Bufd & 9fd 3o4 gfseaior 1 gfafds s &1 & T o
HER(T 7 Ueh YR T HTATTSIR ATcHSAT TEJT T g, TS 3oTeh eafFdeTe 31781, HTa=ilcHs
detrd, 3R AT AT & S w1 FuY AT giaT § (AWrad, 2019)| Ig G & & v A
dhael HeARol, dfesh Fale, faer 3R smcasdispia a1 & o gl

5 IR A Ml F AT T 30 FATS & idfael AR Mo & ey gogst a1 awaT
T § T 30T §1 H3e7 e, Tzt e, AR FEroer ot # T 39e 3eqeral S,
oo 3R el M 9oy & Ty g FA g1 “gue # F4 T&A He, 91 HE ol
SIE It # E& AT Jrarer AGHAT WX EET R 36T g1 ARY TRl AT Y gedr g1 afew
golellcAs Gfaer &1 HIMT # dgolell TS ater Hftd i fafsear § (T, 2021)1 amstor
AGETT ST Wl A FIA I §C Afed T F M el & A 95 7 HT THT F HA H
& WY-HIY Th AT Halg IR Adlddlioln HAT 3eqerd 87 & Srar g1 J§ M Tehewdr
e B, dfch THAMISh Udal § JSh FAFT T AT HT fAA0T ad § (FgaT, 2018)]
HHINA olteh IMRADIS S FHer, Ta7iaTs, A &5 AR FeRear= dieh TR & A0 &y &
careaRid far g1 seeiel & AT fAST @ dhad aWdl 9w WfAT T W@ 30 AF 79 W
s fohar, foraa ot dr sufeufa R smarst arst 7 3R 3R gegam g Tehr (i, 2022)|
st o arHIOT A H ART Sl e, e T AR FaraeiasT Mo e TAT & ACTH 4
AR F AT 3R ATUPR IdeT &l gl AT WT &1 39 TR ITEATAT dlieh T H
N AFAT Th TEIAE TIEY A Yehe Bl §-STel 96 WA, Faee IR Fd—dledl TR R
qrATfos TAA Fr g FATT gl
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1.5 MF FAT 3R Feraaen

TS s TINT AT & T Shael AARSA &7 AT 6T &, Sfeh Tg STTddelT I Sad e
& T Tk HAFA ATEIH TET &1 IRARE el A FAST & Afdedh FHod, THaRoliT dder, Sio-
TR&T0T, RIETT, TaTeey Ud AATSIh GUR S fawdl T GHaRel aliih & y&da fhar amr g1 Ig
M Ah AT F SFeA-5FT T Tgaa &, [Fraq J§ Seraderr & faAor 3R goR # faRrse sifas
AT & (FAR, 2018)| ICTEYTT S YSh &1 H Fo7dhl Heell Hl eliehelicil # S@sl T fFelm
gl & I A 0 Mg FAea & S a7 & AT, TS Far Hr Agar 3R ST TETT F g
Sfef AT I 3SR FIA &l 3eTe0T Ta8Y, “gg-5a & st 1 S Mt & Stel H 93 §g ¥
AT TR AT, TTER ST & STel S2e 1 SRom et § (Shel, 2021) ST et
A FATHR FTaf3a e ST WA & 76T diosh WEpfas T W &, 3R 3@ F3 Ml 7 -
TIETOT & Yid Teh HIGelcHe Sfora o S@el 1 fAerar g1 3 afid 5 N &l FEre=l & TFA
3R 35 @dd 39AeT & gfa 9Ra & £l

3AS dliheial A e H Fgar H @ifrd Far a7 §1 [T w7 F T e A S e
ST arer At F Tg oaer & Sl § o udr-fordt 98 'R Ay areA, A1 9 geel, TSI
Y oT gAST F B §1 A M Fao AT T A5 FT GAH AL R, e Th A3 QT A
M Ser 3a § (T3ls, 2020)| FET STer TaaTg, ool AT, STl AH 3R AY H gy A @rATRSIR
AT & AUy A o Aeh amghi o Al T T Y g1 A Ml BT A, RO, GRS S5,
3R Tohel FEFAT & AT ST §, TTEY FAS & AfFeT qoif F 9w F TR @ar ¥ (@,
2019)|

TSTEATAT Seh Helleh Shaol AMcAhR AT deeh 61 6, d FHS & MR Teh HIEHdeh siccdepd!
&1 AT AT §| FAR e, ATIOIGR, HTTHACIAT & G, TUT IMEfAeh oAleh ¢ S FH,
39 g, AR Favdt AT AT 39 AT F AeIH ¥ qAiawor, e, Afgen wufFdaor i
FAfSs THAr S RWd W FeHAemeRer T ¥ @ERT, 2022)
o1 Wik ATHR Y Aol FAST & oA AP I ggA & safav A @efes IRadd &
3T T ST &1 SoTpl TINA o hael IWRT T TEIdT § Slodh SAd-3Merelall T Hargs 8 &
ST 1 TSEATAT ofieh T, ST Wb, hdol 3Tciid T ERIEX 18T &, Sfesh ddHATd I ATHATTSD
e IR #fasy Fr Gar a7 & aren Shad AegA o g1 588 Afgd e arunr 3k
AN Hedr H sfeafFa et off garer & Hare, A IR FEREr # 9¥ @ @ g

1.6 faswy

QAT Hedl, Adgriiie I, sreatfcre a3t 3R FHerT i A # G g gl
0 o & ATEIH T Ig TASC @Il & b TSIeUl T Alhdeiid WaRT Ay Ta®dr # o shadl
Ao 3R e fafavdar wr aRergs § afew a8 Uow &1 @@Eiloes dXEE, A
3ia:fRar 3R Seaaar & s ufafsfea a=dr §
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vHE Ashst & &0 A Fg 9T T TR ol Heflg 1 AU’ — His, qreeh f 6, ey, #R
HTeT, ATAMATT — FATST & AT Tge3it 1 gfafafted e g1 oiter areadT S8 Aquiged,
HATET AR HIN o hael &dfel 3ceet el dTol 3T &, dfech 9 FHRT I AEpids T
AR @Hfew ggHeT HT argen o1 g1 HIATURIR, o, SHrefelerdr, aitd S Scg FHe™ o 39eT
faferse I3t & Aegw ¥ F@9la #1 Shad 9a1C @1 g1 A &, dheiar # S Sfae, arArfore
HeaTTa, STl Hehe, Tohallel HaY S Feal 1 3ufeufd ofieh Hellcd T Teh FAF AIAITSH GEraol
HT Sl Felel I g

aiEpide R FASS Aged @ give ¥ WM ST ol olieh Halld IASTEATH T 3TcAT § — Tg
HEHTch HIcH, AHCIS Higle, X SIeTddea &1 Halgsh &l @ih Hlid HATSG Hag,
ORI & FEATRT, 3R WA Al & AR &1 ACTH @M g1 TE o shadl Iclid 1 SAsdr
¢, dfcdh TAATT T SIETeh el AR AfasT & fGem aF el H Fg s gl ¢

HIAST & AT g FHTIAA T TE &1 Fehell & b TafdesT ohven faem3it # weRor e, &
fa@el, oo Shaer 3tk AREew yarmal i Jefelm &1 ST ITYfAHar 3R SGR & e ot Faha
&1 IEATT fFE TR G @ Fhcl §, T6 o MY &1 Teh Ageaqol &7 g1 Fhell g1 SHS
HfaRera, Bfeea caewid W ol Folid &1 wedfa, aedl gamsi & sHehr Fheiar 3R o
FHATPRT FHr NTh-arAToes Fufd | Higd reage it =T 8

3 YR, ASTEYTA lleh HIlNd TORT T shdol W& gl Sfesh GeT: T Sl et T vh
FiEpicer AR Afde raegehar gl

ot
1. ieare, 3. A (2014). TTEYTA FT 1P EIEcd. ST ASTEATH T 37hres|

2. e, TA. (2020). &P HATPR N TAEYA FT &l HINA, NUGT: HE TR |

3. W, TA. (2020). TFEYTA @ dld FABR HN SAT HIMT GRRIT. SIUR: HAE olieh
TEYT|

4. <N, GHI. (2018). ToTElA! &% HEPIT FR FHIS. b ERR Al 34|

5. <R, TH. (2020). TG & Ml # & g H AT F. Sl TEpIT @i
TEUT|

6. &d, Usl. (2022). FFHa® FIaRIe 3N &% Ho0d. 7S fEoel: TdTerol-Hare HET|

7. areir, UA. (2019). &% Hlfecd 3R HHATIAF 3glclad. 3I5TAY: HEHid Hale FehRre |

8. i, . (2020). il H SIAT T 3R THfGAFH T ATH; THBNA AT
IETIT TEAT

9. i, WY, (2016). TSTEYT @ FllF WRWRIU- TH Vfdgif@ed gREET. a5 feee: IR o
FHell A |
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Abstract

India has a rich tradition of music since the Vedic period. The Samaveda emphasizes the pervasive nature of
music, along with the rules of presentation, outcomes, and related regulations. It stresses the strict adherence to
guidelines for achieving harmony before and after musical performances. Knowledge of musical traditions,
customs, and laws has been obtained from ancient times through musical texts. In Indian thought, there is a subtle
and concise discussion of conduct, behavior, and influence based on the philosophical and practical principles of
music. From these scriptures, we gain insights into musical merits (Gun) and demerits (Dosh) and characteristics
according to time, era, and circumstances. In the art of music, the scriptural regulations of merits, demerits, and
critical judgment establish the importance of these texts by providing ethical guidelines for the unimpeded
experience of 'Rasa’ (aesthetic delight) by the performer and by conveying moral ideals and inspirational elements
to the general public, thereby easily reinstating Indian musical philosophy and culture. The scripture of each
discipline directly defines its customs and policies and provides guidance to practitioners of that subject. In Indian
music, we have gained knowledge of various musical experiments, customs, and disciplines, such as the ten
characteristics (Dash Vidh Lakshan), Gamak, Meend, Khatka, Alpatva-Bahutva, Raga Prayoga, Dhruva Gaan,
etc., to clarify Jati Gaan. In this sequence, ancient to modern musical texts also provide us with merits and demerits
concerning various musical subjects, which are essential for the art of music.

2. dfeeh HTer @ & HRA # Gl &1 TFeyr W W@ &1 THde H Flld H eamaehar dur @y -
g & wEgfa & faue [ gfawer td doredt e, sedfa & 9@ qur gear & feamwaerdt wd
TIREGAT WIT g fAfése faem fAéer &1 HoR urelel 3aeash qardm §| Hefia Fael i & Fiohfas
W3 i A - AT v e &1 A 9r=haT Frer T & 9Ied gar 37 W & ARG Rt &
Haft 1 ardifaren 3R grnfre faumEl & TUR WX 3R, sFEagR AR v B gEAEaT ¥ ARefd
Tl ged gl §1 ST A § WY, el Ul IR & AR §H FENfaeh JOr-eIy qur wfafor
& == ared gier g T Folm F FAER TH TEIIA F TEAT GanT W dr e i gq A
fder vd e #F Ao e vd e dedl F FEINOT A AR ol G¥ T EEEfa @
eol & Wioedd Fer # 0T A AT arg U #1 amead faue g a7 Ageaar &
TEAIT T §1 I AF faer & ey 39 vy 6 AT AT *r gczer v @ Fefa wwar § dor
fawar & et @1 38 dou # G Ader e aar g1 AR Sl # Follg vy deel 39
ST, QY AT HRATHA T AT §H TICT Gl AT &1 S A G I TS FT g a2r faer
JeIUT, IHE, HIS, Weal, 3FeYca- Sged, @ FAT, gar T S| U e H URNA &l o
3yfAs Fe & F@olid 7=y gA Affies defia vl & wau 7 quray off var &Xa §, S |l
faur g 3mavas Bl
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faffest ol emet & aqo7 3R AW & Heed AV ¥9 & o foRam 9 §1 Fg Hld & fashrg
3R AT # SHS HHRIcHS THIG 9T &l Gohrel SToral §1 Ig 90T 3R aIY HMd & e 3R
AEPIde TEol3il @I YA X § ATY & 38k THSS AR AT Heed @l Uh 3T 79
# o Rrfa a=a ¢ amrioe, s 3R AT gfSeator @ o g1 aquit 3R QT @ Fee
AT ¢l UG Holtd ST # Ul @lef & &1 -0 & @R el 3T @ ¢, Serat
geT-hel G HUool FHollhR YT AETRR HATRIC HI RIS HJER deelrd o
3§ AT g ARF Fa @ & Fa F U FT GRS F9 @ Fh &

FAR Sliae &1 9o3sh BAfa # o7 9 2 vl & fondll &0 & @oAeT 30 8 @ &1 A0T-aIy &
dread fondlt safea ar aq &1 gl 3 wAAr i et galt & sl & §1 gahd 7 qor-aw
#r 3@ Tt #1 IRAF F@f@cT T gH ARG A& # greq grar gl

LG R A FATHC: || ATCIATE HEATT 33 galieh 1

9

AT STET JON A AT T HRF gl & 3R Gl Al @ IHA! RIOT BIell &, 31T I ar
THST & Gishal # IUI-EIY H et Feh SAleell AT

HWWW,W,W,WM@WH#W@FETJM% AT &, 3T AT FINg gl
HATSAT & HeT FI Sidel 7 3T TH 8IdT ¢l FTAHTTA: §H ST ¢ foh fohal 8 JhR ST M
grest fohar & T M 38 AT & T 3R HAAT HT gedl § U UiSd 3EH Hiiged A
aqar g, foaai ot 379et TadTd & HTaR AYXAT 1 Wil &1 31 @t &t &1 gt g amrer
AT FATST o ol & W T AT §1 JUT-AI T HiETT §9 §H HIVYH ARG ARG et
H gred g gl

ARCE fAeT & JAT GiSehr & 9T & 0T T &Y HT fqdel 36 bR 9T SATCT -
CULL T CE R LIC UL NP CEGEILLaR I D eu

ARG A& # AT F GH AT IAC AT § S 3 TFR g- I, U, oA, S¥eT, e, [aFee,
0T, §H. FHAR, AR AL 39w g8 ot & HfaRed arg F 1090d Qv o Famw g

g § ACIAH, @I ARG, FINd IoATo, GIlld HAGAR TG It # 8 dlosha dm
aRTEUTT & AR Flid & Gedsh q91 & IOT IV AT Tl T §| ACIAET H IRATER HS
& 0T T AV & Giddres fRar a1 § Hald & GRIUMEAT H S & 15907 g ANl H Sedd
foham arar &, &1y & A A & 22907 2581 1 $T Seolw fhar I Bl
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UfcgTiAeh HAMNCRET & HeqTT W H igfafy, Hromeme, &, d@-3rera scanfe e &1 dfa
ol IEHT @RI & 715 RAGT § 37cT: Th T el & & AR Y& iId ION-3HGoi & &
HESTdT 39 A H FAMG X ol g1 3 g4 W&l A d@d § for forell v fomam ar ama-
Sollel & Toh fA dehelieh NEA & wolcll S 81 3@ Risat gary 54 707 & @ Sirer §
38 H9a forar Srar gl

UGN H A & Hgl g- 9 YR AAT Shael A fhell o egfFa & ot & ==t A
ST &, Y 39H Tad: & TPRIcHS QO YaIgd gl ol Sd § 3R gg 3mer 31 &3 daa
FT TATH T &1 Y AT 8l 9T ol S8 FHRIcHS FT Il 3T [Aeor fohar Srar g1

S 3 aRded eaRT fAf@d Ffid TATER # $oT e A gl FT & A o &
Faea Feliaemes & g 3R gaA fdgurar & fwg Fwqer groq giar §1 o merf ganr
Tty vt ) oW a1 Affes @ofa 7ief & @ Fefiaaaaar odiada g1 FofaRearan]’
& AT dFHPR AR AgHTe (140 ot §) o off FhaEFaR § 3% 30T o g
IR #fed aredea A o 5@ favy X fawqd gerer srerm & & @oliq faur & geder & -
WY (0T AN & @RI Ueh AEFEFAT AT T fhar I 81 3refd a8 yedasn fawnsd &
AWfT STl gaRT Teh fAf@d gEardst 8, foad Aregsdm @ gediashei3il # Uh URTcHS FaT Fehe
BIaT 81 3o Xl A WFAE W1 &, e adAe §HY A Adiaq 3wie § | aew # aftta g
aur At &1 auvie 39 YR far T § |

IAR—E & T

FiAweg qo7 3d IH & 17 0T AR afvid § -

ST W ag § o At & R atv RAffiea et &1 gaier & At 3k g2 gl & faar
A @ AT §1 FATY Tg ¢ S IaA § 3 3a7 Y H HAYES Gfdwds Thedandr gl afaey
dg § Sl o & IHET 81 & HROT F&TURGFA ITHh HT TANT IHeldl-37elel Tl & T Fehell Bl
gue gg § S TR g7 AR el B gear B T A oo eafd F JFT T §| GHe 96 ©
S GEGEY glel & hRUT TeAcT & Ycdeh IET AT AT Fel H F9y gl ReThR ag g o
ey AR orarereT e A ferer § favwe 3R gisler d @@ dar g1 W@ aE & S 3 Jahd
HI oA TPiced & ST Td g 3Heic & 314 YOT &1 V| H1geh a6 & Alal & Hol Hl SAleAe]
RE & @@ AR AGET B A GoFd B drelT g1 Fellgd N & GaRT AT IR A
ST WY H T FI TTAT e arell IMTF & TRATT dg g off ATered & g 3R MR
T ST FT IHTHOT e aTelt 3R M & 3aH IUN FT AT WA dre @Yl G a8 § o &
de favd 3R areter M T T W o ST o AYRAT Jard @ ATelied I ag & M
I Joflell # TS G@erash 3MMAfSd H aTl IMAh g &b YT I g fordepr e Jrelice
1 3198t o 3cTd Helg g1l Tiue g8 § S Yy IR SR [ A JTeliTd Jobdl M Imar
gl Jarar ag & 5w e & eafe 3R ¥R & i gt & Afaat o1 wuet grar &1 e
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ag ¢ o e A 3 geR @ fafay afq o Riae wwar 81 s 98 81, v W # gy e
H BRI & T4 N e ®7 7 3R Flerear @& F T gl

TIF & N

TESE: e Maafefar: 1 (Fha TagEn)

fAeeg & 3icdia 19 fig 3T aF & 19a HeAgaR vl § -
Hese- & N Tl aTelT|

HFIT- FH A7 AHAF TR M dTAT (FelgRT) |

- orshia gleY ammet et

AT AehIHAGIH el ATl
HITATAE- Ak & M aTell|

3qYse- U9 I A &Y gAY M arell|
FIHT-Hld ST TG aTe|

HeARl- G- A & A T

FYARRYA- TN F FIEAT F @A dTell|
FTel- Hg W15 o I dTell|

FlaF- 1Y 3R ATk GeIr F e dreT|

ThY- I & T I aTeT|

g Y- 3frq Fr ey I areT|

faffres- 3 s ¥ e arer|

fatrauTes- s W e & @A arer|

faarer- Sdrerr et arer|

FSghY- 3¢ HiT Afd FoHT A arel|

3qHs- gh{l T Hifd ST TR AT aTeT|

s St greer Ter A oot @ AT AR SraTeT [ & etr @ H AT BT g
T

Al AT & AR 0T AR AT 3T HgedqoT 81 g Follcd T T Tam 3R el i
Rl A &of 3R eI $T S & HETH AT STl | Hlled AAT & AT A FUT AT
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HTGT 19T, €A, H1H-He, WN-Fg, MM, fawrem, 3nfe @off & FW 3o WY IcAddar ST
AT 3T HATofd & g HI ITcllfehdd FaT g1 TN garT ALY Hral v ffcafdd & HRor
IMH T A H AT S5 B 1 FH & AT AR g@rr FAT AATA o Fer S
& HY-FY FANSR St H o egher Fegsl H aRelfard fhar &1 Fofid FHIER e
T HRAT B

3T & deATfeieh T A o (0T QY ORI T HYAT Teh Heed gl 0T IR AW o dhael Fhd &
Toodl # AT Agcaqut {fAw Fara § afcsw soo TFse & Ffider AR Aiar aer & @i
& SRIRIT BT FHSA H Heg A &1 FE 0T Halld & gerdr AR FRIETT veeer @ Hera
S 1 qEd 3R AW Tt AR HAAt @ @efita wa €1 vy Aansi 3R FereRt @
3TheleT FXet T ITART & §, a8 376 31el Trafardl & gURe &7 3a8 9red giam &1 Fefid
# AW F T aeE & FFE & Agcaqel g &, e o Raw R Fete & v AvedE
& HE X &1 FMa et # ot 3R ST 1 Aeed o ddo TedlcHS Yishar # 3@ S g,
afed o doltd & gaemcAs gfshar # o Agcaqol sffAe s g1

