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Qawwali Singing, Blending Spirituality and
Entertainment : An Analytical Study

Dr. Noor Hasan

Assistant Professor

Department of History

Government PG College, New Tehri (Uttarakhand)

Abstract :

Qawwali is a unique form of devotional music rooted in the Sufi tradition of the
Indian subcontinent, where it has become a medium of spiritual connection and
emotional release. This paper explores how qawwali, through its distinctive fusion of
sacred content and entertainment, navigates the complex relationship between
spirituality (adhyatmikta) and entertainment (manoranjan). The study analyzes the
role of qawwali in religious rituals, social gatherings, and contemporary cultural
settings, investigating its dual nature as a spiritual pursuit and a popular form of
entertainment. By examining historical roots, performance practices, lyrical themes,
and audience engagement, this paper provides a comprehensive understanding of
how gawwali maintains its relevance across both religious and secular spheres. The
research concludes by highlighting the unique cultural, psychological, and emotional
impact of qawwali performances on both practitioners and listeners.

Keywords :

Qawwali, Spirituality, Entertainment, Sufism, Cultural Impact

Introduction :

Qawwali, a form of devotional Sufi
music, is celebrated for its powerful emoti-
onal expression and its ability to evoke a
deep spiritual experience in listeners.
Originating in the Indian subcontinent,
gawwali has evolved over centuries, blending
religious devotion with vibrant performance
aesthetics. This fusion of spirituality and
entertainment is one of the defining fea-
tures of the qawwali tradition.
3ITES-WAIh
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While qawwali’s primary role is to
enhance spiritual experiences-particularly
the longing for divine love and connection-
its lively performance style, infectious rhy-
thms and engaging melodies also make it
an enjoyable form of entertainment for
audiences across different backgrounds.
This paper seeks to examine how qawwali
successfully balances the demands of
spirituality and entertainment, exploring
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its historical evolution, musical elements,
and its psychological and social impact on
listeners.

Historical Evolution of Qawwali :

Qawwali is a distinctive form of devo-
tional music that emerged within the Sufi
mystic tradition in South Asia, particularly
in India and Pakistan. This art form blends
poetry, music, and spirituality, aiming to
bring listeners closer to the divine. Its origins,
evolution and deep spiritual significance
have made it one of the most enduring musical
forms in the region. Understanding the
historical development of Qawwali requires
delving into the roots of Sufism and its
gradual integration with the region’s
musical traditions.

The roots of qawwali trace back to
the Sufi tradition, where music played a
vital role in expressing divine love and
mystical experiences. The term “qawwali”
is derived from the Arabic word “qaul,”
meaning “utterance” or “expression.!”
Qawwali performances originally aimed
to inspire spiritual transcendence and
connect the listeners with the divine
presence through the power of music and
poetry. The history of Qawwali is closely
linked to the spread of Sufism across the
Indian subcontinent. Sufism, the mystical
branch of Islam, emphasizes the inner,
spiritual connection with God and its
practices often involve music, poetry, and
dance to elevate the soul. It was in the 13th
century that Sufism began to take a deep
hold in the subcontinent, largely through
the efforts of Persian and Central Asian
mystics. The practice of using music as a
vehicle for spiritual expression developed
as part of Sufi rituals, where it was
believed that music could aid in attaining
a closer relationship with God.2
IEE-AH
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The formation of Qawwali as a
distinct musical tradition can be traced
back to the 13th and 14th centuries,
particularly through the contributions of
the renowned Persian poet and musician
Amir Khusro (1253-1325). Khusro, who
lived in Delhi during the reign of the Delhi
Sultanate, is often considered the father
of Qawwali. His work involved blending
Persian poetry with the musical traditions
of'the Indian subcontinent, including Hin-
dustani classical music, and introducing
elements such as the use of the tabla,
harmonium, and sitar in performance.

Khusro is credited with incorporating
the Persian ghazal form and devotional
themes into the music, giving birth to the
characteristic style of Qawwali that blends
intense spiritual longing with poetic
expression. His poems often explored the
themes of divine love, yearning for God,
and the separation between the human
soul and its creator. His influence on
Qawwali is enduring, and many of his
compositions remain central to Qawwali
performances today.?