GIfd U geiAFRI Fell §, $8E cdld Sl Ycdeh Yge] T IR § faRelwor fRar arar 81
fonell Haltr @emm & &9 & FFAW TS AARIoT, #9 9 AR Yodeh i aur #4 R fhaneie
g A &l JIA-310a0 AGRY T @A gl AdEon # 39Ryd #ifa- #ifa & fGari a
AT & eITFT HUA-30 ATRT & HUA AT & 3efohel THREAGA H ol T A faufora g
AT A dleeh & T & @ ol HIS Tgalid § A &1 Sl g, P Sl 3eieh AT I, IS
ST TTERT T A IS HIAT 3% gF-A1T T el GIAd el & &I A 3Tei UTed Hl gl 3T
YR g 3Td ¢ T Tl Fon & affeer ggeat @ Beet-fiest y&R & siar sroel 3 3e7aR
HEAGA A 81 §AR GIehel 3R HEAHIeld FYSRT & 3T AT H IIH], AEH & 0T
& Tl HEol d Fo &1 & Tham g1 S gH 30 dHY gufdd a&g aur [&ufd & Haera ard
€1 STl Tlelel Y S HIMcTel el TEfc ST & 3l Ueh A o1T A3 & Ad geo
W fe & B S 8, 58% AT St e diesh ey gord T &d §, 3ot Y gFd ofd
T 3oThT TET & ced qUohi T TAfT A SEhTer O Wl &1 WHAT: §ART Sfelsh Sfaer o
T[0T &I & G G & 9Tl g1 feveh ishar H o1 JUr-aly 1 duriXeh faeelvor SR B B
sad frdT off afdaca a1 Foll ScAfE T AGelia Y 38 0N, reorsdl & IRAR_T FT gt
T fARTHRTOT fohaT ST Hehel &1 0T IV T Hgcd fohall ol el A1 3R THSY T HYeof Salell gl
fSa@ sell T A & & Toh ded I TEoldl d Freddl & T GEJ fohar 1 Feh|

Halael # FNaL - U & GART Teh HellhY T Bid HehRIcH TG0 I 3N 3IEN gie g1 foraa
3T HAlgo Y gear &, dUT 1T & g8 91 IR, 97 7 fafearge & 396 &er & 9§’
T F gefia el & v Far &1 e @nefifaes e &1 gmaree gge IE o &, o @ela
I WM Teh N g@d 9T ' AR 3197 gl

Shell d hellhIX I HFATT

Foll R FAFR TATST 7 T Fgcaqul AT 1 Fale X §1 3 TED T G6pd & godiia
I &1 S WA T AHATSH T HEh{deh & & FHCY X ¢ glelifeh FFAW ol & AT dhadel
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el 3R FATRR FI ATH ATT & HHT g1 gid, dfedh 3T GaRT JGd Fell, 3dhT FIgR 3R
3T el & Ha2lel I T N Agcaqol FAT TWAT 1 3T Wl & san3ft aar gl afaat
SN S § Hedihed fhar STem 81 38 Hedished H 3T Foll T ATdded & &Y Teh Tgo| W
e fear amar § 3R @y & S feogolt Y i S &1 T Fer 3R SR & GFATT ST
*ufq & ol &1 Fgcaqol T B T HATRR H Schsedl; FdeaAlerdr I FAYT & @y
TS IS Foll HI HFATT FAT Hchd HecdqUT 8 SHA IHA U A FoAl I JaTg gl &

U g% Ueh SATFd THATST I 39T §, S hellehR Halld et # GF IO I AT AT g,
37 Ueh e I JUT AW AT & §T H <@ STl & FHhT Toh IGTEI0T T el argef
T GAT 4 & Murdf 3 fagw IR wehadl S @ Sy A S Al #@ia @A@RE
1| 3HA At F HiAGA HERAT faTHd, Hed deq, Aifdcd U HARACT & @Rl i
gredt o] 3o fohell off JehR T #gT el wIET S| 3eTehl fReldl HEHT U 319 39 &
Teh HAARSIGRIS dUT 3MelG FI&T UT| 3o7dh HAOR- <IdgR § gl faursr @l siareroi g
easorll &1 G # T TEA B Foh @S g5 W A Ig §9 FO IS 3T H T
HARH aTcraor 1 AANT T T A1 g1 IO aRT Fgl 3T AT & Fol F 3k Th
e ofd vl & 181 3 gegfa & &7 "eotar @ YeXar Jad e ARea &9 & @it
Fr AT A IAT T T & WG FT T Tehod §el T

IO & HTY-TTY &Y &St I $1 39T Hged &1 Teh ol T FHollhR & IS HI FAHRaAT Ag! MR,
g 37 THEEATINT H FASIH 3o 3T ARG R AT T YSld T AeT| Sy i
szmwwqgaﬁﬂmmmaﬁu,ﬁwwaﬁmﬁwﬁw
L H A G §| A H AUL-FHAT IR FAPR F AOT F T AV T@IHHAA AN
ARTET YeTed X &1 STH o Fdel Fell & TR I ST AT ST FohdT g, dfed sTT Fall 3R
FeAThR HI FoTtad H o Fgraar Ferdr g

3 A 30T 3R AV et & FMT F Ageaqul TAH WA g1 ION H T FINABR & Hellcah
fahra & #Heg FAT B, A QAN H AT Foll B 7T HGH Fald Hl &1 58 ThR o7 3R 2w
FMaR & T Fgcaqel fawy B, 5 @fia &1 g0 & §As= H #Acg L ol

safodr 0T A & AW o el welia FacaRit # uRw ¥ & vere R S afewl o
d IRfAF TR A & 3T AW gred Y, QY AFd Y & A9 G FY vh A9 ferem
et Y Fehl
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IN INDIAN FASHION INDUSTRY

Rajdev Nayak“*, Dr Suniti Sood”

@ Research Scholar, Fine Arts Department, Amity University, Gurugram, Haryana
b Associate Professor, Fine Arts Department, Amity University, Gurugram, Haryana
“Email: raajdev29@gmail.com,

Abstract

3. Kantha embroidery, a heritage craft deeply rooted in the cultural fabric of Bengal, has long served as a medium
of feminine expression, storytelling, and resourceful creativity. Traditionally practiced by rural women using old
textiles, Kantha was not only an act of recycling but also a form of silent documentation — narrating life
experiences, folklore, and emotions through stitches. In recent decades, Kantha has experienced a significant
transformation—from a traditional household embroidery practice to an acclaimed art form now integrated into
modern fashion trends.

4. This research explores how Kantha has transitioned from local tradition to global recognition, and how this
journey reflects both the resilience of Indian crafts and the empowerment of women artisans. It delves into the
socio-economic impact of Kantha revival projects, collaborations with designers, and its growing presence in
international fashion platforms. The paper also interprets Kantha as a visual language—a feminine literature of
threads—that reflects regional identity, ecological awareness, and cultural memory.

5. This paper, through qualitative research, artisan interviews, and real-life case studies, reveals how Kantha
embroidery is more than just a visual craft. It serves as a voice for rural women and represents a conscious move
toward sustainability within India’s growing global fashion landscape.

Keywords: Kantha Revival, Feminine Expression, Indian Fashion Industry, Cultural Identity, Globalization of
Crafts.
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* Corresponding author.

INTRODUCTION

India’s textile and embroidery traditions are a living repository of cultural expression, heritage, and storytelling.
Among the many crafts practiced across the subcontinent, Kantha embroidery from West Bengal stands out for
its rich legacy of transformation — Evolving from a modest household tradition practiced by rural women, Kantha
has emerged as a globally acknowledged artistic expression within the fashion world. Grounded in principles of
sustainability, resourcefulness, and emotional storytelling, it transcends mere stitching—it becomes a symbolic
thread of memory, identity, and women’s empowerment.

The term ‘Kantha’ refers to both the running stitch technique and the finished embroidered quilt traditionally
made from layers of discarded saris. Historically, it was an art form practiced primarily by women in Bengal as a
means to recycle old textiles while also narrating personal stories, myths, and daily life scenes through intricate
stitchwork. Over time, what began as utilitarian craft evolved into a powerful symbol of feminine creativity and
resilience.
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Over the past years, the resurgence and integration of Kantha embroidery into the mainstream have been supported
by collaborative efforts from NGOs, governmental initiatives, fashion professionals, and academic institutions.
This revival, particularly under initiatives like Rural Craft and Cultural Hubs (RCCH) and international design
collaborations, has brought Kantha to runways, exhibitions, and luxury fashion spaces, both in India and abroad.
It has created opportunities for thousands of women artisans, especially in rural Bengal, providing them with
livelihood, identity, and socio-economic agency.

At the same time, this transformation has raised new questions — how is the authenticity of Kantha maintained
in its globalized form? What socio-cultural tensions arise when a community-based craft enters elite fashion
markets? And how does Kantha continue to serve as a vehicle for women’s empowerment in contemporary India?

This study aims to explore these layers — from tradition to modernity, from marginalization to visibility, and
from sustainability to commercialization — through the lens of Kantha embroidery’s journey in the fashion
industry.

Figure 1: Handmade Kantha Embroidery Piece

Source: Photograph by the author during filed visit to Nanoor, Birbhum District, West Bengal (2025)
STATEMENT OF THE PROBLEM / RESEARCH GAP

While the revival of Kantha embroidery has garnered attention from art historians, fashion designers, and cultural
scholars, there remains a notable gap in understanding its intersection with women’s empowerment and
sustainable development in the fashion industry. Most existing literature tends to either focus on Kantha’s
aesthetic evolution or its commercial adaptation, often overlooking its socio-cultural impact on the lives of the
rural women artisans who sustain this craft.

Additionally, the visual and symbolic language embedded in Kantha has not been fully analysed through the lens
of gender studies, cultural identity, and global fashion dialogues. There is a lack of comprehensive research that
bridges traditional textile art, female agency, and the mechanisms of the contemporary fashion market.
Furthermore, minimal scholarly attention has been given to the environmental aspect of Kantha practices —
especially its origins in recycling and upcycling old fabrics — which aligns with the current discourse on eco-
fashion and climate responsibility.

Moreover, there is insufficient investigation into how Kantha artisans navigate power hierarchies and market
dynamics when their community-based knowledge systems enter global, elite fashion spaces. The role of digital
media, design collaborations, and e-commerce platforms in transforming the identity and livelihood of Kantha
artisans has also not been systematically examined.
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Therefore, this research seeks to fill these critical gaps by exploring how Kantha, as both an artistic and economic
practice, contributes to the empowerment of women, sustains cultural identity, and adapts meaningfully within a
globalized, sustainability-conscious fashion ecosystem. In doing so, the study aims to generate interdisciplinary
insights that connect craft revival, gender empowerment, and environmental ethics in the broader context of
climate-conscious and socially responsible fashion.

OBJECTIVES OF THE STUDY
The present study aims to achieve the following objectives:

1. To trace the historical evolution of Kantha embroidery from a domestic craft to a recognized textile art
form in contemporary fashion.

2. To examine the role of women artisans in sustaining and reviving Kantha traditions, particularly in the
context of rural Bengal.

3. To analyse the socio-economic impact of Kantha embroidery on women's empowerment, livelihood
generation, and community development.

4. To explore the use of Kantha as a medium of recycled and upcycled fashion, contributing to sustainable
and environmentally responsible design practices.

5. To investigate how Kantha has been integrated into modern fashion and global markets while retaining its
cultural essence.

6. To identify the challenges and opportunities involved in balancing tradition, commercial viability, and
sustainability within the Kantha ecosystem.

REVIEW OF LITERATURE
Historical and Cultural Roots:

Scholars such as Kumari et al. (2024) have highlighted Kantha’s origins as a domestic embroidery tradition in
Bengal, where women recycled old sarees and dhotis into layered quilts using intricate running stitches. These
motifs often expressed personal stories, local folklore, and natural surroundings such as flora and fauna. Initially
serving a practical purpose, Kantha has over time transformed into a sophisticated art form that embodies both
traditional skills and cultural heritage.

Gender and Empowerment:

Scholars such as Palit and Debnath (2022) have emphasized how Kantha embroidery has become a pivotal source
of livelihood for rural women, especially in regions like Nanoor, West Bengal. Through sustained support from
NGOs, design institutes like NIFT, and government initiatives, women artisans have improved their socio-
economic status, gained financial independence, and become key contributors to the rural economy. Their
transformation from homemakers to income generators highlights Kantha as not only a craft but also a tool for
empowerment and economic regeneration.

Kantha in Sustainable Fashion:

According to Bardhan and Bhattacharya (2022), Kantha embroidery, deeply embedded in the cultural traditions
of Bengal, exemplifies the values of sustainable fashion. Their study presents Kantha as a living tradition that has
evolved through the upcycling of old textiles, thereby reducing waste and fostering ethical production practices.
They emphasize how Kantha has not only empowered rural women through creative livelihoods but also
contributed to the slow fashion movement by prioritizing handcrafted, environmentally responsible products. The
craft’s alignment with Sustainable Development Goals (SDGs) reinforces its role in building community
resilience and promoting a circular economy.

Market Integration and Globalization:

Biswas and Roy (2011) explore the Kantha production ecosystem in Santiniketan, offering valuable insights into
the prospects and difficulties encountered by women artisans involved in the craft. Their study reveals that while
Kantha products have found markets among domestic elites and foreign tourists, the women artisans often receive
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disproportionately low returns for their labour. Despite the global interest and rising prices of Kantha products,
artisans remain at the lower end of the value chain. The lack of institutionalized marketing systems, limited socio-
cultural mobility, and inadequate market linkages pose significant barriers. However, the study also notes latent
entrepreneurial potential among artisans, which, if supported through targeted interventions, could enhance their
economic agency and participation in broader markets.

RESEARCH METHODOLOGY
Research Design

The study employs a qualitative research design to explore the socio-cultural, environmental, and economic
impact of Kantha embroidery, with special reference to its revival and transformation in the modern fashion
industry.

Data Collection Methods
1. Primary Data:

Field Visits: Observations and documentation of Kantha production units in West Bengal (particularly
Birbhum and Bolpur-Santiniketan areas).

Interviews: Semi-structured interviews with women artisans, NGO leaders (e.g., from Banglanatak.com),
fashion designers, and local cooperatives.

Visual Documentation: Photographs and sketches of traditional and contemporary Kantha designs.
2. Secondary Data:

Review of published literature, government reports, and NGO documents related to Kantha, women
empowerment, and sustainable fashion.

Examining fashion publications, textile fairs, and digital repositories.
Sampling Method

Purposive sampling has been used to select participants (women artisans and stakeholders) based on their
involvement in the Kantha revival process. A sample of approximately 20—30 artisans from different regions of
West Bengal has been considered.

Tools and Techniques for Analysis

Thematic Analysis: Identifying recurring themes related to empowerment, sustainability, and artistic expression
from the interviews and observations.

Visual Analysis: Interpreting the motifs, stitches, and narrative elements present in Kantha works from an art-
historical and cultural lens.

Comparative Study: Comparing traditional Kantha pieces with their modern adaptations in fashion to assess
continuity and change.

Ethical Considerations

Prior to participation, the research intent was explained to all individuals. Their consent was taken before
interviews or documentation. Anonymity has been maintained where requested.

Limitations of the Methodology
The findings are specific to West Bengal and may not reflect practices in other regions.
The data is qualitative and context-specific; hence generalizations are limited.

REVIVAL OF KANTHA EMBROIDERY: HISTORICAL TO CONTEMPORARY
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The Kantha embroidery tradition has deep roots in the cultural fabric of Bengal, tracing back to ancient times
when women repurposed old sarees and dhotis into functional quilts and shawls for domestic use. This humble
practice, born out of necessity and thrift, evolved into a deeply expressive form of folk art that narrates personal
stories, religious themes, and everyday life.

The revival of Kantha began prominently in the 1970s and 1980s, as part of a broader movement to recognize and
preserve India’s intangible cultural heritage. Shamlu Dudeja, among other visionaries, played an essential role in
reviving Kantha by establishing self-supporting artisan collectives, hosting public showcases, and introducing the
embroidery to urban markets. Her initiatives helped transform Kantha from a utilitarian domestic practice into a
commercially viable art form. Around the same period, state and non-governmental efforts such as the West
Bengal Government’s collaboration with UNESCO on the Rural Craft and Cultural Hubs (RCCH) project further
institutionalized the promotion of Kantha embroidery.

In contemporary times, the revival of Kantha has also been driven by its adaptation to modern fashion and lifestyle
products, making it more visible on global platforms. Kantha has been embraced by both Indian and international
designers, featuring in collections ranging from haute couture to sustainable fashion. Workshops and training
centres in rural Bengal, often led by women artisans, now focus not only on traditional motifs but also on
innovation to suit modern tastes, thereby expanding the scope and resilience of the craft. The transformation of
Kantha from an intimate form of storytelling to a commercially valued textile art stands as a noteworthy example
of successful craft revitalization. It showcases how tradition can be preserved and innovated simultaneously, while
also empowering artisans, particularly women, at the grassroots level.

Figure 2: Discussion with “Kantha Didi” about Design Intricacies at Nanoor District, West Bengal
Source: Filed documentation by the researcher, 2025.

(Image courtesy: Mr. Abhishek Sengupta, Artisan & Activist, Birbhum Artisani, West Bengal)

GLOBALIZATION OF KANTHA IN THE FASHION INDUSTRY

In today’s interconnected world, Kantha embroidery has extended beyond its regional identity and now plays a
meaningful role in the international fashion landscape. What was once a domestic, localized craft confined to rural
Bengal has now found expression on international runways, in luxury fashion lines, and in the wardrobes of
conscious consumers across the world.

Several factors have contributed to this globalization:
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1. Integration with Contemporary Fashion:

Both Indian and international designers have adopted Kantha for its visual charm, as well as for its eco-
friendly and artisanal qualities. Fashion labels such as Sabyasachi Mukherjee, Anavila, Bappaditya Das, and
others have incorporated Kantha in their collections, presenting it in a global context while retaining its
cultural essence.

2. Sustainable Fashion Movement:

With rising global concerns over fast fashion and environmental degradation, Kantha — with its roots in
recycling and upcycling — naturally aligns with sustainable fashion principles. This makes it particularly
appealing to global brands that prioritize eco-consciousness, ethical sourcing, and slow fashion.

3. Artisan Collaborations and Fair Trade:

NGOs, cooperatives, and craft-based enterprises such as Sasha, RASA, and AIACA have collaborated with
international brands to ensure fair wages and exposure for rural women artisans. These partnerships have
helped Kantha products reach markets in Europe, the USA, and Japan.

4. Online Marketplaces and E-commerce:

Platforms like Etsy, Okhai, Jaypore, and Amazon Handmade have made Kantha products easily accessible to
global consumers. Social media and digital storytelling have also played a vital role in showcasing the
narratives behind the stitches, enhancing emotional and cultural value for international buyers.

5. International Recognition and Awards:

Indian artisans and fashion designers promoting Kantha have received international accolades, such as the
International Wool mark Prize and UNESCO Seal of Excellence. These acknowledgments further legitimize
Kantha’s place on the global fashion map.

6. Cultural Fusion and Hybrid Designs:

The fusion of Kantha with Western silhouettes — such as jackets, skirts, and handbags — has opened new
possibilities in global design aesthetics. These hybrid products cater to international tastes while preserving
the authenticity of the embroidery.

Figure 3: Kantha in Contemporary Global Fashion

(Source: Al-generated by the author using Meta Al, 2025)
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FEMININE CULTURAL IDENTITY AND VISUAL LANGUAGE

Kantha embroidery is more than a craft-it's a deeply rooted feminine expression in Bengal, where women
conveyed personal stories and social realities through meditative stitches on old saris or dhotis. Motifs like birds,
lotuses, and domestic scenes formed a visual language of emotions, aspirations, and roles. Emerging from the
domestic sphere, Kantha evolved as a distinctly female narrative art.

Today, it serves as a visual archive of womanhood, touching themes of agency, empowerment, and identity.
Though global fashion has embraced Kantha, many designers overlook its socio-cultural depth. Through each
stitch, the woman becomes both narrator and artist, bridging heritage with modern design and asserting her voice
within a patriarchal structure.

Figure 4: Women Artisans Engaged in Group Kantha Stitching Work

Source: Photograph by the author during filed visit to Nanoor, Birbhum District, West Bengal (2025)
CASE STUDIES / DESIGNER COLLABORATIONS / FIELD EXAMPLES

1. Designer Ritu Kumar and the Revival of Kantha (1970s—80s)

One of the first Indian designers to incorporate Kantha into mainstream fashion, Ritu Kumar recognized the
artistic and cultural value of this embroidery. In collaboration with rural artisans, she helped revive traditional
Kantha techniques and showcased them in her collections, giving them a platform on national and
international runways. Her work highlighted how Kantha could be elevated beyond household use into
couture and bridal fashion.

2. International Wool mark Prize (2014) — Designer Rahul Mishra

Rahul Mishra’s award-winning collection at the 2014 International Wool mark Prize featured hand
embroidery inspired by traditional Indian techniques including Kantha. His minimalist yet intricately
embroidered designs garnered global attention, reinforcing the idea that indigenous crafts like Kantha could
be integrated seamlessly into contemporary fashion with international appeal.

3. Rural Craft and Cultural Hub (RCCH), West Bengal

Under the collaboration between Banglanatak dot com and the Department of MSME&T, Government of
West Bengal, the RCCH project has empowered over 12,000 rural women Kantha artisans. These women
have formed self-help groups and collectives, participated in international fairs (like Santa Fe Folk Art
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Market), and engaged in direct dialogue with designers and buyers, thereby ensuring sustainable livelihood
and global outreach.

4. Kantha in Global Luxury Brands

Brands like Anavila, Sabyasachi, and Bodice have incorporated Kantha motifs into luxury apparel and
accessories, often marketed as sustainable and artisanal. For instance, Sabyasachi’s collections often feature
vintage Kantha-inspired details on lehengas and dupattas, blending heritage with luxury fashion. However,
this also raises concerns about cultural appropriation vs. authentic collaboration with artisans.

5. Field Observation — Artisan Narratives

During fieldwork in districts like Birbhum District, Bolpur and Nanoor, many women shared how Kantha
has transformed their identity from housewives to entrepreneurs. They discussed how motifs from their
lives—rural scenes, dreams of daughters' education, or domestic rituals—found voice in their stitches. This
transformation from creator to communicator is a central pillar in Kantha’s continuing relevance.

FINDINGS AND ANALYSIS
1. Cultural Continuity and Reinvention

Kantha has successfully preserved its cultural motifs and narrative storytelling, while also adapting to
contemporary aesthetics. This reinvention has allowed artisans to retain authenticity while catering to modern
consumer preferences. The use of recycled fabrics and symbolic stitching patterns continues to reflect the
personal and collective memory of Bengali women.

2. Economic Empowerment of Women

In regions as Birbhum, Bolpur, and Murshidabad, Kantha embroidery has emerged as a crucial livelihood
option for women living in rural areas. Participation in self-help groups and cooperatives such as Ranga sutra
or Sasha has led to increased financial independence, decision-making power, and community leadership.

3. Designer-Artisan Collaborations

Notable collaborations with designers such as Anavila Misra, Gaurang Shah, and labels like Biswa Bangla
have helped in elevating the craft from domestic handwork to high fashion. These partnerships often focus
on co-creation, design training, and ethical sourcing.

4. Sustainability and Ethical Appeal

Kantha’s inherent use of upcycled materials aligns with the global sustainability movement in fashion. It
appeals to conscious consumers looking for ethical and handcrafted alternatives. This eco-conscious appeal
is increasingly being leveraged by brands in their marketing strategies.

5. Global Recognition and Market Expansion

The global interest in Kantha is on the rise, reflected in its showcasing at international events and across
various online platforms. Indian diasporic communities and global fashion curators have played a key role in
making Kantha a part of luxury and boutique segments in cities like Paris, London, and New York.

6. Challenges in Standardization and Mass Production

While Kantha is gaining momentum globally, artisans face challenges related to quality standardization,
timely production, market accessibility, and competition with machine embroidery. Some artisans feel the
creative autonomy is reduced under brand-led processes.

7. Symbolism and Visual Language

The study reveals that traditional Kantha motifs—such as the lotus, fish, peacock, and the tree of life—still
embody the essence of womanhood by narrating their rituals, daily experiences, emotions, and aspirations
through symbolic imagery. This visual vocabulary contributes to the identity and continuity of women’s oral
and textile traditions.
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CHALLENGES AND OPPORTUNITIES IN GLOBAL CONTEXT
Challenges:
1. Cultural Appropriation and Misrepresentation:

When international fashion brands adopt traditional Indian crafts like Kantha, they often detach the craft from
its cultural roots and represent it merely as a trend or aesthetic. As a result, the true spirit of the craft and the
narratives rooted in its cultural legacy begin to fade away.

2. Mass Production vs. Handmade Authenticity:

Due to global demand, Kantha is increasingly being adapted for machine production, which compromises the
originality and quality of handmade artistry. Such changes threaten the preservation of traditional artisan
methods and expertise.

3. Lack of Recognition and Economic Benefit for Artisans:

Even though the price of Kantha-based products rises in international markets, the artisans often do not
receive adequate credit or compensation. In many cases, they are deprived of both recognition and fair wages.

4. Limited Access to Global Markets:

Local women artisans lack access to tools such as e-commerce, international exhibitions, and networking
platforms, which could help them connect directly with global customers.

Opportunities:
1. Sustainable and Slow Fashion Movement:

As the global fashion industry is moving toward environmental responsibility, techniques like Kantha, based
on reuse and recycling, are becoming highly relevant and in demand. They offer traditional and sustainable
alternatives to global consumers.

2. Women Empowerment through Global Collaborations:

International organizations, NGOs, and designers are providing global platforms to women artisans engaged
in Kantha, which is enhancing their self-reliance and improving their social and economic status.

3. Cultural Diplomacy and Soft Power:

Kantha can serve as a cultural ambassador, representing India’s heritage and craftsmanship on the global
stage, thereby strengthening India’s cultural image worldwide.

4. Digital Platforms and E-commerce:

Through the support of digital marketplaces including Jaypore, Etsy and Amazon Handmade, traditional
Kantha creations are now reaching a broader, worldwide audience with greater ease. Social media is also
playing a crucial role in bringing recognition to their work.

CONCLUSION AND SUGGESTIONS

The present research highlights the evolving significance of Kantha embroidery, tracing its roots from a
domestic craft to its recognition on international fashion platforms. The study emphasizes how Kantha not
only serves as a medium of aesthetic expression but also acts as a powerful tool for socio-economic
empowerment, especially for rural women in West Bengal. The study highlights the evolving journey of
Kantha embroidery, showcasing how it has transitioned from being a craft of upcycled, hand-stitched quilts
to becoming a contemporary fashion element. Today, Kantha enjoys recognition on global platforms,
embraced by leading fashion designers and luxury brands for its cultural richness and aesthetic appeal. It
reinforces the value of indigenous knowledge systems and traditional artistry in shaping a sustainable and
inclusive future in fashion.

Suggestions:
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1. Documentation and Archiving: Systematic documentation of regional variations and techniques of
Kantha embroidery should be undertaken to preserve its traditional essence.

2. Design Innovation with Tradition: Designers and craft institutions should collaborate with artisans to
create products that retain the traditional value of Kantha while appealing to modern markets.

3. Policy Support: Government and private organizations should provide training, financial aid, and
infrastructure to rural artisans to scale up production while maintaining quality.

4. Sustainability and Global Appeal: Efforts must be made to position Kantha as a sustainable fashion
choice in global markets, emphasizing its eco-friendly and handmade attributes.

5. Gender Inclusivity: While Kantha has traditionally been a women-centric craft, inclusive approaches
involving all genders could expand its creative potential and reach.
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Abstract

Mural painting is one of the oldest forms of artistic expression, with its origins traceable from prehistoric cave art
such as that found in the Altamira Caves to the refined visuals of the modern world. In India, this tradition has
continued through ancient cave paintings like those at Ajanta and Ellora , evolving over time while retaining its
cultural significance. In contemporary urban spaces, particularly metro stations, mural art has re-emerged as a
vibrant form of public art. This study focuses on the mural paintings at metro stations in Kanpur, examining their
thematic diversity, artistic techniques, and socio-cultural relevance. Using both primary and secondary data, the
research analyzes murals at nine major metro stations in the city. The findings reveal that these artworks not only
communicate spiritual, cultural, and social messages but also contribute meaningfully to the creation of a visually
engaging and cohesive urban environment.

Keywords: Mural Paintings, Public Art, Kanpur Metro Stations, Urban Beautification, Cultural Preservation.
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Introduction:

Mural art is among the oldest and most enduring forms of visual communication, providing a means through
which humans have expressed their inner thoughts, cultural beliefs, and communal identities for thousands of
years. From the prehistoric cave paintings of Altamira in Spain to the richly detailed murals of Ajanta and Ellora
in India, mural painting has served as both a narrative and decorative art form rooted in its spatial context. In
early human societies, cave walls served as canvases, with natural pigments applied to rock surfaces to create
symbolic representations of everyday life, spirituality, and myth.

In the Indian context, the tradition of mural painting has continued from the prehistoric period through classical
and medieval eras into the present day. Sites such as Bhimbetka, Badami, Bagh, Tanjore, Madurai, and Kerala
showcase India’s deep connection with this art form. Ancient literary texts like the Ramayana, Mahabharata,
Natyashastra, and Harshacharita further affirm the historical and cultural significance of murals in India. Over
time, while political, religious, and artistic influences led to shifts in style and medium, mural painting persisted
as an essential cultural expression—seen in temples, homes, and public buildings.

In recent years, mural art has experienced a revival in urban spaces, including transportation infrastructure such
as metro stations. These modern murals not only enhance the visual aesthetics of public environments but also
reinforce local identity and cultural continuity. Cities such as Delhi, Kochi, and now Kanpur have adopted mural
painting as part of their metro development projects, transforming otherwise utilitarian spaces into vibrant
cultural landscapes.
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Murals are broadly classified into two main types: painting-based murals and sculpture-based (relief) murals.
Both forms offer distinct techniques and aesthetic outcomes:

Techniques of Mural Art:
1. Painting-Based Murals

Fresco Buono (True Fresco): In this classical technique, water-based pigments are applied to freshly laid lime
plaster. As the plaster dries, the colors chemically bond with the surface, resulting in a durable and long-lasting
mural. This method was widely used in ancient Indian caves such as Ajanta.

Fresco Secco (Dry Fresco): In this method, pigments are applied to dry plaster using binding agents like gum,
glue, or oil. Though less permanent than true fresco, it allows for greater flexibility in detailing and touch-ups.

Mosaic Murals: These are made by assembling small, colored pieces of stone, glass, or ceramic tiles into intricate
patterns or images. Mosaic murals are highly durable and often used in public art installations due to their
resistance to weather and wear.

Oil Painting Murals: Here, pigments are mixed with oil (such as linseed oil) and applied directly to walls or other
stable surfaces. This method allows for rich textures, vibrant colors, and fine detailing, though it is more time-
consuming and sensitive to surface preparation.

Sculpture-Based (Relief) Murals

Sculpture-based murals, also known as relief murals, involve creating three-dimensional designs that are either
carved directly onto wall surfaces or mounted as sculpted panels. These can be created using a variety of
materials such as stone, clay, cement, wood, metal, or fiberglass. Unlike painted murals, relief murals emphasize
form, depth, and texture, offering a tactile experience. They are often used to depict narratives or iconography
in temples, heritage buildings, and increasingly, in modern public architecture.

A notable example of this technique is found in some of the murals at Kanpur Metro Stations, where the mosaic
and relief methods have been effectively used to merge traditional symbolism with contemporary design. These
artworks serve not only as decorative elements but also as cultural landmarks that engage commuters and
preserve local heritage.

Modern murals at Kanpur stations predominantly utilize tile mosaic techniques, divided into: Positive Mosaic
Murals — Images directly pasted onto surfaces. Negative Mosaic Murals — Designed digitally, assembled in
sections, and then installed. These methods offer durability and resistance to weather and pollution.

Literature Review:

Mural art in India holds a profound place in the visual and spiritual landscape of temple architecture. As both a
medium of religious expression and aesthetic tradition, murals have long served to narrate mythological themes,
deify sacred figures, and transform temple spaces into immersive spiritual environments. Scholars have
increasingly examined the function, symbolism, and transformation of mural art within this context—particularly
in historically rich centers such as Mathura.

In ‘Mathura ke Mandiron mein Chitrit Devta Chitra — Ek Sameekshatmak Adhyayan,” Smt. Rekha Gupta presents
a critical exploration of mural depictions of deities on temple walls in Mathura. She underscores how these
murals are not only artistic renderings but also serve as tools for devotional engagement. Gupta draws attention
to the way in which Hindu devotees, much like early Buddhists who popularized their faith through depictions
of the Buddha, have utilized the walls of temples to artistically render their deities. These murals are executed
with deliberate attention to line, form, and color—each element chosen not merely for aesthetic appeal, but to
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evoke bhakti (devotion) and spiritual intimacy. In doing so, these murals function as visual scriptures, offering a
sacred and symbolic representation of divine presence.

Gupta also emphasizes that these temple murals go beyond surface decoration. The spatial integration of deity
figures into architectural elements reflects a holistic approach to sacred design, where the mural becomes a part
of the temple’s spiritual architecture. These images often follow traditional iconographic rules, yet allow room
for creative expressions that reflect regional styles and devotional sentiments. The murals thus become a
medium of silent communication, blending narrative, symbolism, and visual rhythm to create an atmosphere of
reverence and meditation.

Complementing this traditional perspective, Dr. Alka Tiwari in her critical study titled ‘Aadhunik Bhartiya ka
Swaroop’ explores the changing face of Indian mural art in the contemporary era. Tiwari observes that modern
mural artists are increasingly moving beyond conventional religious themes and exploring individual expression,
emotional depth, and conceptual concerns. While traditional murals were tied to sacred architecture and
religious function, contemporary mural art embraces new mediums and technologies, including installation art,
digital formats, and mixed media practices.

Tiwari also addresses the shifting context and consumption of mural art. Once confined to temple interiors and
religious settings, murals are now seen in public spaces, galleries, and urban landscapes. This change, while
broadening the reach of mural practices, also introduces challenges related to authenticity, spiritual relevance,
and commercial influence. However, even within these modern formats, the influence of traditional Bhitti
Chitrakala—its motifs, themes, and compositional structures—remains deeply embedded.

Together, the works of Smt. Rekha Gupta and Dr. Alka Tiwari offer a comprehensive view of Indian mural art as
a continuum of tradition and transformation. Gupta’s study grounds within its original devotional and
architectural setting, while Tiwari’s analysis presents its evolving role in a modern, secular, and technologically
advanced society. Both perspectives highlight how mural art continues to navigate between sacred tradition and
artistic innovation, making it a living, adaptive form of cultural expression.

Objectives:

To critically examine the thematic content of the mural paintings installed at Kanpur Metro stations.
To analyze the artistic techniques and stylistic approaches employed in the creation of these murals.
Methodology:

This research is based on both primary and secondary data collection methods, aimed at studying the mural art
present at Kanpur Metro stations.

Under the primary data collection, field visits were conducted at various Kanpur Metro stations to directly
observe and visually analyze the murals in their actual setting. This enabled an in-depth understanding of the
themes, techniques, and spatial integration of the artworks.

The secondary data collection involved a comprehensive review of relevant literature, including books, research
papers, and published articles, to support the observational findings and to provide theoretical and contextual
grounding to the study.

Kanpur; A Contextual Overview:

Kanpur, located in the Indian state of Uttar Pradesh, is situated on the southern bank of the Ganga River.
Geographically and economically significant, it is often referred to as the industrial capital of Uttar Pradesh due
to its historical and contemporary contributions to industrial development.
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Historically, the foundation of Kanpur is attributed to Raja Hindu Singh of the Shakya dynasty. The city’s original
name was Kanhiyapur, which over time evolved into Kanpur. The region has witnessed the rule of several
prominent dynasties, including the Gupta, Pala, and Mughal empires, each of which has contributed to its
cultural and administrative development.

Murals have historically played a vital role in the artistic and cultural expression of India, often serving as
powerful visual narratives within both sacred and public spaces. In recent years, there has been a resurgence of
interest in mural art across the country, particularly in urban contexts where it is being used to revitalize public
infrastructure and reconnect communities with their cultural heritage.

Kanpur, a major industrial city in Uttar Pradesh situated on the southern bank of the Ganga River, has also
embraced this movement through the integration of murals into its metro system. Recognized as the industrial
capital of the state, Kanpur has witnessed significant infrastructural developments, one of the most notable
being the Kanpur Metro Rail Project.

The Government of India approved the project in February 2019, and construction commenced in November of
the same year. The metro service is managed by the Uttar Pradesh Metro Rail Corporation (UPMRC) and aims
to provide a modern, efficient public transportation system while also reducing urban traffic congestion.

A notable feature of this metro development is the incorporation of mural art across all operational stations,
blending functionality with visual aesthetics. These artworks not only enhance the physical environment but also
reflect regional identity, cultural motifs, and artistic innovation.

The Orange Line, which currently runs from IIT Kanpur to Motijheel, includes nine operational stations. Each of
these stations features artistically curated murals, contributing to the cultural narrative of the city and engaging
daily commuters with visual storytelling. The stations include:

1. lIT Kanpur Metro Station, 2. Kalyanpur Metro Station, 3. SPM (Satyamurti Pandey) Metro Station, 4. University
Metro Station, 5. Gurudev Metro Station, 6. Geetanagar Metro Station, 7. Rawatpur Metro Station, 8. LLR (Lala
Lajpat Rai) Hospital Metro Station, 9. Motijheel Metro Station

These murals serve multiple functions: they beautify public transit spaces, foster civic pride, and preserve
cultural continuity through contemporary artistic means. The integration of mural art into Kanpur’s metro
infrastructure exemplifies how urban development can harmonize with cultural expression, creating inclusive
and visually enriched environments for the public.

1. |lIT Metro Station:

The IT Metro Station in Kanpur marks the starting point of the metro rail line and is strategically situated near
the Indian Institute of Technology (IIT) Kanpur. The station’s exterior has been transformed through mural art
that enhances both its aesthetic value and symbolic significance.

Two major murals, themed around education—particularly technical education—reflect the academic legacy of
IIT Kanpur. These artworks use a deep blue palette, representing knowledge, innovation, and technological
advancement. Visual motifs inspired by binary code and digital tile patterns metaphorically represent the digital
era, aligning the mural with the field of information technology.

Through this artistic intervention, the station becomes a point of convergence between infrastructure,
education, and art.

2. Kalyanpur Metro Station:
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Following IIT Station, the Kalyanpur Metro Station features a mural that connects the urban setting to the
cultural and spiritual legacy of Bithoor, a sacred town along the Ganga River.

Depicting elements such as temples, boats, and flowing water, the mural presents a narrative of everyday life
within sacred geography. Soft hues of yellow and pale blue evoke spirituality and tranquility. Executed using a
durable, non-reflective mosaic tile technique, the mural integrates cultural heritage with urban functionality,
offering commuters a moment of reflection rooted in local identity.

3. SPM (Satyamurti Pandey) Metro Station:

Located after Kalyanpur, the SPM Metro Station features a mural that honors agrarian life. It showcases a rural
landscape with a rising sun, a farmer with cattle, women at work, traditional homes, and a tractor—visuals that
celebrate simplicity, harmony, and productivity.

Crafted using non-reflective mosaic tiles, the mural is both resilient and visually engaging, making it ideal for a
public transport environment. It bridges urban infrastructure with rural values, offering a tribute to the roots of
Indian society.

4. University Metro Station:

The University Metro Station (Figure No. 2), adjacent to institutions of higher learning, features a mural centered
on intellectual aspiration and academic progress. The design shows six human figures ascending diagonally
beside university buildings, symbolizing personal and collective growth through education.

The mosaic tile technique ensures visual texture and long-term durability. The mural reinforces the station’s
identity as a space of academic excellence and symbolizes upward mobility and enlightenment.

5. Gurudev Metro Station:

This station’s mural showcases Kanpur’s architectural and cultural heritage, featuring iconic structures like J.K.
Temple, colonial red-brick buildings, the Memorial Church, and the historic Bithoor temple complex. It also
includes trees, roads, and vehicles, symbolizing the city’s evolution.

Executed with non-reflective mosaic tiles, the mural presents a visual blend of history and modernity, offering a
cultural snapshot that reinforces Kanpur’s urban identity within the metro corridor.

6. Geetanagar Metro Station:

Geetanagar Station (Figure No. 3) offers a dual mural experience. One wall depicts a home set in a lush, natural
landscape with an open courtyard, while the other features river scenes populated by homes, trees, and human
figures engaged in daily life and folk traditions.

These complementary visuals explore the human-nature relationship, vernacular architecture, and traditional
lifestyles. The mosaic tile technique ensures the murals’ durability and artistic harmony within a bustling public
environment.

7. Rawatpur Metro Station:

The Rawatpur Station (Figure No. 5) features murals that convey patriotic spirit and national unity. Abstract
human forms—a raised arm, a clenched fist, and open hands—are illustrated in motion, symbolizing struggle,
strength, and progress.
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Painted in vivid saffron, white, and green hues of the Indian national flag, the mural captures the essence of
national pride. Background shades of beige and navy enhance contrast and visibility. The artwork acknowledges
Kanpur’s role in India’s revolutionary history.

8. LLR Hospital Metro Station:

Located near a prominent medical facility, the LLR Hospital Metro Station (Figure No. 4) features murals themed
around wellness and holistic health. The design shows human figures in yogic postures—walking, meditating,
and stretching—highlighting the physical and mental benefits of mindfulness.

A symbolic DNA-like helix runs in the background, emphasizing the connection between biology and well-being.
Indigo shades symbolize calm and awareness, while orange and yellow convey vitality and energy. The mural is
contextually relevant and visually uplifting for its audience.

9. Motijheel Metro Station:

The final mural in this sequence is at Motijheel Station (Figure No. 1), which celebrates nature and ecology.
Rendered in pastel blues, pinks, and greens, the mural shows a flowing river bordered by aquatic plants, birds,
fishes, and lush foliage.

The artwork encourages environmental consciousness and reflects the local geography, specifically Motijheel—
a prominent water body in Kanpur. Created using the mosaic tile technique, it adds serenity and beauty to the
urban transit space.