The Mughal Empire, which ruled
much of South Asia from the 16th to the
19th centuries, played a crucial role in the
propagation of Qawwali. The Mughal
emperors, particularly Akbar, were great
patrons of Sufism and its associated music.
Under Akbar’s reign, Qawwali performances
were often held in royal courts, and they
became more widely recognized as an art
form. The Mughal court’s patronage
helped spread Qawwali beyond the Sufi
shrines and into the mainstream.*

By the 19th century, Qawwali perfor-
mances were regularly held at major
shrines dedicated to Sufi saints, including
the famous tomb of Khwaja Moinuddin
Chishti in Ajmer and the Nizamuddin
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Dargah in Delhi, where devotional music
played an integral role in attracting
followers. In the 20th century, Qawwali
experienced significant modernization
and international exposure. The legendary
Ustad Nusrat Fateh Ali Khan (1948-1997)
brought Qawwali to global audiences,
infusing it with a contemporary sensibility
while maintaining its spiritual roots.
Khan’s innovative approach, which inclu-
ded incorporating Western instrumenta-
tion and creating powerful fusion perfor-
mances, helped introduce Qawwali to the
global stage, especially through interna-
tional concerts and film soundtracks.’
Today, Qawwali continues to thrive as a
vital musical and spiritual tradition. It
remains a significant part of the cultural
fabric of South Asia while also being
enjoyed by global audiences across various
cultural and religious backgrounds.®

The historical development of Qaw-
wali reveals its deep connection to Sufi
mysticism and its evolution as a form of
both religious devotion and artistic expre-
ssion. From its origins in the 13th century,
influenced by figures such as Amir Khusro,
to its global prominence through artists
like Nusrat Fateh Ali Khan, Qawwali has
remained a powerful force in both the
spiritual and cultural lives of millions.

Key Elements of Qawwali Performance:

®  Vocal Style : The lead gawwal’s voice,
often supported by a chorus, delivers
passionate renditions of spiritual
poetry.

® Rhythm and Instruments : Percu-
ssion instruments like the tabla and
dholak and the harmonium, are central
to gawwali’s performance, contributing
to its lively rhythm and melodic frame-
work.

EE-eh
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® Lyrical Themes : Qawwali lyrics
focus on divine love, longing for God,
and the celebration of saints, often
expressing the metaphysical longing
of the soul.

Over the years, gawwali has transcen-
ded its religious origins and gained global
popularity, with famous qawwals such as
Nusrat Fateh Ali Khan, Aziz Mian, and
Abida Parveen,Wadali Brothers, Sabri
Brothers introducing the genre to wider
audiences. The blending of traditional
spiritual themes with mainstream enter-
tainment elements has made qgawwali both
a revered form of devotion and a widely
enjoyed cultural performance.”
Spirituality in Qawwali :

The essence of gawwali lies in its
spiritual core. The genre is deeply rooted
in the teachings of Sufism, which empha-
sizes the personal experience of the divine
through love and devotion. Sufi mysticism
often describes the relationship between
the lover (the devotee) and the beloved
(God) as one of longing and union, a central
theme expressed in many qawwali songs.

Themes in Qawwali Lyrics :

® Divine Love and Longing : Qawwali
lyrics often describe the deep emotio-
nal bond between the devotee and the
divine. This yearning for union with
the divine is represented through
metaphors of love, separation and
longing.

®  Self-Realization : Qawwali encourages
self-reflection and inner peace. By
singing about the search for inner truth
and divine understanding, qawwali
aims to elevate the listener’s conscious-
ness and purify the soul.
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® Ecstasy and Transcendence : A key
feature of qawwali is its ability to evoke
moments of ecstasy, known as “wajd.”
This state of spiritual intoxication is
a hallmark of the qawwali experience,
where the music leads the listener into
a deeper communion with the divine.?

During a qawwali performance, the
combination of evocative lyrics, emotive
singing, and the rhythmic patterns of the
instruments creates an immersive environ-
ment where participants-both performers
and listeners-experience a shared sense of
devotion and spiritual connection. The
intensity of the performance invites both
personal reflection and collective spiritual
engagement.