Scientific and Conceptual Framework of the Murals:

The murals across Kanpur Metro stations have been developed through a scientifically informed, culturally
sensitive approach. Their themes draw from traditional Indian art and iconography, integrating motifs such as
lotus flowers, peacock feathers, geometric patterns, and regional emblems that symbolize continuity, vitality,
and auspiciousness.

Design selection was based on detailed research and expert consultation to ensure symbolic resonance and
visual coherence. Each mural was conceived not just as decoration, but as a visual text—communicating stories,
values, and identities rooted in Kanpur’s historical, educational, spiritual, and ecological landscape.

Through these artworks, Kanpur Metro becomes more than a transport network—it transforms into a public art
gallery, enriching the daily commute and fostering civic pride.

Technical Approach to Murals at Kanpur Metro Stations:

The murals installed at various Kanpur Metro stations have been crafted using the tile mosaic technique, a
method deeply rooted in history and widely regarded as a sophisticated art form since the Greco-Roman era.
Over centuries, mosaic art has evolved while retaining its cultural relevance, bridging ancient traditions with
contemporary public art practices.

A mosaic is a decorative or narrative composition created from small, regular or irregular fragments of colored
stones, glass, or ceramics, known as tesserae. These tesserae are affixed onto surfaces such as concrete, tiles,
or other substrates using appropriate adhesives. The resulting artwork is not only visually rich but also highly
durable—ideal for public infrastructure like metro stations. Broadly, mosaic murals are created using two
primary techniques:
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Direct Mosaic Technique:

In this approach, the tesserae are directly applied to the final surface, shaping the desired visual composition in
situ. This method is generally used for smaller or site-specific artworks that allow for on-location execution.

Indirect Mosaic Technique:

The murals at Kanpur Metro stations have been executed using the indirect mosaic method, which is more
suitable for large-scale installations. In this process, the mural design is first developed digitally using computer
software. Based on this design, tesserae are pre-arranged on a temporary backing surface in reverse order—
often using adhesive patches to hold them in place.

Once the entire design is assembled, it is transferred to the final wall surface. After setting the mosaic with
appropriate adhesives and allowing it to cure, the gaps between the tesserae are filled with grout, and the
surface is finished. This technique ensures precision, uniformity, and high-quality finish across multiple stations.

Because of this standardized process, the tesserae used in these murals are typically small and consistent in size,
contributing to a uniform aesthetic across all metro stations.

Moreover, the non-reflective mosaic tile technique used offers high resistance to environmental factors such as
dust, humidity, and water exposure. As a result, the murals remain intact and visually vibrant over time, even in
outdoor or high-traffic settings.

Conclusion:

Murals as an art form are increasingly recognized as a powerful medium for cultural expression and public
engagement. These large-scale visual artworks provide vibrant and accessible narratives that contribute to the
preservation and promotion of cultural heritage. In this regard, the murals installed at Kanpur Metro stations
serve as significant cultural artifacts that showcase both traditional and contemporary artistic practices.

This initiative not only enhances the aesthetic environment of the metro stations but also plays a crucial role in
fostering public awareness and appreciation of regional identity and heritage. The project, overseen by the
Kanpur Metro Authority, strategically integrates culturally resonant themes and motifs, reflecting the historical
and social ethos of the region.

By situating murals within public transit spaces, the Kanpur Metro project creates a dynamic intersection
between urban infrastructure and cultural representation. This effort facilitates community participation and
engagement, contributing to the sustainability of local cultural narratives in a rapidly urbanizing context.

Thus, the Kanpur Metro murals exemplify how public art can serve as a vehicle for cultural continuity, while
simultaneously enriching the urban experience through artistic innovation.

Future Research:

Future research on mural art in the upcoming Kanpur metro station can provide valuable insights into how public
art influences urban spaces in rapidly developing cities. Studies could examine how murals reflecting Kanpur’s
rich cultural heritage, industrial history, and local narratives impact commuters’ connection to their city and
enhance the aesthetic environment of the metro station.

Research can also explore community participation in mural creation, focusing on involving local artists,
students, and residents to foster a sense of ownership and pride. Understanding the social dynamics and
inclusivity of such projects can help design murals that truly represent Kanpur’s diverse population.
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Additionally, evaluating the effectiveness of murals in improving commuter experience, reducing stress, and
promoting positive public behavior within the metro environment would offer practical insights for urban
planners and policymakers.

Sustainability and maintenance challenges specific to Kanpur’s climate and urban conditions should also be
investigated to ensure the longevity and vibrancy of the murals.

Overall, future research in the Kanpur metro station context can guide culturally sensitive, socially inclusive, and
environmentally sustainable mural initiatives that contribute to the city’s urban identity and commuter
satisfaction.
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Images:

Figure No. 2 — Mural of the University Metro Station (Self-captured image).
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Figure No. 4 — Mural of the LLR Metro Station (Self-captured image)
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Figure No. 5 — Mural of the Rawatpur Metro Station (Self-captured image)

158


https://kalaasamiksha.in/

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 01, No 05, PP 159-166 (Total PP 08)
ISSN : 3107- 4936(Online)
Frequency — Monthly
Warsi et al. — Contribution of Saharanpur Wood Art to Indian Art Heritage

Contribution of Saharanpur Wood Art to Indian Art
Heritage(wrdta st famaa # SgRAY 618 Hell o1 GH1EH)

Shamsher Warsi“*, Dr. Rajkumar Pandey”’

@ Research Scholar - Dev Bhoomi Uttarakhand University, Dehradun, Uttarakhand
b Assistant Professor - Dev Bhoomi Uttarakhand University, Dehradun, Uttarakhand
“Email: shamsher.warsi24@gmail.com

Abstract

Handicrafts have held a significant place in Indian art tradition, reflecting the country's cultural diversity,
craftsmanship traditions, and local lifestyle. The word "Craft" originated from Old English, literally meaning
'power’ or 'skill'. This word is linked to Germanic origin words like Dutch (kracht), German (Kraft), and Swedish
(kraft), which also imply power or ability (Handa, 2001). The term "crafts" is used for artistic traditions
traditionally associated with the creation of utilitarian and decorative objects. These generally use natural
mediums such as wood, clay, textiles, metal, glass, and ceramics. Wood Craft in India is a shared and vibrant
tradition, existing in some form in almost every region. A distinct branch of this tradition that has gained
international recognition is Saharanpur's wood art. This historical city of Uttar Pradesh is located approximately
45-50 kilometers from Dehradun and is also famous as "Wooden City". Saharanpur's wood art is known not only
in India but also abroad for its beauty and intricacy. Artisans here have been carving floral and leaf patterns,
intricate lattice designs, making pillars and swings, and transforming utilitarian objects into decorative forms on
woods like mango, teak, and walnut for generations (EPCH, 2023). According to history, this art tradition is linked
to forests, where dense forests once existed, and where this wood craftsmanship began. According to one opinion,
the name Saharanpur is also associated with a sage named "Saharuni" who settled in this area. Products made
from Saharanpur wood, such as furniture, decorative items, and gift items, are not only consumed nationwide but
have also become a large part of international exports. Today, this art directly and indirectly provides employment
to one to two lakh families and conducts business worth 1300 to 2000 crore annually (DC Handicrafts, 2022;
The Hindu, 2022).

HRAT ol TWRT H gEARICUT T HecdquT A T &, S U HT Fiehicen fafaerar, Ry
W, AR T Shaardiell &1 gfdfdd Tedd #d g1 "wroee” (Craft) eg @ Scafd Q= 33
T @ g% &, Foaer wnfeae 3 afFd A1 wikrer @A §1 T s 59 (kracht), STHA (Kraft) 3R
fser (kraft) S STl o & wsal @ Ser 8, St o amery afed a1 &mar @ & (Handa,
2001)| "SHIFCH" 2M6G & IUANT 3o FHellcAd W & fav fFar arar § S 9iuRe & @
3UGAATEEr 3R Foiadl avg3i & fAaior & SEr gl &1 5o FAaa: oehsl, fAed), o, urg,
S 3N FAHE S TTehiclen ATETAT &1 AT G &1 HRA H o3t e (Wood Craft) T &=
3R Shda Wor &, S J9rer &X &1 # ey o forelt §9 & faggAreT g1 38 @ dr veh fafdrse
IR HAWSEY TR R Ugd Tl dlell AN § F TERAR H HISS Fell| I ol HT Tg
Vg dh AIR CEIGeT & oamsiaT 45-50 fhellelier 1 gt X Pua § 3R s @ & i @ o
IRCH B HERAG T HISS dholl o hael HRA A, dfow faqel # o Hweh Fexar 3R a1k &
fore St STl @1 T8l & FRER 3A, FerE 3R 3Eie ST defsdl W Ge-atadl @ aeee,
SR f8aTget, Wil 3R grell 1 fAATor, Tur SUAANATETE a3t T Hael &7 & Srelel I HIA
difeal & #Xd 3m W@ & (EPCH, 2023)| 3fa8md & 3176R, I6 Fell TR SiTell & FJ3T 8, S8l Tgel
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g a7 ¥, 3R TE RS T TE PNIRY FY 3R EIM Toh AT & 3TAR, TERAR FT AA 37
“W'meﬁﬂygm%ﬁsﬂmﬁqad q| WERAR & olhar 3carar A AT
FEQU S Felre’, Holladl aEqu 3R v 3mseA o dhad S MeR # @ud gl g, dfedh aserg
T &1 o v ao7 REAr S gehr 1 ST g el YoHaT Ud WRIET I § Ueh § &1 ol IRaART
FI AR ¢ TEr & 3R & a¥ 21300 & 32000 a5 I HI IR Xl & (DC Handicrafts, 2022;
The Hindu, 2022)

Keywords: Wood Art, Handicrafts, Carving, Craft Heritage, Techniques, Handmade Products, Indian Craft
Market, World-class Handicrafts.
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e qeoHf

TERAYR T FHICS FHoll T BT HITT Flel ¥ A ST &1 Saharanpur District Gazetteer (1909)
& AN, HERAR o foehead &7 # el 33 Wl gl oY, STl et &l 3uelstrm 3resT |
G 3R T A T SISH A AT #EN H A AR 3T Gell F S sgAFd A 4, S @wg
& AY HERAR H FHE & Yolieh &= (Harnal 36 )| 1906-07 oeh Jg &1l o@Tema 13,133
T3 g IAT AT, St TS & el &Il ol Teh FIANT UT| HERAR A F3iT 1 G g o, aifera
Sefg fACE & FROT 3ofehr HFd Y Hael IR GTer g M| AT &9 § RBuse A8 & qF H ATl
3R Zaee & @ FU IUETHd ThIddeh S0 S ¥, Sdieh qRwedr a7 # wrEr afgdr @
39T BT AT (Harnal 42-45)| AT STl & o ST6 HITeT AR 31T, A § A HRERT T 379e
Y AT A, S hs R AGA el et # YT & (3 28)| 375l HERAGW H TARNT bl
W HH YE AT IR UR-UR T FRERT A T8 wer dG AN 58 IIHAT 7 TERAR H Th
Héma,aﬂ?@ﬂﬁﬁéﬁ-aﬁ,w-mﬁ%aﬁ,mmmm@(WarS)l
SH FIS dell H had gEaliAs Aol 781, dfew {g arffies gt 30 A &1 off e e,
&8 g vs gAf~ad Hiepids WM &= 715 (Handa 31)| TUET SRR Qehiel o Sdram fo #arel
FHT H SH HISS Shell HI 39INET JTHgel R ORI FHr Farae & fow grar a1 (Interview with
Shakil Ahmad)| ¥ gf3ar Huslr 3R a1g & fofey s & SR 3T Fom &t T 37 AT Fe|
IS A 38 FAGG dhaiienl AR SR @ Siigl, fFqd Tg ARSI TR o Hholel o9l (Singh
50)| FE ol 3ol & FHCY § 3R SEHA TUWNT WRT, AiEhias fafaear iR faer@s fawrad
#Fr IS TS ¥ A fe@ &t § (Interview with Mohammad; Jain) |
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F156 HdT 1 fAsT gfhaT (Craft Techniques & Tools)

TERA T &6 Ferl &1 fafdrse iR sefada sae 7 da9 35 fFa a8l & FRERT 67 Hioa
AT, 3HeId AR IRARE AT & §1 58 Fel # AP TR A TAT oeisdl w1 39T famar
ST &, TS A AT, |eTar, 3H, e, I 3R 3HES THT &1 31 Fad M A oTehst w
I8 ASS AT ST § Fhifeh Ig T8 i 3FMWT 87 Y, 37T FoR gl ¢ 3R Seawifors
feehT3ueT Jete el & (Handa 45)| TordT 8ff serehrel e shr Q@3fidl ohsl o ogel & gicl 8, o g
3T A6 U ST § AR 3M6R 38R FIeT S1ar &1 386 99 ddhsl W did § fBarse &
BUS H I § AR R 38 Raw$e a#Fe 9fhar ganT Hier Sar gl 39 Ufhar & &g & el
SIA-BIE BfAr 3R gUEITAT ohdr & 3uO @ 3uher AT Srar § (Kumar 78)1 SRR 3o
AR A FEREAT @ do-gE, BT, AR AHfaAr A FAl A Hr ol FFwh wa §
(Sharma 103) | siF®el & 3Wid, Ife Fwsr W iR o e Sisar &, O 39 Reg = &
dis a7 dicTel & dR S Sl & I1 T §33T & §1 Hhe AIIAT Tehsl T a Toham e 8, o
‘W' gl Sar & (Gupta 90)| $H 16 QU ol I el FereT (W3 W) & FIeher fohar e g,
S <@EfSamer #gr arar g, 3R R sy W diferr & 38 gARER §9 Yol fhar Siar g1 I8
QU 9T 3rcdd HAIGHETET, AHETET R GEACT Y ART F & (Handa 49))| 9IRS R
SR g A, gld, @, A3 IR F WY-aY He IyfE gt At F1 o g g o g,
fSa@ 3curel & aRser 3R fafaerar 3 81 57 §ATd FROT & WERAYR T HISS Fell o haol
R, Sfed T TR W JIAT FLIT AFhrel, RaFua 3R digdemredg msvor & o Srer ST
g (Kumar 81))I

FATcA® AANATT (Artistic Features & Motifs)

IS GrAdH T H Tg 3T HEI: eXarail, di@er 3nfe & aTRar T AFRrRN garT Farde Fldl
T, fred HET &9 @ MR HT ST BT AT| INEYTAsh HTTRADAIHT & HROT TRl BeAteX Y HlaT
ﬁmqaﬁ@%,mmmmmﬁm&ma%mﬁwmmm
¢ TE e R & ¥ TR S0 §, FafE ol aFqu G AHE HAIH G sl § TS
Sre €, St Riarfare wgrfsat o g AT A 397 § (Saharanpur Gazetteer 92)| gTalifeh, 3r8el
RS T Aarhrell, -3 &F HEHT F A oo & TS §, 3 BheA, A, BAT 3T F A
AR & HROT 38 HH H AN TRae 318 &, 3R goRt #@M=-AfdAT aeqe 09 3R s@fer &t
foaTer &1 S T 81 30T HETd: SAMANT Yeat oo & WA §, 3R IMHAAR W Fhael gooh T
fSommsal &7 Tarprel & gy § (Saharanpur Gazetteer 92)| #AFwell ¥ar arer 3 8ff 3R W
3TTST HH A g, Afehel IoTehl HEAT A & 1S § 3N FAGN A0 §| Th HYfeieh FAER S35
A §, S E @ H F IR A F gand § FERAR A AAT g3m 7 Merdm |,
dis AR AT =T & g5 BelseT ST Sd §, 3R Fg Hellae, greiiih Haf-melt qERT & hA
3R At @ o @y il &, Yool W HSH IUYF 8, $H FH F 9l AHA FRAR T H
9T ST € (Saharanpur Gazetteer 92)| @gRAYY HT Had §31 W &1 Jg ¢ fob agl & ST shell
€ T6 U oW & g g, S g Awhrell R Borsa A vk e sfagra 3R gl wedr
TE HA DY PN e AT Follel BT ARRAT T &, Sfoh $HA HRAT FEPIA, W AR Gt
%1 g8 B9 & (Handa 45)| 38 ol A &g YRUR (SISl HT IYANT gial &, S - Jepid & IR
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Gor-aferdl AR STelleR il S Harel @il T fawrad 1 geiel §1 39 1 9o el f3arser o
Tgl & Rreq & @ &t 8, St arier F 9 &elm T e g¥Jd Al § (Handa 45) | AR
Fell T AfISear 57 Fell 7 STehd ¥, S TWRAR & TARNT FRIRT G@RT 39S 71 § 3R 377
Aot & Ty FATH T HAET Tgae T g1 Tl Sid AT G F IMUR W Hlg AGHT oTal &;
faffieer enféieh gclier S Tem-por & Telelr, g2, FAd I gAd § & JE Fer HRAT TEpfa
@rWIé@@?fgé%(Kumar 128)| Fs BTsal & 'S &' W @ fAear § Fad grefiea
ST ETTATY, Ao, §38T AT Al I geiedl ST8Y Sl &1 3§ oA g’ A1 fehrs FEd €, S 3
HHY RIeT & §T A SN S § (Kumar 129)| FERAR T H1SS Fell Shaol Batra” FATT 70
g, T8 ARd A AF Far, aiffid d@ar, 3R FdeAMadr 1 SNaed 3eeror g1 &) Bemsa iR
et AR, afFa, wifa it ded & amaenst @ gFd vE FEE FE &1 T FROT § 5 T
Folr 3er fafdrse o1, &9, A 3R Ty B sToe & FROT ARAT WiEpiad Teane # G §
(Handa 46) |

gfae vd 3fd«+ IPET (Socio-Economic Impact)

HERAYR &I HISG FHoll o hael Teh HiEpidh tRIE §, Sfodh Ig &1F & FATorh AR 3nfdeh Shast
&1 81 Teh HHeeT 3T §| TERAYT T HTSS Fholl of shaol Ueh eI gEcehell &, dfoh Ig §olRi TRART
I 3MTSlifaehT 1 8ff HET ATere &1 I el WY 3R 9eT §9 & w9 1§ 2 1@ IRART &1 SR
&t &1 309 FRIR, 963, BASaR, TI-UT et arel, ke et arer 3R SR & S5 oot e
B & (Ansari 2021)| 38 Fell H FH H dTel IAHR 9T IRARD TT & 50 99 8 J3 g0 &
3R A X W 58 Wr@a 3R 39ed 31 W@ § (Tripathi 2018)| WM &1 I © 6 I8 A Asd
sﬂﬁﬁﬁﬁwmﬂﬁﬁﬁﬁn?ﬂﬁﬁm@mﬁwﬁaﬁsawaquldlqld HEKIPED
gise & @ ST A HGRAY T 1SS Fhell o HR I AW S6R H Tgale feelrs g1 Tl &
WWW,WG@&,Smﬂﬁr%ﬁaﬂwﬁ?%ﬁﬁagﬁmwmgmhurana
2019)| Tger STeT ST AT Hed Tel=ll I400 & T500 FIF & ST AT, IE T g TGhY T
%1300 & %2000 a?a's'amqgirw% (Government of India, 2011| I I SH S T Hhd
¢ o HERAYX &1 &ell T AT 3 & FTET o Aol F 9 W &1 59 Fell &1 § o shaol IS A1
e @1 8, dfce I8 TAoIe §7 & & Rl &l TRGER 3R TR SRR 396y T 36T &l
AfgeT? o 319 58 &1F & Whhg &9 & FH W W ¢ (Upadhyay 2018)| 38 TR, HERAYX &I
HISS Hell SR, AT faehrer, 3R TRl Her 3ol & 3ed ffw @em @ &, 98 I8 o
AATTSH-3Th T & &9 H T g7 gl g1 50 &9 # AT &9 & eSS & a9 56
HIRIRY & 3 §C &1 I¥ 1965 & FERAR ISR & 3IaR, el # sRgrg iy & war 21,903
o, S Y & & ARER, a&N IR AT el 7 Hfw 918 Sl 81 95 FHaT QU FWRAR ot
ﬁaﬂrﬂmﬁrt}mfgm g, offched T3 dgdTel H Al TUIaT ™% g (Saharanpur Gazetteer
115)| Ig 3w 8 a1d &1 T&d oo & F I8 FfY Frc Req F ATA ¥ <A9F: GHATAF
Al AT W@ 81 sfaerasrl 3N Muwdizh 1 A ¢ 6 @gRaR I8 aRIRE Fres
hell FITe Hrellel FaTal & @ fAsRd g5 &, Sd vy sRRE 3 #qaer Ao & sfada
AeFeprell 1 ATl WREIT Hledaer & @Y #@Hey a1 (Department of Archaeology, Govt. of
India 1967)| TATSIRTEA GEEHIOT @ ¢ A TERAY H Tg FHell TURNT A A Frofes T7fd,

162


https://kalaasamiksha.in/

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 01, No 05, PP 167-176 (Total PP 08)
ISSN : 3107- 4936(Online)
Frequency — Monthly
Kumari et al. — Reimagining Indian Calligraphy in the Digital Age

HiEpicen qgurel AR HATTSIh FIGAT HT ST &1 SUTEAT o U= MY FART HRAR A o
¢ T T§ ForT dhael SIS T ATLIH g1 §, dfeh I& FHAT AUV & FHfeH Hicdarer Hr
ek 81 § (Upadhyay 2018)| wnffie wsiral o el & aiedr (1963) o 379el Y&csh &roel Sofd
daeex - sfderd 3R Aerere # HERAG S SEATH WY T res Rieq &1 Sersal # sarean@a
forar 8, TS a@ 78 Tase g § b I8 svell enffier-aiepices FATLS T IROMA g (Nadvi 1963)]
QT (2019) & 39«1 My Comparative Study of Wood Carving Styles in Northern India #
HERAYR T HISS FHell H Jolell HHAR AR FATTr Fe2r &1 A @ A1 §1 37 AR TGRAR
SRPR Gel-afadl 3R SAfANT Irpfaat 7 cafs Frer § 3R Ig A f[ARIse ggare @ &
(Khurrana 2019) $Rd TR &I a¥ 2011 &I g&dRIed HRITR 0T RUIE & AR, TFERART H
SITETET 5,000 TRAR Y AT qeT & F 36 Hell § 3 §U &1 g RUIE g7 HRORT A 3119, Hrd
fufaar ik aoR @ & FwEst &1 AEgd @aor g ga @ § (Government of India,
Handicrafts Census 2011)

A "ot A AT (2021) A HUA MY FERAGR I HISS FHoll& HHABIGNA Toliadl Ta aa@] &
Ig TS R § o TollaesaesT & 38 SR A 56 IRURS RIeq H1 gl Teldr T FIHAT HTel
U5 T U 3R WRIETT deheilehl T EETOT, 3N g@ll IR 3myfas o 3R e & Afer
& 36T Feold (Ansari 2021)) | 38 YR, HERAY HT HTS &ell FATS & IiF 3R Aiepias
IRGRT T JHTHR ol Tell Teh FLAFT JUT & el §| T§ TWORT Shdel Teh RIeT 81, diosh TARAT
AT T IR ITUR AR Fiepiaen kT o gl

geifaat @ |aTor Y ITERIFaT (Challenges & Preservation)

TERAYT T 155 ol Hel & ¢ 3R At & 30 ggurel a1 geohr &, Afohed 31T T§ well S
AR A IR G ¥ FIS-19 FEART & THT $H F1H FI §gd FH4 g37T| HRIRT F FH1e 5
g I, 31X TGg @ AT 3R FRIr § Fell diair 1 AT ¢ g G| Alpssa AR g Fr qEfear
F FRUT TR HlHldWWHﬁmmw,mmwmaﬁa@aﬁTgm
(Sharma 23)| T 3R I3 AT I8 § 5 37T s oI oMdA 3R Aea 39 A & 98 §
3R mEEh & Aol o A€ @y @, 9IERor & W & AU WHR A US @Hed W Fo @A
e g, a8 ohsr T Jes 3R FF g A1 § (Handa 14))| ®RERT & 9 A5 7M1 3R
Tohalier T el oY T 93 e &1 AN F 39T W 3 @Awa €, 3R AR FRIR {F
el 3SR @ & A Fd 81 S8A w1 AT g g 3R 3¢ qEi @ gfaafarar # e w@ar gsar
%lmrﬂﬂaaaﬁraﬁmmagaﬁma#%mgﬂmﬁﬁgﬁm,mﬁm@rgﬁm
3R 3T #Hee A& fAe arch (Thakur 45)1 § 39 goR & Sgd /e el 91 Thd €, Afhed
HETEEAT Y FA 3oE Aok &M Bl g Wl ARG A WA gU TE SH ¥ 3 e A W@
(@) 3R NeafRd (/) AT TWHR H TT F a8 FERT F &l aoe, e fr T,
75 #efiel 3R SIS &1 GIAET 3ucretr HC| A GEAT 3R Sose Thor o sEH Heg X Heohd
g1 3PN WA T O FHEH gl 3010 1T, df IF Q&N 3R AT Folm - T g el ¢
safaT g7 e 39 T9 3R 316 Sl & o F HT A1igv|
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Aqrar 3 #fasy Y FHEATT (Innovation & Design Futures)

HERAY T HISG el Teh WREIT [ORMET glel & WY-AY FAaraR AR 3nefiaren Boms & @y
TSH IS T AT §F & I W &l Taold AT 3R SR i F&Rd A 4@ §T AT FRIR
Fad IRIRE B & A& oo @, dfew v Bamsar iR deesiin (@9 @#on 6 3R o
AT & W@ &l SHH Aded & F ggd Bolsd I v o1 St O @ Sl § 3R e 3
IUIEAT d SISIR & AT & 38R Q0 3ce [Ghfad f&ar Srar § (Handa 45)1 316 @R &
5 AT BomseR R FEAT SusieFl-shiead 3cUled W HH R T §, TN Iqeeh H THe,
39T AR §oIe F IHFAR 3cUTE ST ST ¢ 81 $HA o hael HRERT 7T GAT Fe F Hehl
fer W1 &, dfceh SR A 3ot s oY Aot & W & (Sharma 78) \\ 38& 37ciTal, AR WHR
IR fASh FEABT @Rt IH & odad R 3% Feprd FdsA, wweifae (Yediel) 3R S
S FhIFH o AT aS § (Thakur 112)1 & AT FRIFRT & qr-fager # e 3cumar & e
3R e & Al o § fadel gedfeat # FERAGY A HISS FHel B S AT A 8, 399
T haol 3GHT ANT Tl & Slodh PRIERT P A5 RO 3R R 8 Ferar § (I3 Kumar 64))]
qIA Hedt F AR (2021) o 9 A HFERAY 6T HISS FHoAl® FHbN FaAliardl T Hael H
g TIs¢ fohar § b Tolaosae & 38 aR & 3@ 9RURe RIeq @l &gl Iellc I ATHAT A
US T &, Teh 3R WORETT deheliehl &l E6T0T, AR qadl 3R 3nyfaes f8amss AR are & Afar
& 3T Seod (Ansari 2021)) | 38 YR, HERAYR HT HTSS el FATS & ITh 3R AEpids
ARG FI TR ol dTell Teh HAFT JUTC §eT FehT §| T§ TR shael Teh RIeq g1, Sfosh TARNT
AT 1 3TF 3muR 3N wiEwiaw e o g

gﬂ’rﬁ'ﬂ’f g WI&TUT T HTaeTHdT (Challenges & Preservation)

HERAYY T 1SS Fhell o7el &1 o AR faeel & ueh ugeret oer gohr ¢, olfched TSl TE dholl 3
AR A IR T &1 HIAS-19 AGTANT & TAT A HIHA B Tgd AT g3 FIIRT FT FIHA 5
g1 I T, 37T Teg @ aTv 3R TR § §elr el hr AT oY g TS| dAlpsrzeT AR ud Hr gt
& FRUT AR WA AT R ¢ A 1 Fh1, TEF ARt AR FRERT $T 9gd @er g3
(Sharma 23)| & 3R 93r gATAT I8 & fF 3= sy @ ofrer 3R IwmEs 319 Agh g 15 §
3R mEEh A Aol o A€ @y g, 9HeRor &I W@ & AU WHER A U5 Fed W Fo GwH
aamT €, f5ud adr fr gears 3R FF @ S & (Handa 14))1 $RERT & 9 A8 #@Mar 3R
Tohalier T el oY T 93 e &1 AN F 39T W 8 g €, 3R AR FRIR {F
QA HISRT & FIH A 1 580 HHA GAT I & 3R 3¢ g@d F gfanferar 7 i g gsar
8l THNT Feg o Fall § 9gd § FRORT A Bosa @ i e, Ache # soa $r giae,
3R 3 FHag AL AT ol (Thakur 45)| & 39 g & g 3o diel ST Hehl &, oifehed
qaTEl & FHA 3eg Ah AN Bl 37 TN ARG FT @A gU Tg TR & F 8@ Fer A W@
(Famm) 3R AcATed (1T SATT| TER A Aifev fF 98 FRERT &I TEAT dhsr, Bmsa Fr i,
% @Ml 3R o 1 Flaed 3ueretr wv| fAs HEAT 3R B9sa Thel o 3HH FHeg A Fhd
81 3R THY Tgd B FeH gl 33T AT, dl Ig Wl 3R IHeTATel Fhell Y- Teal & Fehell &
safeIv gH fAeeY 58 a3 3T §o & folT S# ST a1fgu|
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Aqrar 3 #fasy Y FHEATT (Innovation & Design Futures)

HERAY T HISG el Teh WREIT [ORMET glel & WY-AY FAaraR AR 3nefiaren Boms & @y
TSH IS T AT §F & I W &l Taold AT 3R SR i F&Rd A 4@ §T AT FRIR
Fad IRIRE B & A& oo @, dfew v Bamsar iR deesiin (@9 @#on 6 3R o
AT & W@ &l SHH Aded & F ggd Bolsd I v o1 St O @ Sl § 3R e 3
IUIEAT d SISIR & AT & 38R Q0 3ce [Ghfad f&ar Srar § (Handa 45)1 316 @R &
5 AT BomseR R FEAT SusieFl-shiead 3cUled W HH R T §, TN Iqeeh H THe,
39T AR §oIe F IHFAR 3cUTE ST ST ¢ 81 $HA o hael HRERT 7T GAT Fe F Hehl
fer T 8, dfcsdh SR A 3o Yhs 81 Asgd & W' ¢ (Sharma 78) $He& 3felal, AR IHR
IR fASh FEABT @Rt IH & odad R 3% Feprd FdsA, wweifae (Yediel) 3R S
S FhIFH o AT aS § (Thakur 112)1 & AT FRIFRT & qr-fager # e 3cumar & e
3R e & Al ot § fadel gedifeat # FERAGY A HISS Hel B S AT Hed 8, 399
T hdel 3T AT Tl & dlodh PRIIRI B 75 RO 3R e 8 Fear § (I3 Kumar 64))1

HAST A 3R HGRAG & 155 Foll HI 3315 HEATAT, Teheliehl GTAGTOT IR TR Fgder &
ATEIH & Fad fRar ST, af I8 819 J99R, AcAfAakar, AR dfitas ggare i feer & 3R 3mr
§¢ ThdT & (Verma 98| 38 fardd &l 39R T fgem # Wicarfed fhar ST, af I8 AR gediied
&1 g & v AT A fow Fehelr g

fas#¥ (Conclusion)

HERAYR T H1CS Holl ARCAT Holl HR AT WRT & Th S 3R 3eT ERET &1 Fg Fol
SHael ThSN W AR T WAT 76T §, dhosw Tg WRA T FEPid, s, 3 Farer Hr st
ﬁ@é’rgé%"lJgﬂ?»rchmﬁ?ﬁslw%’mmaﬁsﬁm%ﬁ?waﬁﬁm%maqa
FT ETerct W g1 30 AR Ao & X A ST I Foar ¢, S AR 67 qepiad Tahdr
1 gl &1 36 Fell T hael FEPias & 1, Sfesh FaATfos 3N IS Agea o g 537 ¢
oIT@l ST Tegel 3R 39cTeT T § 0 36T & 33 €, 3R 95 RA & geaidied dia & off v
T3 fAT T W ¥ FERAR A AT Foll ARG Hr Idegaedr & o Ao S g 3R amdor
TaehTe &1 Teh HAFT ATETH o1 YT §| Teliich HTST TG ol S Iollicrdl T HHAT X TET &, o
T A B e, WHN FEAT H FAll, AR YA dehelteh FT ogT A arend| Y o, Iy
TR, f3igeT TEUTe, HRITR FHETT 3R SR & i Sgol dledel a7 A7, dF 36 fawraa &
3 arell fifgt deh FRIATT AR FFT T A GGARAT ST FHRAT gl HAd: Pl ST FhAT & 5
HERAYR T HTSS Tl o Shaol Teh RIeT &, Tfoh Jg HRA A &P 1, ITcATAIRAT 3R Ter=lrcaehar
&I Shad Yaiieh &1 38 F&T0T AR Hade & foIv anffes SATEl 1 TaeTehr &, dif T§ TiRamelr
WRT 1fsT & 3R o Sargdl o uga whl
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Abstract

Indian calligraphy is an old art form that comes from the country’s wide mix of languages and cultures. Today,
thanks to digital tools and technology, this traditional art is making a strong comeback. With the help of software,
Al, and design platforms, scripts like Devanagari, Tamil, Urdu, Bengali, and others are now being redesigned for
modern use. This paper looks at how technology is helping to protect and update these beautiful scripts, making
them more useful for today’s needs like digital communication and branding. Artists, designers, and cultural
groups are working together to bring new life to these scripts while still respecting their history. It also explores
how online archives, design websites, and tools like Unicode have made it easier for more people to access and
use these scripts, even outside India. This helps create more cultural exchange and understanding. Using case
studies, interviews, and existing research, the paper talks about both the good and the difficult parts of turning
calligraphy into a digital format. In the end, it shows that instead of replacing tradition, digital tools are giving
artists new ways to express old styles. This not only helps save this part of India’s culture but also keeps it alive

and useful in today’s online world.
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e qeoHf

INTRODUCTION

Background of Indian Calligraphy- Indian calligraphy has a long and rich history. It has been
part of religious books, royal orders, temple walls, and old learning traditions. Every script like
Devanagari, Gurmukhi, Urdu, Tamil, or Bengali carries not just words, but beauty and style.
In earlier times, trained writers and scholars would carefully write by hand on palm leaves,
birch bark, or parchment. When printing started during British rule, and later when digital
communication came into use, this beautiful hand-written art slowly faded from everyday life.
But now, in the 21st century, things are changing. Thanks to modern tools and digital platforms,
Indian calligraphy is making a strong comeback. Today’s designers and font creators are using

technology to both preserve and reinvent this art form.
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This paper looks at how digital technology has changed Indian calligraphy. It shows how
software, digital collections, social media, Unicode, and even Al tools are helping to bring
new energy to these scripts. But this is not only about tools it's also about identity, culture,
access, and national pride. By looking at how calligraphy moved from handwritten to digital,
this study shows how tradition and modern ideas can work together. This mix is helping

young people connect with calligraphy and keep it alive in today's world.
Classification of Script

(1) Pictographic Script (2) Ideographic or Symbolic Script (3) Phonetic Script
Pictographic Script

This is one of the earliest forms of writing. In ancient times, people drew simple pictures of
everyday things like cups, animals, water, or trees to share ideas. Each drawing stood for
that object only. Some regions, like parts of Africa, Peru, Japan, and China, also used a

special system called “knot script,” where messages were tied into ropes using knots.
Symbolic or Ideographic Script

As people started to think more deeply, they began to use symbols to express actions or

feelings. These signs were more than just pictures they told a story. For example:
A face with a bowl = eating

A face with water = drinking

A hand above the eye = seeing

A sun shape = warmth or heat

This type of writing was used in many old cultures. The symbols stood for ideas, not just

objects.
Phonetic Script (Sound-Based Writing)

A major step in the development of writing happened when humans began using symbols to
represent sounds, not just objects or ideas. This made it possible to share more complex and

detailed thoughts.

It is believed that the first sound-based script was created in ancient Egypt. This early system

had 24 consonants, but it didn’t include vowels.

Later, the Phoenicians built upon this idea. They started matching specific sounds to specific

symbols, making the writing system easier and more flexible.

For example:
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In Egyptian, the word for "ox" was A/if The Phoenicians called it Ajpu, and they used a

symbol based on the ox's head shape. Over time, this turned into the letter A in the English
alphabet.

Another example is the word for "eye", which was Ayn. This word also became linked to a

symbol that represented its sound.
Phonetic script can be divided into three types-

Syllabic Script:- Each symbol represents a syllable (a combination of a consonant and a
vowel).Our Devanagari script is syllabic. For example: The letter & is made from &% + 37The
letter & in &1 is made from § + 3TSo, in Hindi, the word ‘Ira1” is written using syllabic letters

that combine consonants and vowels.

Alphabetic Script :- Each letter or symbol represents a single sound, either a vowel or a

consonant. For example, in the English alphabet: "A", "B", "C", etc., each stand for one sound.

Logographic Script:- Each symbol represents a whole word or idea, rather than just a sound

or a letter. Examples include : Chinese characters, where one symbol can mean an entire

Agrd 1 A
W (g, [ dow | o o] A | @ [mn [  d ] g g
A AT H A ABAB S
H¥| [Rl3p[ svenEm (.
o =5} Yl a8 R %

LI EA AL B¢
CL[L[5]5]1D] [S]O9913]3
>Ql Al U< 9] |¥ U PAA
(1] X X 3t
FIFIR A Q@R [R (D[N R =
712]92[2]2|A|n|WF ¥ W =
AlAa[a[olanj A n|
b wlwwd = i
= e il Pk 3 s
FAEIEICICI eI IR
o d o [P & ] ¥
ARARENSHNSILI
o Wl P A r5l B
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0|0 ol 10|06 i
2] 12 ENEALHNIE] 3|3

word or concept.
History of Script and Evolution

Writing has always been a powerful way to save and share knowledge through language. In
ancient times, people spoke to each other, but they didn’t have any writing system. Early
humans had limited knowledge, and they used simple methods to communicate. As their

thinking improved, they began drawing pictures to share their thoughts and record important
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information for future generations. As civilizations grew, writing systems also began to change
and develop. These systems didn’t come from just one place different parts of the world
created their own forms of writing. Through kings, travellers, and trade, these scripts spread
from one region to another. Over time, as cultures influenced each other, the scripts changed

and became more refined, leading to the writing styles we use today.

The first known script is believed to have come from Mesopotamia, also known as Sumeria,
located between the Tigris and Euphrates rivers what is now modern-day Iraq. Early
civilizations like Sumer, Babylon, and Assyria developed in this area. The people there made
scripts by drawing basic lines and shapes, often inspired by their gods or religious symbols.
Around 3500 BCE, in the Sumerian city of Kish, priests began using these lines on temple
walls to record offerings of goods and animals. Later, they started using clay tablets to carve
these records. This marked the beginning of writing systems as a way to keep information
safe and pass it on to others. Across the world, writing evolved in many forms like picture-
based writing, emotional symbols, cuneiform marks, and sound-based signs. Language and
script have played a huge role in human growth. Writing helped people store ideas,
communicate better, and share knowledge over time. Along with writing, people also created
drawings. Many of these were carved into clay tablets made of dry mud. Tablets found in the
ancient city of Uruk, from around 3100 BCE, show carved pictures of different objects such
as hands, feet, pots, water, and the sun. Over time, these drawings became easier to
understand, and a form of pictorial script was born where simple images were used as writing

symbols.
Y IR it 7 Foeprey

Rey fifd (3500 2.7

In India, calligraphy has always been more than just a way T ey
to write it is a part of our culture, heritage, and identity. i) fofy

40039 #3004

From handwritten religious texts to temple carvings and

=
. s . . . . : t gt f2

artistic scripts, Indian calligraphy has expressed emotion, b0

devotion, and beauty for centuries. Most communication

T faf e e i
happens through phones, computers, and digital devices. 3804 800 % —I—:L—l

While traditional writing has reduced, it is not disappearing. 3

In fact, technology is now helping to bring it back in new
ways. With tools like apps, digital pens, and font-making
software, artists and designers are creating modern versions

of old Indian scripts. These efforts are giving new life to

g fufy

Lol
i

ancient styles, keeping their charm alive while making them

fit for the digital age.

170


https://kalaasamiksha.in/

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 01, No 05, PP 167-176 (Total PP 08)
ISSN : 3107- 4936(Online)
Frequency — Monthly
Kumari et al. — Reimagining Indian Calligraphy in the Digital Age

Literature Review

Several scholars and designers have explored the transformation of traditional art forms in
the digital age. Nayar (2018) describes digital humanities as an important tool for preserving
and studying indigenous forms of cultural expression, including calligraphy. The study
emphasizes how digitization helps to preserve endangered scripts, many of which are no

longer used in daily communication but hold immense cultural and religious significance.

Niyogi (2009), in her comprehensive study on Indian calligraphy, outlines the evolution of
script aesthetics and the role of regional linguistic diversity in shaping stylistic traditions.
However, her work primarily remains rooted in traditional practices without delving into digital

reinterpretations.

In contrast, Mehta (2021) discusses the emergence of Indian type design in the digital era.
Her research covers projects like Google Fonts’ Noto initiative and the Indian Type Foundry’s
regional font development, which focus on creating digital versions of Indian scripts for global

platforms.

Further, works by Bhatia (2020) explore how social media platforms such as Instagram and
Behance have helped modern calligraphers reach new audiences, transforming a once-niche

art form into a tool for contemporary visual storytelling.
Research Methodology

This study uses a qualitative method, combining existing information with personal observations
and real examples. The data comes from research papers, online records, published interviews
with working calligraphers and designers, and reviews of websites that feature Indian

calligraphy.
Three key tools were used for the research:

Looking closely at websites like the Indian Type Foundry, Google Fonts, and social media

platforms such as Instagram.

Studying present-day calligraphers and groups who are bringing back old scripts through digital

work.