Entertainment Value in Qawwali :

While gawwali’s primary focus remains
on the expression of divine devotion, its
incorporation of entertainment elements
has allowed it to reach diverse audiences
beyond religious settings. The vibrant
performance style, rhythmic intensity, and
communal atmosphere contribute to
gawwali’s appeal as both a form of spiritual
expression and a lively, engaging entertain-
ment medium.

Entertainment Aspects of Qawwali :

® Rhythmic and Melodic Engage-
ment : The energetic rhythms created
by the tabla and dholak invite the
audience to physically engage with
the performance through clapping or
even dancing. The melodies and imp-
rovisations add layers of excitement
to the performance.

® Emotional Engagement : The lead
gawwal’s emotive delivery, supported
by backup singers, creates a dynamic
exchange of emotional intensity that

IEE-AH
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captivates the audience. The rapture
and ecstasy visible in the performers’
expressions often lead to spontaneous
audience reactions.’

® Charisma of Performers : Qawwali
singers, such as Nusrat Fateh Ali Khan,
have achieved iconic status not only
for their spiritual devotion but also for
their charismatic stage presence. This
makes qawwali concerts highly antici-
pated entertainment events.

Qawwali has thus evolved into a ver-
satile cultural form, appealing to listeners
across different walks of life. It is performed
at Sufi shrines, concert halls, weddings,
and even in commercial settings, demonst-
rating its unique ability to blend sacred
content with mainstream entertainment.

The Fusion of Spirituality and Entertain-
ment :

The coexistence of spirituality and
entertainment in qawwali can be viewed
as a testament to its versatility and cultural
significance. This fusion is not a compro-
mise but rather a dynamic integration that
enhances both the spiritual and entertain-
ment aspects of the performance.

® Audience Participation : The comm-
unal nature of qawwali performances,
where audiences clap, sing along, and
express emotional support for the
performers, reflects the interactive
relationship between spirituality and
entertainment. While the spiritual
message is central, the shared enjoy-
ment and collective experience add to
the sense of fulfillment.

® Spiritual Elevation and Emotional
Release : The deeply spiritual themes
of qgawwali, such as longing for the divine,
are complemented by the emotional
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release that audiences experience
during performances. This combina-
tion allows listeners to achieve both
a sense of catharsis and spiritual
elevation.

®  Cross-Cultural Appeal : The success
of gawwali in secular entertainment
venues-such as music festivals and
film soundtracks-demonstrates its
broad appeal. While the spiritual essence
remains intact, the entertainment value
ensures that gawwali resonates with
individuals from various cultural back-
grounds.!?

The fusion of these two seemingly
divergent elements creates a profound and
engaging experience, making qawwali an
enduring cultural phenomenon that spans
both sacred and popular domains.

Conclusion :

Qawwali singing exemplifies the
successful blending of spirituality and
entertainment, offering both spiritual enri-
chment and emotional satisfaction. Rooted
in the Sufi tradition, gawwali has evolved
to become a global cultural force, engaging
audiences from all walks of life. By bala-
ncing sacred devotion with vibrant musical
performance, qawwali continues to serve
as a bridge between the divine and the
earthly, between the mystical and the
celebratory. Its capacity to evoke deep
spiritual engagement while also providing

an exciting and participatory entertain-
ment experience ensures its relevance and
appeal across generations and cultures.
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The Sun’s embrace : Uniting Vandanam
Bhakti with Suryamurte, the Navagraha

L] L]
Composition
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Ph.D. Research Scholar Professor and Head,
Department of Music Department of Music
Avinashilingam Institute for Home Science Avinashilingam Institute for Home Science
and Higher Education for Women, and Higher Education for Women,
Coimbatore, Tamil Nadu Coimbatore, Tamil Nadu
Abstract :