Comparing traditional handwritten calligraphy with digital versions used in branding, online

learning, and creative fields.

By using all three methods together, the study gives a full picture of how Indian calligraphy
is changing today not just in how it looks, but also in how it is used and seen in society.
This research is exploratory. Its goal is to spot new patterns, outside influences, and future

possibilities rather than to prove direct causes or fixed outcomes.

171


https://kalaasamiksha.in/

https://kalaasamiksha.in/
Kalaa Samiksha - Volume 01, No 05, PP 167-176 (Total PP 08)
ISSN : 3107- 4936(Online)
Frequency — Monthly
Kumari et al. — Reimagining Indian Calligraphy in the Digital Age

Indian Calligraphy in the Digital Age

Indian calligraphy is more than just writing it's an art that gives life to letters. Across India,
people have decorated scripts for centuries in languages like Hindi, Urdu, Tamil, Bengali, and
others. These scripts were once found in religious texts, royal records, temple carvings, and
handwritten manuscripts. But today, things are different. In the 21st century, artists and
designers are using digital tools to carry forward this ancient art. With devices like tablets,
styluses, and design software, people can now make beautiful calligraphy on screens.
Programs like Procreate, lllustrator, and Photoshop help add layers, colours, and effects, while
fonts and apps take Indian scripts into mobile apps, websites, and social media. Calligraphy
now appears in wedding cards, Instagram reels, book covers, YouTube thumbnails, logos, and
ads. Young creators are blending old forms with modern ideas to make Indian scripts feel
new yet rooted in tradition. People appreciate this it feels cultural, personal, and stylish. At
the same time, type designers are building digital fonts that reflect the beauty of traditional
letters. From refined Devanagari to flowing Tamil and Urdu scripts, these fonts let users type
gracefully in their native languages. Yet, some issues remain. Not every script works smoothly
across all digital platforms. Some languages lack digital tools or are rarely taught anymore.
But change is coming. Online tutorials, creative projects, and growing interest are helping

Indian calligraphy build a fresh digital identity.
A Technological Renaissance of Traditional Scripts

In earlier times, writing was seen as an art form. Each letter in Indian scripts carried style,
flow, and meaning. Whether it was the smooth lines of Urdu, the balanced shape of
Devanagari, or the sweeping form of Tamil, every script was carefully written by hand. But
as printing and typing became common, that beauty slowly disappeared. Writing became more
about function than form. People stopped using pen and paper, and graceful calligraphy was
mostly seen in old manuscripts or museums. Now, we're seeing what feels like a “technological
renaissance” a creative comeback for traditional scripts. With digital tools like styluses, tablets,
and design programs, artists are finding fresh ways to bring back the elegance of Indian
lettering. What used to need careful strokes of ink can now be done on screens with vibrant
colors and fine detail. These revived scripts now appear not just in books but on websites,
apps, films, ads, and social media. They’re being turned into fonts, illustrations, animations,

and logos reaching audiences worldwide.

Young artists are combining old calligraphy with today’s design styles, giving these scripts
both a deep heritage and a fresh look. From a hand-drawn Gurmukhi wedding invite to a
trendy Malayalam logo or a Bengali motion graphic, the scripts are not lost they’re being

rediscovered. This movement isn’t just creative it's cultural. It helps protect local languages,
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express identity, and share visual history with the next generation. Most importantly, it shows

us that tradition and technology don't have to clash they can grow together.
Digital Revival of Traditional Scripts:

Thanks to platforms like Google Fonts and Adobe, Indian scripts are now easier to access in
digital form. These digital fonts are made to look good on all kinds of devices while still
showing the charm of traditional writing. Designers have also made new fonts that feel modern
and friendly but still reflect Indian culture. Some websites and apps use fun games and
interactive tools to teach kids about Indian scripts. These efforts help bring these scripts back

into everyday use.
Challenges of Digitization:

Indian scripts are often detailed, with special shapes and signs that don’t always work well
on digital screens. Some digital systems still can’t handle these scripts properly. There’s also
a shortage of skilled designers who understand both the technical side and the -cultural
meaning of these scripts. Sometimes, these scripts are used without knowing their real value,

which can lead to confusion or disrespect.
Technology as a Tool for Culture and Creativity:

Modern tools are helping people reconnect with India’s writing traditions. Apps like Calligraphy
let users turn their handwriting into digital fonts. Al (artificial intelligence) is also being used
to recognize Indian words and letters, and even to bring back scripts that are no longer in

common use. These tools make it easier to write, share, and create using Indian languages.
Impact on Art, Media, and Everyday Life:

Indian calligraphy is now seen in many new spaces from clothes and product packaging to
Instagram designs and street art. These scripts are becoming part of modern culture. They'’re
not just about writing they carry a sense of pride, identity, and creativity. As more people

include them in design, the link between old traditions and modern life grows stronger.
Indian Digital Traditional Script Blending Heritage With Technology

India has many beautiful traditional scripts like Devanagari, Tamil, Bengali, and others. In
today’s digital age, these scripts are no longer just found in handwritten texts or carved in
stone they are now widely used on computers, smartphones, and websites. With the help of
modern technology, these old scripts have been turned into digital fonts, typing tools, and
language apps. This lets people use their native languages on the internet, social media, and

in digital files, helping to keep our culture alive while growing with new ideas.
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Most Popular Indian Scripts in Digital Form

Script Languages Common Where It's Used
Written Digital Fronts
Devanagari Hindi, Mangal,Noto Websites,
Sanskrit, Sans education,
Marathi Devanagari social media
Guijarati Guijarati Shruti, Religious texts,
Rekha,Noto digital, posters
Guijarati
Gurmukhi Panjabi Raavi, Panjabi
Anmolipi newspapers,
sikh websites
Odia Odia Kalinga, Cultural
Utkal,Noto websites,
Odia literature
achives
Urdu Urdu Jameel Noori, Urdu poetry,
Noto Nastaliq Islamic texts,
newspapers
Tamil Tamil Latha, Books, films,
bamini,Noto news apps
Tamil
Bangali Bangali, Likhan, Noto Blogs, children’s
Assamese Bengali books

Case Studies

Modak Font: A bold and rounded Devanagari font that's fun and expressive. It's used in

creative media and educational tools.

Baloo Font: Designed for multiple Indian scripts, it's modern and friendly while keeping cultural

details.

Google Noto Fonts: These fonts include nearly every script in the world and help ensure that

Indian scripts are visible online.
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ArtX Company: This group works with traditional calligraphers to digitize rare scripts and

preserve cultural styles.
Suggestions for the Future

Work Together - Designers, tech professionals, and language experts should join hands and

share ideas.

Add to Education - Schools and colleges can include digital calligraphy in art and language

subjects.

Fund Creative Work - Projects that protect old scripts and create new fonts should get financial

support.

Use with Respect - Traditional scripts must be used carefully, with an understanding of their

history.

Improve with Technology - Al and machine learning can help make Indian languages easier

to use online.
Conclusion

Indian calligraphy is changing with the times, showing a strong mix of old traditions and new
technology. Instead of fading away, these scripts are now getting a fresh life through digital
tools, keeping culture alive while reaching a wider audience. This change makes ancient
writing more open to today’s younger, tech-friendly crowd. It's not just about art or design it's
about proudly showing identity through letters. With more artists, teachers, and tech creators
involved, Indian scripts have a bright future ahead. The goal is no longer to save them from
disappearing but to help them grow and stay meaningful. Indian calligraphy can now become

a living, evolving part of today’s culture, both in India and around the world.
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Abstract

The traditional handicrafts rooted in the soil of Maharashtra are not merely symbols of beauty, but also a living
expression of the deeply connected cultural consciousness of the state. Generation after generation, these arts have
preserved the life values, beliefs, and traditions of society, but due to the rapid pace of the modern era,
industrialization, and changing consumerist thinking, these invaluable arts are being neglected and are gradually
on the verge of extinction. This research effort focuses on the specific traditional arts of Maharashtra: Paithani,
weaving, and manufacturing. By meticulously studying the historical background, cultural significance, and social
role of these arts, this research highlights their current situation and challenges. There is a need to revive these
arts as living traditions, rather than confining them to museums.

The research extensively analyzes practical conservation measures such as digitalization, educational
dissemination, innovation, government support, GI tags, and handicraft tourism. In particular, this study
emphasizes that if traditional art and modern technology are coordinated, these endangered traditions can be given
new life. The objective of this research is not merely conservation, but to give these arts a respectable identity and
to create opportunities for self-sufficiency and sustainable livelihoods for local artisans. Thus, this study presents
a significant effort towards the conservation of traditional Maharashtrian handicrafts and the empowerment of the
socio-economic status of artisans.

HAERTSE &7 AT & TE-af IRIRS gEddhalt o had TigT FT e §, dfed I Ao T TS
¥ I WEpfas ddar H Shad sfdcafad o §1 NE-a-Nér g7 Fonstt o AT F ShaeT-HedT,
IreAr3t 3R WOt s Efera @ g, Afeed smyfae gor B ae arfa, sitegiehetor 3R aeerd
SYHNFATATEr T & oI A 3HFed et 3AfATd gt ER-UR fao[ed glel T IR W §| g Ay
varE HgRrsg T fafdse aiaRe FHensit doolt, go18, AT W Hd ¥ 5 wensit Hr Aaerdw
ISEH, HEpicieh Hged AT FIHATSIS HHHN F YEH T I §U, Tg MY Iofoh Icile greired
3R AT T @R FAT § g7 Hell3il T hael HIETordl e AT o IWH, Sldd WRT &
T H YeASidd el I HETRTRAT g

MY H TIETUT & ATdeIRSF 3urdl 0 Bfoeeaxor, A1 JaR, AaaR, TERT Tgradr, Shas
&I, AT gEAhT T B ATaR & faeefa forar a=m &1 Ry &9 @ I8 3¢9y 39 919 W)
Sl ST & T I IR el 3R IS Tehellen T FHaT foham ST, A 51 faeeadry oRisit
H AT Shael fHel Thdl g1 5T MY F 30T Fddl TG o161, Sfed I HellAT Dl HFHTTSTTR
A el 3R TUAT FRPRT & T cAfIRar vd add eifae & e Y7 T g
3 YhR, Tg IS HGRISE I URURS gEAhar3l & TIEUT 3R FRERT Hr Aqreios-3mtds
Eufar & qerfedentor & fGar & v Hgcaqul YA T&dd Rl g
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YEAGET (Introduction)

R P FEplas fAfeudr v ol &r Re &, TEA &/ o 3o [fkrse gorg 3R @1 o
3YTEUT BT 81 56 HIEhideh 3Uael H AGRISE & HAPT 3cddd FHSY, Hollg 3R IROMEIs T
€1 FET T dhell, IR WRIT shael Bled HT 7gerd ¢ chl, dfosh AHASS Siiae, aridien faearat
3R AfaErfs Ader i s @ S g g

Yool For$ S IRURE Felll HERISE & FiEh{de Ggarel &1 ¥t 397 8, fSever g,
TTfHeh 3R AEATSS giteal @ fa9 #@gea &1 fhg I8 & @1y, 3eAIleor o YRR TehiasH
I T Seel &1 AR IYFrarer ygfadt o caRd ooy @l grafaedr &), fSas aRomeaeasy ¥
Foe - FRAT W el 7| 3myfae Saaden, 78 d@ed AR Jead R oF FRERT @
ugare, FFAT AR 3mehfas & did @ ek &7 & genfaa frar 81 I8 au-a g v g, 3+
TISeauTd el W3 HT Yelsiiiad it &1, S 3Her 8 39=h Hifoshar 3R Aiepias #@gar &
HROT EETOT A | Tg HEATA o Shaol o1 den3il T qodAT Tl AR GHifodr 1 a@s= @
AL AT &, dfedh 3o ALETT 3R qdaeeT & fov saagier 39T off yedrfad ¥ar g1 3eaed
& WRT AR garfd & o Teh QAT A T, STET FEDicT Siifddd @ AR HRITRT & FEAAYUT Siide
IGEL

Aler &Y 3T (Objectives of the Study)

wAToE AR AEHfaF Ul A GASET - Tg AT FT FIRAT T F A For del F e,
TEHfd 3R Jrfcuaryr @ fFE e I g9 €, AR T e 34F Fged AT F Y deerdr T
el

TIETOT & 3T FT FARQANT - Tg 3Teholed HLAT [ fovet ATETHAT F 57 AR o1l &1 Iof: T
3R Slidd ST S Gl 8, T a6 f3fSeeienor g1, AefiOh ggel g AT SeX & Fcdal s
TSI AT

Hﬁﬂ"ﬂ'ﬁ ‘ﬁflﬁ' (Research Methodology)

38 MY H AT UNcHS Jeuld 3UaTs 918, Fifeh Jg IRURS el 1 TGS A FHSA & foIw
I 3UGF AN TS| AFARNT Fhiold Hel g PRIERT F Ycgel Hale (WEThR), 3ol i &l
fare & AAETOT (TcT8T Haeilhel) IR Tafd Talt & eRT (877 H#FoT) fohar ram| a1y &1, fafdiesr
gEdeR, TR Rt 3R Gl &1 @ daftrd @t siel efaciass qraAfdat @ o @grr form am | g
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AT HRISE & AR, INATaG el & St foham a2, STgl $o YRAR Hen3i & 3 Hegoray
FREIRT A HAThd & TS| 370 Al STl & o RAF 5o geadhar H dahelient aiferar @xst
#H Ace F1, dfed 36T Ao TUfa, Fa¥ 3R 37l & #f FNT T A o1 Flwr G|

HERTSE Y W@ IRIRS FEaFaATe

Yoot gaTs: wF WiEpfaw iR geaFmer T F1 faeawor : doolt A Fad vH IRueT F &9
# 2T 38% TG WEPIdh Hecd I HH Hiehall GI9T| Tg HIST HAGRISE T IRGATS FETholl TRT
F iR ¢, Toraeh! 3ot AddTgsT Fiel d& Al S §1 Jod: dReneae & 9w Fud dour aifg
A fawfad 8 FoT FI ATE FETT Ued T 1 AT FIT FoAls F 3cH™C AT Ag1, dfed TH
Shad wowr &, foraed ffeal & FRER 3ve Fere, &8 3R @odor & Sfiae 7 gofae axd 3T @©
g1 Yool ardr 1 Ay ggareT 38 Sifiee AR TR f3ors & 8, oas WA & amil & @y ey
A-TIE AT T FT JAT ORI ST &1 38F Toof AR S W a1 AR, FAC, ARIe, 3726 3R
el NFHfaal aRuRe gl & &9 F Fdd it §1 &1 Taee o faftre gar g, S
AR AR ST, ST 50 3T WA @ 37er9T Sl g1 Yool i go1s g oRe gy & H
I &, 3R TH A8 F oAl H TF H AT Al dh BT GHT o9l bl g, Tg 3TA T 3R
fEatsel T fWsiR &adr §1 T8 9ishar Soel gaa 3R sAaArey gidr § & & doull th g d SellcAs
¢RIEY &1 ST B

3T, Feold el TeTell 3R #AMA & I RAwedl & draelg Ig WO Sfad g, g see oot
HT THAT I T gl QA AR R Fr Fegdr FAd IRERT & O Ffeam dear &= @ &, a7 &
SR # Al & AT Fpe Joolt &7 AR o 8 T 81 sHS arase, HRenare, Jger AR Afdw
& $T AT HRIR AT 81 SH Fel $ 39 el IR et @ hfad @ ge &1 doolh 3a% fow
hael FTST AgT, dfesh ITcAT &1 U fFear & 98 @ &Y e & ared g

Figure 3. Bundles of Colored Silk Threads Used in Paithani Weaving

arit i d s g Yool WEr A ges @ R GI-RE arett i g @ g g, o
Fae 1 & ofgT, afesw FoAg, Worr 3R &F & gl W FAS gl &1 Few ggel 3T I[uradr arel
W aEl 9IS AT S §, S Fel (W) § e I §1 3T anen ) OCARReE awe
TIHTa diig H W Bl 8, O e & T 3¢ 797 96l 7 go WS & WY U A §l T§
AT TS B THAT g1, Tfod U H HHAE, THFER AR T W@ F AU 39y T F 0w
HEcdqUT =0T §IeTl &

Taes 6T av & aE Y G # 9aT #d 81 UEd & STH A gedl, Tellel, HIcAT S Wi
@i T gEAATS GIaT AT| 3T IYfAhar o FEA T # = g, o oz 8 3Rk ffay o &
AT Greld §1 TS & SNIeT el & Jraereh @ @7 & o & a8 e g, A @1 Hr 15w
& TR AT T FRaA1 1T B Fo N @ Rt & faw Ade S @@=t & ot w2 g )

@S & qIg el B oo Y9 # g1, Ifewk PAG oig A FERT SAGr §1 FROT I fF @l g
&I BT HT bl §1 T 9fshar off 931 eareiqdss Figure 4. Coloring Process of Silk Threads for
Paithani Weaving gl § - &=iife 319 gX amem Yoot T glelt &1 Tk &l e ol ol g B
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SIS 4T ¥ oRE W@ Sd §, @l 3ol 3FTe FIROT Y& gl g $o¢ gois o fov faaw &7 &
T (warp) 3R ST (weft) & & & R fFIT ST §1 TE§ AT dohellay UThAT 7181, diesh Th
GolollcH® T aRT Bl & - HAGl H1$ HeAThR 39 W7 3R F Fellh & Foll A Folel & fAIT IR
gl

doolt & Sl - o A Geredt e Yoult W A JTeAT IESF Toof IR =S FRART (FRUTE 1)
T A I ST FIIS H THAN &l [ FAT H Tg S Y&y Fled A1 FEr BT g3 Il Y| 3y
AT IR W IRIRSE alleh & Tl A R deld Asrr (Faoien)) AR ‘aeeiy a8 Sy o)
SIS geT 4TI & FISY geicht o, d doo] R HATAATA 3relehR veh 37er97 €1 fGeaar 3R 3ika &1 3rgera
ERIG IO

EY T IR =EY, i T gl aRT Figure 5 Silk and Zari Threads Used in Paithani Saree
Making 9X &d& ofdel AT ATl 3 §1G 3o1 dRi dI e Teh JAd Ulficdeh M9 (SThdRT)
AR fohar e, S Gifer ael & o6 §e1$ A7 el & 1 H @1 SAar| Ig HA IS
&, SI{hr 3R R TNEToT I AFT FHIAT AT| S Tl el FRPER IRAR & IRAR 39 Req
&I difgadr & e 3me &)

3T AA-TEY Y ST & HROT Yol TEr F Tt T & [AAY IkG ureg an oy @nfsar
FHAAR W Fad FHcY AN, fgare seAvT ar emdr aRar & et & ugerdr of, a7 o @
ffe ar darfger aet W F$ IR gofehl el HAT & HROT 3¢ el 1 e A 7 guiga
@ ST |

ST & A A TERAS i arell HiFH SThaRl HT 3UhT §¢ -1 8, qd A1fsdl v ofrerd
Htm?ﬁ%Bﬂdeluiaa?qgudl HT Bl &1 I 3T IRYRh 3787 3R d979 F Fo
AT 3 g1, T o AGRISE & 3eish URURh oot 3HToT 81 Tl el §1$ qe@icrdt 1 drelel
Wg,mﬁﬁamﬁaﬁ%mmﬁﬂmﬁﬁqﬁwaﬁmwﬁ%laﬁﬁm,m
3 3R I gATde HRAT HiedAure T & @ 3R HIAR H Folld Telleh AT S g1 Teh 3ol
Wﬁmﬁrﬁm,mo#ﬁ%aﬁ%ﬁﬁmﬁGITBQ—‘IFI‘:TEIﬁiﬂ?ququW&ngH
AP A T od &1 ST HIS Afgell Joul Tgarch ¢, o a8 haer @el 1, dfew Nedt F dfad
WRT 3R IR A IS AT YROT FAT g

URuR® gedsar #r qaaer Fufa

FEgNrse T giaRe gEaswhar, St ol 3oelr faftsear 3R wHefa & fav Sl S o, e &%
AT &1 HHAT AT @Y &1 FoT WORAT 1 HET Folel 3R GaTT Wl # H$ vl 37 W &,
o ad Rieqshen3il &1 31dca @aX & us = &l

Fod AT T AP A G IHToThel Hed AT H HIAGH F TMEAR & & T ¢, FEd FreRt
& T Qe gred i Hi¥Ber g1 I-AT &1 IRURE HRERT & THET Hed AT HT q6cl HIAd Th
MR TeAlcr &1 T §1 Sareoawy, Yool wEdr & BT 7 v W R al dr Herdr A
it geftr g5 &, TS 3curest & o §gd 9e IS B
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Fd AT I dETd H Feldll 3R FAdell AT & 39TTAT & FRUT ¥ gRIRE gEdReT 3T
FRIIRT & T F ar aeI® @ 30 § 3R 7 & TARN| 388 o Fhad 3T JTelfdedl I A 9sT
%,a%fﬂw@rwaﬂ?mwﬁaamsﬂmﬁgm%l

FRPRY 1 ATeT TR Ag AAan: FRRT FF 93Td TR o A 9gat IRIRS gEddel &
forT samae 3R TRl Ao 3versy T, fhg 3t 3rEEdl R AT A Tuse A S&r o W@ §, S
FROT FNER 39 cqrarl & v 39gFd g R fuoe 79 o= # 3@#d & @ €1 8 a” 3¢
HIAT FelThicrdl I duat & [T HLTEUT ST FERT ol ISl &, [Sefeh @RI o7 &I Siled dTell e
SRR & fIT o o emerehily 8l & 3R o &1 3eehl Agald & s} gl 2l

FEIEYT G@RT AN HRIRT F WY aTa X AT Jg o TH 3T foh gRaRes Rieushar &
FRERT HI HFAR ALTEAT ganT MW fFam J1ar g1 FRER 396l Ferr & FA0r Fid §, afered
IR A 38 99 & fav 3¢ SEifodl v e e gsar g1 ¥ Aeaey HOR @ §Ed # g
TR, 3§ Fgd AUF g W 990 &, T8 FRR F7 oo 9gd A & FAr gl Tg Ao
FRERT Fr 3w Fufa o 3R o AR HT ar gl

Zatat #1 gehra =T A B I AT FT IRIRS FeAl B IR I gedT ST g1 YR
fRreT AR 9gR HRI fashedl &1 3R e gehra IRARF Fell3T T Th IR 3R 3e9-31T areln
Q2T T &A1 ¥l S HROM@ JaT N 37 Femdt A 39S 7 TR A Rww W@ ¥, T s
HIETOT 3R TR Uk 31 el &=t I1 § ST HROTG ar DT goT dhenl3il I 30eTad H Sf w781
e W &, oaa sofer w3eToT 3R TR UE AR gAlT & TR § Ad g A1 & afed wen
Hiclsl H ToTd FHI W1 & & o INYfAeh HRIAT & HROT e el 3T W IRIRD el H
& T fe@ra §, oad 37 Farsi & T&ToT 3R Apra & wfsasar 3m & 1"

HI&TOT ?@' wanfaa Yorhfaar (Preservation Strategies)

Wﬁﬁﬁ%ﬁmﬁ&#éﬁﬁﬂﬁﬁﬁaﬁtﬁ%ﬁﬁﬁmﬁ%ﬁﬁqﬂ@
AT TS ST Thal gl SoT Hol3T P TIEUT hdel TTHANGIG GIAcd g1 oTal, Sfod AR
AIEpTah CRIET F FFAAT Fe F T HAgeaqul Te o @1 M o 9@ 399 few arv §, s
JRAR® Fell & EIETUT H TEIF & Thd &l

a) BfSreelsvor 3ix amssRT (Archiving)

3 F BfSee gor 7 TRIRe Fer w7 B T 7 WAT FET 3T Ageaqor

Fell FI daeiip, f3omsaT 3R Aol &1 Bfoes 7 7 gradsiieon: qRuRs Reuswar & fBarsd 3R
deheliehl 1 Teh TR f3foicel Repls AR fRam ST vl §1 58& ATETH @ 3T Foll3il &1 HHeY
Wﬁ?mmmiaﬁumﬁmﬁﬁaﬁémm%l

3fScar wolewird &1 e RBfoed Arhead 3R 3T cocwiry FRERT A dftgs SR @
Ssd 1 T colewied IRIRS ol dl 3ileTosed UERId e, sda 3R JaRd #Rel & s a8
gelel X g1 38 AHfaRerd, @rerer AfSar AR deaged & SIRT HellhR @AY Jghl T 3 Tehd
&, 39T gl TS T Fehd § 3R 37U S T UgarT sar Foha &1 BfScd tolewed HRIRT
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HT Fdd deprd GHa gidr gl

QR #13 3TRT Fell IRTT: Fell 3cAGT W QR FHIZ P IR, GAUD Dl Solehl RIS TfhaT3i
IR Fam & IR FH AHARRT & ST Thal &l T§ o Had el & YAR-YEAR H FHEE FAM, diedh
FRIRT @ o 3% 3curel T T&T dgard fearaam|

b) da1Orw Tger
aRuRe well & Afavew gfSenor @ Ferar aa H IraRTyHar B

faeareral g Hidell # YRAR gEcehall TR Uresha: TS RIGT Aifd 2020 & o7&y, faererat
AR FETdeTedt # TRURS gEhell I IHcRIATTH, HeIeTalcHs Td HeI-3MaRd Rem & Bed &
T H AMMASA THAT AT AIfRT| ST Holl3ll I WAl 3FHHAR drel "audit courses" AT &l
HRARMAT3N (workshops) & &9 # y&dd #X faearfdial I wuehy $RERT & @ 5 &1 3w
&1 ST Fhal §1 SHA o dhael Iop AiEpicin [aTHA Hr 7MY FHAS AN, afcew 37 iy wiere,
TacaAeferar R @xaror it aaer o fawfaa gt

FRERT & o ghercg 3R gAOMT S FRERT & 9RfET Fa & Pr gdharca iR S
IMATST T ST Fond §, 99T T 39 el A A doeiiehl O A8 T 3R 3@ 3R 310 gardr
AT Foh| JATUYT I 3T el T Teh YA YgareT 3 ¢ b 2l

c) TSN AT 3R Gl v
THR T AL ST FHel3ll & HETT #A Ageaqul A1 T Fhell §

Gl &1 & 3curer &1 ggHeT 3R AT A Jeft: S uRUR dell A Gl (Geographical Indication)
&3 9ICd T §, df 31 3curar & dftge TR W s ggarer Aedr §1 589 o $hddl 3o delR
Ao # gefa gich B, afesh SR o 39el &err & ufd 31fe @FA 3R e geer o gred
gl 81

"gEafed faerd vd fauue fera" (HDMCI) ST |eurd gardt sfenr fem wehcl & TR &
AT TITaeT, W "gTdAed AP A", FRERT & TFHIT o, 3% 3camel & TIR-TAR 3R
IR 3UTedl H A ¥ Thd ¢l WA FEATT HRERT & FarerT, wirefor 3R /T ggraar geer
X Gl Bl

T TR A NS¢ 3T FgANr: AGRISE Tod WHR IRURS gEAhell3 & FET0T g S FHT
ST Tl W ¢, ST FRERT & fow gfetor, fagore, 3R 3nfde @gaer ges a=ar 8

HERTSE FRT e[ FIARAT (MSHC): Tg &1 IRuRE ot & forw wfaror, sear aArer, ik
TI9UTeT HERIAT 3Ueletr I §1 A1 &Y, "§5e[H A" 3R "HRA SUSTH §s" S THIU & ATETH
¥ Fquredr AR ggEe @ Ferar oo gl
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Q&Y AAGART (KVIC): TH0T &=t 7 Widl a g&cshell & S[ST Higell 3R Jar HRITRT HT FRISHR
g 9feTor 3R 3RF T Jar AT §1 AgRISE Afgenm T G AgwHs (MAVIM) &
ded Y AT FRIRT FT Wcargd Far ST W@ B

TF ST v 33U (ODOP): #FgRTSe & Tl foreit & fafase yRuUR& 3curer T ggareT aX 3+¢
dRas sifser, fauore 3R AT & foem & serar fear am @ &

d) saER iR RBomee g8y
gRARe fReT Y THFeNT B3arsa 3R hered & ®IaRa war off v gy adier & dhar 2l

TRufiF Bemsat #t smyfasw av7 7 Foradt avgaHt F TaRa Fem giaReE Barga 3R Fer
myfeieh a&d, 97, AT R FMadr g # Feell ST Hevall ¢, OFGH & Far N & i ifts
gafeld g dhd gl

there, 819 39K 3R sH-Feel 3cuel # IRIREF FaT FT FARA: IRIRNS FAT HT 3YATT GATEIOT
& eIk 3cural A fRAr S FehaT §, S FUS, §IH SHR ISCHH IR FoApiadl| FHA & dhad
SoT T3 P Th Adid feem Foelt, sfeed o dRge aoR & 8 319l AV ggarr a1 gruefy|

e) U & ATLIH ¥ TI&TOT

gLl &l JGIaT &) & folT GdeeT I Ueh SIRAT ST ST FhdT &1 "gEdhell Tded" & HATEIH &
TedET 3TeTd: AT & HRERT & Mial 3R HIIRCNAT # gdeh! & F Sl 3o¢ IRARSE ol
T W 37T AT ST Tl &1 FE o shael G 3T HI AcATigd Ham, dfeh HRRT &
fow R 3 &1 e gererd | Y da9m|

TS WEHR TART FEAFT A, AT 3AY I FT IHAST: ToT THN GaRT gEcdeholl Hel, HRIRT
F arsg SAY 3R FRT AT FT IS fFAT ST Thar g, TR A9 Fr 5T Fwomst F AR F;
STl fAel & 31 SeRT @ 319e 3curel & fGwrt &1 v #a fAear §1 §7 WEnfadr @
THIE §9 { AR F  AGRISE AN IRARF FHell Hl o hdel T8 AT S Fehell 8, dfod 38
Th A3 Fars o & ST Thay &1 57 9Ol @ SHERT & Siaed T #1 3f 98k fhar a1 ghar &
AR 9RaRe Fal & 9 GFAT §¢ Hehell B

6. fas&¥ (Conclusion):

HERTSE & GRURe GEhelll, TAATeRT Yool ga1S, ToT T Aiepids fawrad T 3eed el g
¥ FTe Fao Red g1, afew aefas, afie 3R aefes Jaar 1 adw &1 graits smyfas
gaT # 3NCAITROT, HGIM Heal Ael, SR S Hall AR Farsit & 3T & Told T HATT Fhe
# gl ®FRERT & 3fad ggae, o R R SR A6 e @1 W g Ig vy gtar § R
fBfSceliantor, e yarR, Shams &or, TRART TEIdr AR gedser gdca ST WHITAAT 51 Helm3it
& HET0T R FRERT & fFdeor 7 gamd @fad g Fencll §1 aRuRE e 3R 3nyfs dehelian
& AT FeT Taefocl BIc hell3 T Gelsiiidd il H HETIh g Fehdl ¢l S8 Hedl A, TE HeqTA
T& Agcaqor 3N wE JaAw wied @ @ gl
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fA®IRtel (Recommendations):

HRIRT T Wl IR I &7 & $-Piad TiIeon|

Sir3s a1 arer fRiedt & fow sifser 3k gwmofieon)

gar3it 7 gEader & gfd wvor g Bfoee wfadfamd, seafam)
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The Evolution of New Media Art in Indian Art: A Journey
from Tradition to Innovation (Wrdta st & =g =Hfear shet w1

forerTa: WU @ TR a< Y ITE)

Meraj Ahmad“*, Dr. Vineeta Yadav’

? Research Scholar, Department of Painting, Daau Dayal Mahila PG College, Firozabad
b Head of Department, Department of Painting, Daau Dayal Mahila PG College, Firozabad
“Email: ma616831@gmail.com

Abstract

The emergence of New Media Art in the Indian art landscape has been a significant phenomenon in recent
decades, reflecting a dynamic dialogue between traditional art forms and technological innovation. This concise
article explores the evolution of New Media Art in India, shedding light on its historical roots, contemporary
expressions, and future possibilities. The journey from art's initial resistance to technology to its current seamless
integration is examined, demonstrating how digital tools are not only transforming the creation of art but also
reshaping the ways it is appreciated, consumed, and acquired. It highlights various forms including interactive
installations, video art, digital performance, and Artificial Intelligence-powered art. Through the works of
prominent Indian artists like Asim Wagqif, Farah Mulla, and Nalini Malani, this article elucidates how these artists
have utilized their unique backgrounds and perspectives to offer socio-cultural commentary, environmental
concerns, and a deeper exploration of the human experience. It argues that New Media Art is not merely a trend,
but a testament to the continuously evolving nature of Indian art, offering artists unlimited opportunities to explore
new aesthetics and connect with a global audience.

HRAT ol IRGeT H =g FFSAT FHoll &1 3T gTel & AR A Teh Ageaqul e @I ¢, S IRIRF
Fell F1 R el Aa@R & T v fdelie Fag #F a2l §1 I8 IR o 0RT & 7
AT FHorm & I T ggarer AT 8, s8R Ve i@en T8, FHEbreNA IfFegiFaar HR sfasy
T FATGATAT W IehTeT STelal ¢l FeARHT & T el & IRIAS IeRIY F o 386 IaAT
el THIHOT deh 1 Iqrar Fr st Fr 915 §, e @ = § & &9 Bfoed 3uawor 7 Fad
HeT & fAATIT FI Sl I & Slod 3TN TgAT, 3TN R TG & et & o 737 &7 ¢ 7 £
Ig sfdea sTeroee, A3t e, Rfoea ued, iRk nfEfrfRme sefosia-garfaa war afea
e Tl aX Jeh1er STeldr ¥ 3EH gehith, WR1E Hooll IR AT FAl S JoT HRAT FelThRT
& HE & ATEYH @, Ig oW SH ST T TR STl & b e 3o FHollhRI o =il ST sos{fa
3R gfSehior &1 3T T FHTSAS-AEDids feoqoll, qaierohy Rianit 3R Ag egera 6
TN USdleT HT gl FHA dF ¢ b =g AT Fell Fael UH YR TG §, dfod ARAT el H
R fashf@d gich Yl T Ush YA §, ST HollehRi 1 7T HIGAAET & 9T o 3R Th
dRas g a9t @ e & AT RhfAa s@er vere & &

Keywords: New Media Art, nteractive Installation, Sound Art, Digital Art, Feminist Art

=g ATSAT holl, HAlGIcHS TATIEAT, Edial Fhell, STTCer FHell, AETEr ol
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gfi=rr

Foll 7 AR FdTaR giar 6T 1 ITSIoT aT hr [T sl @ e efaiteror & fafa fot ae, 31k e
HICTIATHT 3R FAAAT & HRTH deh dehsiiehl Soeifd & A1 FHellcH JfHcdiad & fovw 70 Ied A &1 78
Teh HEoidr HaY §, S8l N ATNehT Fell T TETH ToATcl! & R Foll FigNTIrehT T HIAT3I T 31T9T FoTa g
HRA H SHY FellcHS HHTAATIN T Ueh 10T Holdel Bicll o

=g AT ol dharel Teh ARASE AT AT ATETH T WA 6T &, dfow U s e ¢ forwat Bioree
ST & AgcaqoT TN ATTAS &1 Fg TRUR e Fell 316ATH @ Teh Hifoleh Serel1d T Fic el ferea dar
g, Si HATHRT I AT TR, Fehotierl IR IHTUROMIT & T TAT FeA Y AT ol & ST Tl
HeheUid & TE oG HRCAT Tell H 7 FSAT Holl & TIh1H T I5ATe I, SHT TN AT AT
FA el TRTAS FTARTET T oY 37T 3T fafaer 3R Terd F4T dh |

2. WY 1 FereHs worg

QB3N H, HIHIART T IR FHollcHh Yetial & T Teh T & &7 H @1 e o1, oraqd g 3R
eI ar gieh Y| gTelifeh, SIA-o1 8 Sheged Tl farhT 3iftrer Forer 3R afiserd il 918, FHollepRT &
SEhT &THCT T Ueh 3UIOT A Teh ATEAH 2leil oh § H Ggledall Y& A [GTT| Tg Thiel shidveh A Afehet
3iferard ofr, Srae T 23t 1 367 g3 S I[WACHS TfehaT AR 3ce & Toh Hfard fowd & ¥ A
FHogeX e #t frafora et €1

I IRATT o hdel Fell & 3cUTeeT I THIAT FIAT &, o o dE J oAl T TUGSAT T AT &, TS Hr
ST &, 3gater i ST § 3R @HE A &, 3 3 g AT §1 ST o Sl I Ugd § ST ’WE
GorsT 7T fer B, TSrad) shefl &7 o1 Ueh 7 3R 31feren fafaer geieh a97 fAer a1 8| heflehX 379 3791 e
T WY FAgureT AR TSshT Y Fehd &, 3R ifaes yeifarat & gaee @ S8 Hiargat & &) darerer™
3R Ao o 3r9er Ty T AHTAST TERIa T 6 &, Forad Hell o Ufd Gl dhr AT T b 1R
JRGE]

o o aerhl &, el AR AT & 50 T o HS SeclTaig FITid & 8

o AT ¥ AT aF: HRY HMeAT & Seradl HET I ol FARIOT AR ATShITAT T sfrereit Tér
e, dehailehl 3ee1fcl HHBTCIST Sholl 1 T HEHS T GISCHIVIT o HIY Hehiold dlsl & TUT deh
TgT TS &

o oIl URHAT FT IRGAT: HTY & YA & FollhRT & HIH Fel & dlleh Hl dGl GAT &
HACCIAITSIT ATFCAIR TATAHRI, STET AR 3TTETT T Ueh & Tohlel IR Ueh TTYT Fled H T&TH FoTc &,
TR 3careeT AT 3R F9Td H ey T 3 B
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o UF AT WlgdeureT F1 3gHa: WA & AR [ & ves 7w diqdemes a1 o e §, orast
AR HFE ST o HieTollSeT JTATET 1A H HIH HIAT THE I o, 3T R arEcfash &
fRsoT oY feault ha €, AR 3r9er raf & gER AR 95T & R H FaTel FIA &1 FHATATR SEATS |

gleli{eh, Jg AT TGAT HgcdqUT & foh FeAITThT, TTg Fohctelt it Tisehet T o1 g1, el off AT gefer i
U e @ FfAEATAT FAET X Hehell &1 FATHR FHell & 3G I G iy oY iy 77 gram,
3Tl & YL ST Feheliehl ITROT 81| FIeANTIAHT Teh 3TRROT Sl €5 &, FeATHR I &1 &, TeACHS glse
T Gl oTeT |

3. =g #Hifzan wem & fafaew w9

=g FT3AT el Ue Tafatr 817 § orae Farcas AfRcafaddl 1w fargd Jaar A &1 su T A o
Sell=I AT 3R 3eTehT faehr 38 TR &:

3.1 R3fSee e

T3Sl ot & ST o |TY, ol H 7T A Gol AT ¢ | 7S HTSIT HeANTTehr Fa-3curesh 3R Fa-geferd
ofadl, 79T 3R eafadl & dest & faermer Jsieer Jer wich &1 f3isiee giaar dieit & dransit @ i =g
g1 31T AT 3G T W ST ool aTer THY T3T UTCT R Tohd &, 3ADT SiiaddT 3R THS Sl Thd g, 3R
3o T fonelY fovermeT & el geha & 3R f@er g &

e FfSieel Sholl TRURE whell & AT & S 76T €, TE TR A Tdeh T 0T Al 8, 3 g
s s 310 Aot J=Tch & | I8 Aiad R Aied 31731 & Teh 70 T & T sHellcrsh Tiet 1 I FaArelm
g1 TE 39T AHATOT &l v T e & 71T 3R FeX adfdshdr 7 deo &or 51 3R TeanRen Rawfad w
T O ISR, 319 31T H, 31ca T8 houaATeiiel §; 3R a8 ol el 8, ST foh ' HIR o yreied H AT o 38R
gl

ST HeldRT & 9 3foece Arega 3R 30 Al & AETH & 379 AaRi, HIaa13i, SedeIns,
HecaThieT3iT 37fE T Fd aa & T &g 3R RAFeq &1 7S Thails & PHT F 1Y, el T
AFcafFa 7 3170 st g Tohdr &, TR off, 78 319=i TaeaTeiierar s @Y 181 Tehahl §| 37d #, T8 faard
A G AT FAfHAT & S[ST & S TE 3cUeed T &1 30 TR, 75 Hiehiafenat & f3ieer 3o # o,
31fRRoT, Selfdea yarg 3t i Teft Asmaanst & ary, s, Ta1T H, 3788 off 3roer arasifaes aRT &t
SR 3@ g

3.2 AifsAY wer

AT Fell FelTcHS FTHTTFT & Teh AGHITHF T o ATY-ATY 397 TTF & FHeAThRT R aFI AT &
AIY Teh IEYRT & A SR hollcHeh aTelel alail I Ha T A &1 37T Tg 3MeYfoteh el & siaerd A
T AgcaqUT AT AT &1 et 1960 & G2reh #H 39T TATISAT & a1g &, AfSA Fell 7 Ageaqo e
& a1 & 3R 7 Sie Ay Forfey 3 HROT SR G B o7 &9 & TE |
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ST ol FHollcH e 3cUTee o [T fSToTee §9 8 TS Fa=A1 AT 1 i 3UANT T Fehdl & | SeXfeed
gECTARIET 3R f3feer Sellepfeldl S=ild HHY, I HoAThR FAAT AIHA, HeCHITSET, JTHIE aredidend,
e gfve, f3foieer @i 3k eafe, 3R 3 deanfarfenal, amy & setaie, yeqfa 3ustor 3R Hsror
IO S8 3Terets Faam 3 HAR HaHTAT 1 3T L &

1990 % g2 W, BRATHROT 7 FAFNT FAT I HHARE Fodal H doif & HHR f&=r &1 Bfoea
Slefarehr & dolt & GuR 3R giarar R & g1 e aAfnal 1 3TATT el & Achd & I et qrert
I 2 U, 1, BT, Eefifasiet 3R gt i aRuRer Ao srcd fsar & &9 # 39 qagr
oT@T 3Tl 8