Bhakti means devotion, which is an emotional attachment, that a devotee has for
a particular God. The path of bhakti leads to the path of knowledge and the route of
ritual and good deeds, according to the Bhagavat Gita. Carnatic music compositions
are purely connected with Bhakti. Many Carnatic music compositions are associated
with different types of devotion. Bhakti approach is separated mainly into nine kinds.
These nine kinds of approach to the almighty are known as Navavidhabhakti. Many of
the Carnatic music composers are credited for composing in all the forms of Bhakti,
especially in Navavidhabhakti. Music has been used to approach God through different
paths of devotion. From the ancient period, man started worshipping through natural
elements like Sun, Moon, Planets and many other. The scholar emphasizes the
importance of Sun worship through namaskaara bhava [Vandanam-Salutation], which
is connected to Vandanam bhakti through the composition ‘Suryamurte’, composed
by Muthu Swami Dikshitar. The scholar points out the Vandanam approach of bhakti
linked with the Sun worship.

Keywords :
Sun, Worship, Muthu Swami Dikshitar, Vandanam, Namaskaram, Bhakti,
Surya, God
Introduction :
Nature Worship :

Sun, moon, land, water and fire are which are thought to be responsible for
considered as ‘Panchabhootham’ and the natural events may also be a part of'it. From
adoration of these celestial bodies is known ancient period, man started worshipping
as nature worship. Worship of natural spirits  nature with pantheism, in which the God
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and nature or the Universe are considered
as one.

Our ancestors worshipped stars and
planets, as well as rivers, mountains, lakes,
stones, plants and animals from early times.
These were all infused with a celestial energy.
Every atom, cell and other manifestation
of matter has [Prana/Shakti] energy or
power, which is a manifestation of the
Divine truth. Respect for God’s entire creation

is an essential approach for all beings. This
connection is fading at present, as we
become more materialistic.

There are six vedic religious sects that
are important in the larger context of Indian
spirituality. Each of these six sects indica-
tes the devotion and spirituality in Indian
culture. The following are the six devotions
which leads to different God Concept

Six types of religions- Six Samayangal

Name Concept of God
1 Sauram Surya deva
2 Saivam Lord Siva [Perumal God]
3 Saaktham Goddess [Parashakthi]
4  Vainavam [Vaishnavam] Lord Vishnu
5 Kaanapathyam Lord Ganesha
6 Kaumaram Lord Muruga

Worship of Surya :

Shanmathas : One of the six principal
branches of religion [shan-mathas] is
Sauram and the bhaktas of this group
worship the Sun God. Surya is called Surya
Narayana, who represents the healing
power of the Supreme God. Solar energy
enables the survival of life on earth. All
animals and human beings need plants for
food and oxygen to breathe and the plants
will grow only with the help of proper Sun-
light. The transportation of water are all
happening because of the Sunlight.

Sunworship in India : Sun worship
may have begun in India during the
Neolithic era.

India owns 7 important Sun temples
and they are :
® Konark Sun Temple, Konark-Odisha
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® Modhera Sun Temple, Modhera-
Gujarat

® Martand Sun Temple-Mattan, Kashmir

® Katarmal Sun Temple-Katarmal,
Uttarakhand

® Suryanar Kovil, Thirumangalakudi,
Tamil Nadu

® Balaji Sun Temple, Madhya Pradesh
® Ranakpur Sun Temple, Rajasthan

Until now, the researcher has menti-
oned the value and power of Sun God and
has pointed out certain selected places in
India, where the Sun God is worshipped.
The systematic and channelized pattern of
worshipping God through different paths
by the ancestors is a significant point to
be highlighted always. This way of channe-
lized system of worshipping and approa-
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ching the Supreme God is termed basically
as Navavidhabhakthi

Navavidhabhakti-Nine
approaches to God :

kinds of

People pray and worship the Lord in
many ways. According to each person, the
type of devotion differs. The different kinds
of approaches towards the Supreme God
are explained as Navavidhabhakti in
Srimad Bhagavatam. The nine types of
bhakti, if regularly performed, will undoub-
tedly bring the devotees closer to the Lord.

The nine types of devotion are as follows:

®  Sravanam, which involves hearing the
Lord’s names and glories

® Keertanam, which involves reciting His
glories

® Smaranam, which involves remem-
bering the Lord

® Paadasevanam, which entails serving
the Lord’s feet

®  Archanam, which is worshipping the
Lord with different offerings

® Vandanam, which is paying namas-
karam [salutation] to the Lord

® Dasyam, Serving the Lord as His
servant

® Sakhyam, friendly approach towards
the God

® Atmanivedanam, complete surrender
and devotion to the Lord.