317, AFSAT il 39el T O3 3R STAGTH & AT FHellcHn Foiol T Teh d ATET AT STl B
TE &S 3AI-3eleT T oIl g, S Aref3if & forw wAfctar 3l Seeiorere, fawsd Tfast, dreterey ar seger
BTSAAT, T el Shr Nepiisar 3T 29, ST a1 o Bred IaRor & v [y 7 & §10 a0 1
ifAe &1 g AT RA9AT AT FARRT ST (AT JAMcHS) fhcaA! & AT HAT 61 glaT TIfeT; 3§ IRIARS
372t 3 ve ygfr & ST ek Aol & §9 F AT AT B

3.3 Af2AY SEeraerT

dga& 3R areee gar %gaﬂ?ﬁé?ﬁﬁa?raﬁ'q’r, fSegiar a1 & 'AfSAY STeraee Sl FT TR §712T,
TR IR fRT| TN AIfZAT Fell F & ThR ST 3MHAR R Gram3it & weikid gl §, 3 'seeiaereT 3R
TRT-deTeT (Th-ThIT) 1 &1 NS STerarer & 3met A e, [t araierm 3R ST S S SRl
1 A e STl B, fSiegier 3eTexor & AT, 319el 1t &l 3caReT & #fia’ G oE & Tehiehel &del o fow U
el 1 TUTIeT FAATAT3T 1 93 FAT W 39T foRa|

et e fafanat & faera & 3curest fhT 31T 18 1 & Japfal IR FgeaquT Jeira ISt §1 1990 & &2 #,
Sa-or fefrear dieaifaie 3ea1d g‘é FATHR 3TI-TRATST ST F S8 b I, foTE@sh IRUTHETET
Wéﬁ%wwﬁﬂﬁwgmmgﬁwmmm

3.4 f3foree Afar 3k yeels

1980 & & & 37cT ofeh, f3TTeer Tl faTehT = HFEgeRT i FEpicl & Hgea ol GHAS =T Y& T fear |
hePEX AT H 9¢ 3R g7 3R afer AT Al Tellel 3R GIRT A T &THAT GTeT Y, 8l & d 3R
3R ST 7 SRR e gidl 7T Sl ieieh Hald, ATSTY e, FeeleT el 3R Tarae T gieram & 3R
AR & Ueh oIl THE o o5 vedal & =1s f3foree dieznfarfnal s vehrehd et & T fear|

g FASTAT HAgcadqul & & araa farelt g 7 arfafafer ov e seel § 3t a8 & sw arfafafer &
TfShATCHS RATFd FH heTgeeeTel Tesh { W thell g3 1 Tg Fogsar 3R foe #MeAt & v @ fham srar
g1 T8 HROT § T SexoFed Toee ol Teh "Caeg 3ol AT o TR Halelel o TROTH & &9 & afoid fmar
IAT§ S ST T FIMS R AR T & (3RAT 1997) |
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3.5 e ATer sefoaw 3 war

BTl o daTeTeh YAt & TROUTHETEY HiFH e[0T H AV TealiRed 3R 3Tg-eeieT 3uehior [aehf@d e
T §| FelrehRT & oI, olelt 3R S JefAHAaT & oI Teh 3UHT & &9 H declt dierdicd OT & fov 7T
3AER el §1 Al ollehict SAlell AT a1 ¢am 3R T fAaR SiY 3R Il 3ehedeiid ¥, 31 Tt o forw
3YelstT giaT| hell & TAHTOT 3 Al T 31fHT Ueh IUahIor 1 §, o o el Y, SR srer dfdar & faw §, 3R
Trarer Tofid o forT &1 33 19T STt 3UANT hd ld g, Tg TR I foh 3T Taaicds &9 I fohdelr
3TN FRIT ST TeheT B

% Seanfafear, Ay &9 & HTAA FefaFar, TelcAs Iihansit H1 i I Arecha &9 § s @1 8l
HTYET T AT &9 F TaATeT, Hlel, AEehell 3R olfelel shell S8 TeellcHe &A1 H 3UNT fahar Sirr g
AREAd #, Ueh Y T IYANT Gged A &Y SheTd I, 57T, Tl aTegd 3T & & # fohar 51 Fehell B

4. AT West 7 = AfAT Far iy yrefAear

HRAT FHBTONS Fell o glel o ast & o #AfSAT e AT & 3merea & A1 veh Ageaqoh aRader frar
¢ FATHRT o 3791 At 7 Boee AfSar i anfiier Fe i FHGTHT T TdT T o« & e §, o
IRUTATIRT T 31f8e a1faeiier 3R Tareicds Foll T a1 AT & 5T HaTPRI & v [AfFees Aregat
3R daeiienT & TTY TIET el & 70 TS Wi T &, [ ad 3o RIS Fell ®AT ahT HIATIT Sl 31T9Y ToTet
1 AT AT &1 werer ASAT colewie 3R 3fieTeligeT STEN3HT & 3¢ & AIY, HellhR e 379 DT T
T dTReeh eieh qaT cieh Ya Tdl el H FETH &, FIad R THBICl hell Teol A el 31T Gorst g1 15
gl

g Seorrd, s aRIRe Fell 331 A oo AfSAT-Thierd FOT S SECTARIET Fell, NFSAT holl, ge2ier
w,émﬁ?wﬁt?q\m%mmamam%,w%yﬁmmﬁwqmagm%l 5G]
ol SR & ATETH I HARTSEIY T W hiod HollehRT HT Teh [AAT HHBIeNA HRAT ol Gferdm &
TSIgdl & &9 H TRIW el H HaTH AT, W HeATh (T §e11$ ST Araeit i &9 & FHSN STt arell Hear
3R AedrenToT & HieAAET & aR # fereh AreY a1 el A | HIFT-FHIARE faTeTeter (KMB) ST 3ThrSiait
o 9T el T ARG H I 1 H AgeaquT {fAaHT [FemmS 8, fHad 7 hr waepreliet dert & forw fovder
H 30T AT R

=g AT Felr FicARr 7 HeTR S Seafa siaRfsmaniierdr, sicR-watsredr, Serfed, IR-I@,
HEARMcH 3R hell, HATRRI R el & ATCTH & immersive o] [ah T8 X Y &1 T§ AT Sitdat
3R 3781 & oTaTeTaT HefY TE o3t hT T el &

4.1 R franeiierar

HaTercHS doll [l ot JhR T Felm & f5Td g2 TWercas ufhar & enfae giar §1 I8 samer 31k
"geieh" & oI RN HAT T YAl Gol T TATH Il & | Tg Ueh Hfieh ATETH T 3TN Y Fehell &,
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SHT foF SECTelers shell & ATAS H 8T §, A1 I8 U e & Bfoee 3 sexate-3murRa & ahar &
HaTeIcH holl HFAT G2 T fohan3it & ufa wfafsransit @t ffa s & fow segfdar afed s suter
LT &1 1990 & g2 H Bforee dieafidh qaied §9 @ 31 gl I HaAGTcHS SECIoRle Jolled H S
el

4.2 AAR-FASTHdT

JRfsrameiierar 3R safeefads Aaet JFa-TISThdT S=ITdT §| 39 Asq , §H Holdelal 3R FHTAT
37eT:FohT3iT & Teh TAReRAT & 3T 3R Acash dle hegedl & HLTEYT & HegH § HMeAl, HAJsat ar
3o HEATHT & AL STSo1 T &THT aleAl bl He (3T A & | THT cTohatienl T QAMTA HIAT ST Sheel TelellcHeh
sifdeafFa f faftrse 72 €, BfSed war oemar fawfad et W & 3R 5w ave 3 33 3cnfeq, faaika 3k
&/ AT &, 39 #Aiforsh g

4.3 FAfed Fell

SIS Fell, HATGTeHe shell, IT STel (e d T3S =g HITSAT el & 31 ATH § folet "o fed dhell" & &7 H
ST ST &1 SToRfed &ell T HeIaT I8 ¢ 1o TE Foiel o T 3eict Iae YeTel el 1 STMrehdt ar
Felleh Teh YishalT YE T &, FTd 3 T 9] X 8| STeRfed shell HFAR FHRTeNeT el F Hehel Ah 8,
fIAT FT T 9T T, Y 31 TTH SATRAT ST T 3TANT T g

4.4 3-3@gar

IR Afa 3fEA-fas3rer FHal § St &xien & aTered i 3gafa &t §, S Afsar 3T f3ars sl
TaT & ATETH GG & [T TN Hrishe Yefall, dTSTT A WolelT, ITHSE AT Y=, AT HLTeT
3T ) Harg =l

4.5 A NTcHS FHel

TEAWNcHS el Holl31T H ATdolfoleh ARNGRT FI eamaes iR AT s7ar §, Fad 3186 dreiieRT awa
gt & 3R TaATST 7 el & JNTeTe T TG T ST g1 Tg Tedeh Ffstraf v gfdesm 3R sregsrat s 3uver
FF TACHE ATRITFT T TG1aT &l & ST 3o7h oI TGH Agcaqul & HEARNcHS Hell I H,
el 3R HHETT HFAT S THI ch el FeAled & [oIT Rl 1o FId ¢

4.6 SATHT IreTora

SHTAT Shell fohaT Teh &3k & gfte &7 § AU &I &1 T Teh 9T, T e T et g5 ofd, a1 v
HfcTaraT T A 76T §; T §9 s HI0N § f&GdeT & foIw GorT § At fY o aeies &1 gfie 1 vah axg &
& A AR &1 TE 3T Goiot, o, Feel 3R @t b 7ol ahdell B
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"SATHG 3eTHa" & RIeT Ueh odfdd &1 Ueh =18 AT &Y €5 gieian & Tiar Sl §, St &feieh Sitaet 1 g}
ool o T SieANTIhRT s ITANT X ¢ (38 3R 3T [Gorae a1 gue Fi1e) | d 37eFER Ueh T 37f8h
TER 73T He TRt &7 3T & B

5. AR 7 #f3AT Fer 7 3ol FaTHR

HRA & &% ol & TSlegiel =g FSAT el & T # AgeaquT ANTErT 6T 81 FgT S THE FHollhRi
IRNFAF FHRTATH TS E:

5.1 3HH ThH

3THH TG (A 1978, FeITaTE) feeell # g el Teh 3cR-favareh, Tg-faweh 3R IR-favas Farchren=l
HRAT HoAThR & | 3opiol [Geell & Fehel HIH Tl TS TThCFR & aredehell T 3T [T | ol
& &G H el 817 H 3Tl F g, 3egie1 Tthed A Eelfdste A& & & & e fohar iR difsar 3R gafaa
17 |

g T 1 AIRTEUT, f3STSe, aregehel A Fol & H$ 3U-a131 & 1A &1 T8 HET §T § TIa-
AT (site-specific) AT Ja:-frarcas (interactive) E;R:IJFTQH ik H(\ﬁTIT AT &, ST IFAR AR IS AT dhR
A, S T, T, TR, AT HdT3 U1 @ TS ST ¢ | 3oTeh D1 AL 318, Ardsiieleh TATAT G hosil
A T ToTailicl, AT TR0 [ERar S fawat ox erferaemedr feoqoft e &1

qg'aao'r#:

o 'JF 1'(2uk 1,2012): T T TEH T IYATT Ik TATS TS Teh TAT-[IAT FATTAT, ST AR H a7
& ELECl 39T 3R TRl AT # FelleR H 2T Hr AT &1 FE FeEEh, dA@E 3R
JATaTolT ST & IR # Tt S 9Rg adr &

o AU AAHN (Bamsera Bamsi, 2017 H T T@T): TGN H Teh fqemmer Shfaa Hfclevell TR
TS 91 & e ST 910 | SH-SI8 ST 96T 8, Tehith S8 Ueh #fciehell Tdel 3UehOT A Gleidl St
g Tolel WX €afel Sceet AN | Tg Uehict, HAT 3R AT ITH T Holl & HTY Tehiehel T &

o 'SFA ATFEL' (Bordel Monstre, 2012):W$W§mﬁwaﬁﬁﬁﬁtmm,
ST celTfEee o Aars 3R araRaT ST AAfIT &7 39T AT § | Tg 1o et ol AT 95T 3R
sodciiae JTal & ATETH & 3 9T AT 1 ToAdd Fih AfhT & F Idaid et & T
AT AT &

o 'STHAT AT T 3T A FAAY" (Protest on behalf of the river Jumna, 2011) / 'HI&E! SIHAT (Andekhi
Jumna, 2011): ¥ el H FHAT AT A TS TIA-[AAT &1 8, S 78T o Fgwor 3R gaieroi
géar o¥ feeqult X 81 'HELP' 2Teg Y Telfees &t alidell 31X Tersst A2rh § S72T a1 B, St ofey
& HATG YT T HEITHTAH &THAT T Hohel STl &
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FHIH T TelT IFIT FIgTerar 31T Eram3i & ST VAT TN W USRid aldr &, fSad eardeh gt
& T ST ghdt & 3R e e, 3ustierdrare 3R fEerar s aftas vt ov 559 sdr £

5.2 BT Heell

TRIE Heo (STeH 1988), Has H U U FHellh, FYXX IR eafar Rifdhcaen &1 3aeht geas{ia sffa=irer &
&, 3R I8 e A1 3998 FoTcHS 37T F TS T THTRAT FLar &, 5 &afar 3R 39 #Aeg df¥e
TaaTeT 3R ITFARSAT I IS+ dTel THT T higd gl I8 TATGIcHS STCIIl o ATETH g, &afe],
TATEROT 3R G2 YT & o Hail &7 Il 9Tl g |

Hodll & 1 F 3T HAAT, Te2R, Taree AR HRIAT Her axqu anfirer @il §, ster wefer 3k eafy &
e e AT B & | IoThT FIAT Giht & AR ARNGRY T AeaTiee He & STaT st HF gelent &
&hal ¥ 15 eafey HTTATY deT FXa &, Foraa gfasmel ge-Fatar s sa &

q‘g@m‘&:

Aiferd FRAFAES (Sonic Curiosities): ira{ﬁw eafay Eljﬁ'ﬂ'\f% S #ifas @TE@H’T I dh
HTEIH Jeoldl o | A "AleT aregdT" § St fshd gl X eafel & Rl g # 96l ofid g, SITFdaTd
IIe ST 8

o 'R fART (Aural Mirror, 2015): Ig T HalgIcH® tafal TUTTAT & St aRaeNa eafaat i 3o &
3R 3% aruw 37aReT & ufaeafad Fdr §, TSad Sar 3797 a7 ararexoT & R H SAeTRe gidT
£ g gty Y o 3R geprer 7 of aRafda wdr §1

o 'HIWCIF" (Crosstalk, 2019): INaT & WISTAET ITET Beead H USRI g eafx-afsha HagcAs
I geieh, TTeaRoT, Tafel 3 37 T & o1l 3o Toieh 3 USTel ¥l § | g HAaT HHAT3 & drer
& &Y T ST AT §, G &l & 13 HEHTT AR FEATT SarT i1 ST Hehel B

o 'g sATAfSIES AU (The Invisible Generation): 3 TATIT H AfFT Siferdl & AR 93T Hr
39T foRaT a7 § Toieg 31eX A whIfAd foham am §, St 39 9IROT OX JaTe 337dT & foh AR 3RTeTh
¢ 3R il & 38 FE FIUIT F ST T ITIE FT 8

'BFCAES’ (Displaced): Ig £afel FATTAT G AN 3R TATS H 31T gt & ATECIHAT T TTel el
€1 TE T ITAT T RIS T SUANT Fleh Teh hioUleich Gl H Teh TS STl 8, ST eafel &
TITT I 3R 38T TR deelcll Fohfd 9 Farel 3orch &

Hooll T HIH [Tl A el & Holdel o ATCIH F Hleld YRUN G Eafel & Mg TG I ISR Al & |

5.3 sTforell HeTsiT
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Ao FeITeA HRA ' M-F T FAFTNA AT FHATHRRT H H U ¢ | IoTehT 1A ATfgcd, GRIT0TH FHAT3IT
3R 3o 319 JeTal A ES A AR &, FAAT I & 1947 & FyrSTT & NIt vah RO & w9 H 3o
3TH W T8 HEPicreh qararer 3R SfaAT Feeh wowr3it it Fatel &cft 8, 3R 3o7ert 26l 7 ARaes gReapior
Teh HeTeh! TSCATG, &1 foier hear &1

mﬁmma@a&ﬁ#ﬁﬁﬂgﬂ% 1960 & G2reh o A H Teh TIFhR & §G H IoTehl YR I AhT
1990 % &2 H Ueh AIf3T 3R ST FATPR & T H 3oAch AR deh| ag 7« FHeclAsar, Ay,

STCTI, ot 3R fATex T 3UeT o &

pricc) ﬁw-aa-—cor:

ARETEY TRYET: Hellell 1 FIH Al & gat R eerdl W Hfed ¢, Ay &9 & Fiepias
et 3R "emead Fea” I HTUROT & GeoT 7 | I8 "Aigell IRUEH & [329-5S¢" & a1get &1 garg
LA &

SR FU13T FT AhyeT: gg Wiar 3R AT S #RAT 3R GO dRiforeh et 1 3ugrer
FIA &, 3o IR et & S § arfer Rrearaena, camer 31k ufaRier & aasifaes vt
T o3I ST Toh |

tﬁmﬁ?m:mw%maﬂé?ahﬁmsﬁwgé%ﬂmﬂwaé%ﬁmiwaﬁrm
FTa 8, ST o gaTSTATE A g1 F afoia Rar

grATSIF feoqof): g 319elt FeT & ATETH F AAHI0T, 3uadrare 3R saeohy f&Rar 39
3fRge TAwAT UT YehTer STeraY 81

qg'aao'r#:

'fires a1es’ (Grieved Child, 1981): T&h dd RIFehall ST Teh ARG ALITT 9RaR & o
RT3 AR N &S gt A &Ml &

‘THAE AAMT' (Hamlet Machine, 2000): 3% HACIHIZAT 3R yARTcHAS LT & R{AEAR &1 w6
3ETE0T|

‘AT S mﬁ?em g q WQH HTE 9aT' (Mother India: Transactions in the Construction of
Pain, 2005): Ig Ueh Hocl-Aiorareret NfSAT & § St Afgen3it & gfa Agaaress gftehor, 3¢ ar
ar &t & & JTEe T AT IS & ALY H 3¢ o[ Siled dTel ATl oh & H Aol Sl ISclTel el
&1 75 T Fnsh, afeca 3R cafarderd repsrat &1 Shsar &1

AARY (Memory, 2009): Tg HIH 3o7eh [T =AW IR HATIHT & JoAehYeT T Teh 3N 3eTe0T &
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HeATAT T Hell TRIND Hell T H AT HIIT FETelereT T thell €5 &, S 7R IR ARG At Feet A
AT 3eT3Ta, TEdTeT 3 FHATST T Teh ATFAATCT ITATEAT TEIT AT

6. frshY

R Tl 37 g AT Foll 1 Fahre vk IRaTTIT AT @ 8, S e T & aRfdes wfore § e
3& TAATS TR 3797 oI ¢ | 3 &1 H 31N T, g Hooll IR AT HelTel S FHellhRi o o dHae
dfRaes welm #7g W SR &1 fafafics frar B, afew el 318t geosf@ ik Facateiiear & Felcas
sifdcatra & 31faea ot 31 3 vehrad R g1

=g AT el F Fell Y T FoAH ToAT &, HAThR-GAH ST Sl eliehdiiad T &, R T 7T
TleAMET & 3egra ol HeTd fohar § it aRYReh HHATHT Y Erell ST &1 TE HellhRI I FIHToTh-
HiEhcieh FHeal, TATaRoi I 3R ATeTa 3e]37a T TES A Tl dlet & [TT Ueh Qrfercremmell #4 vt
AT &, S AT FTSAT 1 37 Topameiverdr, IR-3Eaar 3R [aester &1 o1t 387 &

gTelifeh, T el S=i1 8 ¥, S FellehR-3iefehel AFeaI R AT T faRTA HTat 1 aRzreha,
S dehediehl HATAT & 9T FollcAsd Tgorar 3R I3 T AT @I Toh| ol TEAEAT o B
e TRt hr HE ATFTAT H HollehRT Y TTRATRTT it oh [T AJed a1 TR, TSTEe STerfea wranfaar
3R veaRes &1 fashra enfAe §, 3o hdel FY [ & S FellcHe Hedl H Igm=|

Tl AR, = HTSTT el FHBTCNA HRCAT el I Soodel AT §| TE el 3R FleGITNhT & oI veh
Sife el 3R ATfcrefer Heitr bt gRffAT §, Ueh 75 ellcatsh $TST I STedl Sl & S -3 et 1 oAty
ot & 3R g & fore Teh o7 gSeahIoT Gedd el §1 S-51 Fefavehr 31meT st Tgat, = #f3ar e
I HHTIATT T it SITuan, fTad HRART el TRGR Fl 778 FaTgal W of ST SATwaN 3R dRaeh sholl
# ggehT arafTehar giATed gt
Rt )
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