Among the above 9 kinds of devotion,
the scholar has selected to analyse
Vandanam bhakti, which is brilliantly
connected with the Carnatic music
composition ‘Suryamurte’, composed by
Muthu Swami Dikshitar because, God Sun
[Suryadeva] is one of the most revered
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Gods in mythology and religion. He has
long been respected by people across the
world. Muthu Swami Dikshitar portrayed
this excellent idea of Surya Vandanam
through his Navagraha Kriti ‘Suryamurte’,
which is composed in the raga Sourashtra
and set in Chathurasra Dhruva tala. Sun
and Salutation are bonded together in this
composition to attain salvation through
Vandanam Bhakti. Navavidha Bhakti is a
perfect fit with the worship of the Navagrahas
or the nine celestial bodies, with its focus
on a variety of devotional expressions.

Uniqueness of Navagrahas :

Navagrahas are the nine planets in our
Solar System along with two fictional
demons-Rahu and Ketu. The Navagrahas
or the nine celestial bodies in astrology,
play a significant role in astrological prac-
tices and beliefs, as they are believed to
influence human behavior, personality
traits, and life events.

The Sun is the greatest strength of all
the Navagrahas[nine planets]. The Sun
stands as a symbol for a variety of perso-
nalities like ambition, leadership, and
strength. Sun is always with the represen-
tative character among all the planets.

The significance of Surya Namaskaram
[Surya Vandanam] :

To express thanks to Suryadeva, who
is the life-giving force of nature, mankind
salutes and shows worship and respect
through Surya Namaskaram. Surya
Namaskaram, which is the ancient yoga
technique includes saluting the Sun in its
entireness. Surya Namaskaram, which is
referred to as the ‘Surya Vandanam’ [Sun
Salutation], is an evidence of the tradition
of offering prayers to the Sun. It is a way
to honour the Sun.
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Vandanam is a kind of adoration and
prayer. Prostrations to God include touching
the earth with all eight of the body’s limbs
(Sashtanga pranaamam or Sashtanga
Namaskaram), expressing faith and reve-
rence before a manifestation of God. Van-
dana is praying to the Lord by stretching
out before him. Devotees do Vandanam
approach to the God, while worshipping
in temples. The devotee senses God’s
presence while they do Namaskaram.
Vandanam is the sixth type of devotion
and according to Vandanam bhakti, the
devotee should make a complete devo-
tional bow before the God.

Essence of Vandanam bhakti in the
composition Suryamurte :

The popular composition “Suryamurte”
is the first one among the Navagraha kritis
of Muthu Swami Dikshitar, composed in
the ragam Saurashram and set to Dhruva
talam and the devotion portrayed in this
composition is that of Vandanam bhakti.

Muthu Swami Dikshitar is a multi-
talented legend who was a musician, com-
poser, poet, sidhar, Veena player, Sanskrit
scholar, Philosopher, Astrologist, Vedic
exponent, Manthric and Thanthric expert,
geographical knowledge expert through
travel, skillful creator [asampoorna melas]
and so on. The Scholar is pointing out the
skillful portrayal of Vandanam bhakti
through ‘Suryamurte’ composition through
selected lines taken from the composition.

Ragam : Sowrastram (17th Melakartha
Suryakantham janyam) :

Arohanam-srgmpmdns

Avarohanam-sndndpmgrs Talam-
Dhruvam [Chathurasram]
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[Notes-Suddha Rishabham,Antara
Gandharam, Shuddha Madhyamam,
Chathusruti Dhaivatam, Kakali
Nishadam] [Kaishiki Nishadam is used
as a foreign note in this ragaj

Pallavi :

‘Suryamurthe namosthuthe Sundara
Chayadhipate’ [First line notation given
below]

| p,mdp pm gm | mgr,,,,|rss,,,, S, N
s|sndd, dndp,, |

Su rya mu r te na mo stu te

Surya is the graha situated in the
center of all planets and the swara ‘Pa’
[Panchamam)] is pointing the center of the
Saptha swaras. The word ‘Suryamurte’ is
beautifully started with the swara pancha-
mam [center swaram], symbolically repre-
sents at the center of gravity of other eight
grahas. Some of the points which connect
the kriti with the Vandanam bhakti are
pointed below

® The word “’Namostute” is applied in
the first line of the Pallavi because Sun
is portrayed as the one who likes salu-
tations [Namaskaara priyan]. ‘Namaste’
or ‘Namostute’, the greeting, means
‘Tacknowledge and salute.’ This usage
is extremely connected with Vandanam
approach of Bhakti.

® ‘Suryamurte ‘-the word ‘te’ ends with
the adhaara shadjam as in the notation
of the kriti and the term ‘namostu’ is
composed in the mandrasthayi octave.
Doing a ‘namaskaaram’ [Vandanam]
makes one bow down to earth. Hence
all the mandrasthayi notes [notes of
the lower octave] indicate the above
point.

F-11,3/F-21, 2025 (SHRI-I)
UGC CARE - Listed Journal



® Doing Namaskaram to Suryadeva is
a significant practice and thus the
Vandanam approach of bhakti is well
portrayed in ‘Suryamurte’ composition
by the composer by doing namaskaram
in the Pallavi itself

® Dikshitar says”’Oh Lord Surya! Salu-
tations to you!”” which shows up the
composer’s vandanam approach to
the Supreme Lord.

Anupallavi :

Anupallavi : ‘Karya kaaranaatmaka
Jjagatprakasha simha asyadhipathe’

®  Thereferenceto Suryaas ‘Karya Kaara-
naatmaka’, which means ‘He who is
connective of all actions. The poet
salutes God Sun,who is the cause and
controller of all physical processes on
earth.

® The term ‘jagathprakasha’ reflects
the meaning that Suryadeva is the
backbone of creations and survival.

®  ‘Jagathprakasha’ also denotes that
‘He’ is the power to shower the light
to this Universe

Madhyamakala Sahithyam :

‘Arya vinuta thejahsphurthe Aarogyaadi
phalada keerte’

Charanam :

‘Saarasamitra mitra bhano sahasrakirana
karna soono

Kroora paapa hara krisaano guruguha
moditha svabhaano

Surijaneditha su-dinamane somaadi
graha sikhaamane

dheerarchita karma saakshine divya-
tara sapthaswarathine’

Karma is mentioned as “karma saak-
shine”. Through these words, the composer
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explains that God Sun is the witness to all
deeds, as the Sun is constantly there always
as the center part of the Universe. Imagi-
ning the Sun as a tangible witness to the
people’s actions would help them to choose
the right course or path in life more success-
fully.

Madhyamakala Sahithyam :

‘Saurashtaarna mantraatmane
sauvarna svarupaatmane

Bharateesha hari haraatmane bhukthi
mukthi vitaranaatmane’

In the anupallavi, charanam and
madhyamakalam, after praising the sun in
his various names, the first line is repeated
again ,which shows up the salutations or
the namaskaaram to the God. Through
anupallavi, charanam and the madhyama-
kala sahityas, the composer pays tribute
to Lord Surya by explaining the qualities of
Lord Surya. The composer pays homage
to Suryadeva through Vandanam bhakti by
naming His many qualities in this composi-
tion.

Conclusion :

Thus, “Suryamurte Namostute” is a
strong illustration of Vandanam Bhakti’s
transformational potential, inspiring people
to develop an attitude of respect and thank-
fulness in their spiritual journeys. By
adopting this approach, followers of the
Sun God not only pay respect to Him but
also allow themselves to be guided by the
light and right direction, that such deep
devotion brings out. “Namostute” is a
salutation that evokes a profound sense
of humility and invites devotees or people
to show their respect and submission
towards the God by acknowledging the
Sun as the source of vitality and wisdom.
This composition serves as a reminder that
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genuine devotion involves both an inside
humility and an external point of respect.

This composition is a unique saluta-
tion to the Sun God that perfectly captures
the spirit of Vandanam Bhakti, which is a
deep regard and respect for the divine.
Bowing down to Suryadeva [Sun-leader of
the nine planets], the celestial representa-
tion of light and energy, in this composi-
tion represents not just reverence but also
recognition of the divine presence that up-
holds life and promotes spiritual develop-
ment.

Even though bowing down and doing
Namaskaram is the prominent way used
in Vandanam bhakti, namaskaaram can be
clearly practiced even by mind to all the
living things and God. The devotees
following this kind of bhakti can make use
of this practice by behaving respectfully
to all and to the almighty. At the present
time, following the older traditions is not
practical but can be followed by showing
devotion by mind.

IFET-lh
ISSN : 2349-137X

_@_

Our society will lose cultural strength
if the traditions and culture is not imparted
to the younger generation. Through this
composition, the composer extensively
portraits his depth of respect and honour
to his Supreme God[Sun] by his saluta-
tions. This kind of attitude must be transfe-
rred into all generations, as the youngsters
will lead the society by the respecting
nature, leaving the traditions safe in their
hands.
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Abstract :

Ramanathapuram Srinivasa lyengar (1860-1919) was one of the earliest disciples
of Patnam Subramanya Iyer, who was a disciple of Manambuchavadi Venkatasubbaier,
a scion and disciple of Saint Tyagaraja. Ramanathapuram Srinivasa lyengar was
fondly called Poochi Srinivasa lyengar as his voice resembles that of a “Poochi”
(insect) since he effortlessly sang fast brigas with his rich and resonant voice. Srinivsa
Iyengar was a versatile composer who has composed different musical forms which
include Tana Varnas, Padavarna, Kritis, Thillanas, Javalis Kavadi chindu and a
Ragamalika. Many of his compositions feature decorative angas like Sangatis,
Chittaswara, Madhyamakala Sahitya, Swarakshara, Solkettu Swara etc. The Paper
titled “Tana Varnas of Ramanathapuram Srinivasa Iyengar”, aims to highlight the
following points.

® A brief study of the musical form Varnam.
®  Tana Varnas composed by Ramanathapuram Srinivasa lyengar.

®  [Literary and musical excellence figuring in the Tana varnas composed by
Ramanathapuram Srinivasa Iyengar.

Key words :
Varnas, Ramanathapuram Srinivasa lyengar. Music, Raga, Avarta.

Introduction :

Ramanathapuram Srinivasa Iyengar
was a prominent post-Trinity composer
who has composed different musical forms.
He was a busy concert musician, an Uthama
Vaggeyakara and a great Guru, who trained
many disciples including the legendary
musician Ariyakkudi Ramanuja Iyengar,
who is referred to as a trendsetter in the
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present-day Katcheri Padhathi. Ramana-
thapuram Srinivasa Iyengar used to sing
in the pitch of 4 %2 and usually begins his
concerts with Viribhoni Varna followed
by Kritis in Antara Gandhara like Panthu-
varali, Harikambhoji, Poorvikalyani etc.
Srinivasa [yengar was an expert in Singing
Manodharma Sangita, especially Tanam.
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He used to sing the compositions of Trinity,
Patnam Subramanya lIyer, Badrachalam
Ramadas, Gopalakrishna Bharathi, Rama-
swami Sivan, Tevarams, Padams, Javalis
and Thillanas in his concerts. He has com-
posed about 100 compositions. Ramanatha-
puram Srinivasa Iyengar has composed
many compositions in rare Ragas such as
Narayani, Megharanjini, Suraranjini, Saras-
wathimanohari, Narayanagoula, Devamano-
hari etc. and rare Talas like Lakshmisa,
Ragavardhini etc. He has composed a kriti
“Paripalayamam” in the Raga Harikam-
bhoji in praise of Sita Devi.

A brief study on Varnas :

Varnas belong to the technical group
of compositions, which are taught to
students after the preliminary exercises
like Sarali Varisas, Janta Varisas etc. and
the compositions of a more advanced
nature such as Gitams, Swarajathis, Jathi
Swaras etc. Varnas can be considered both
as Abhyasa Gana and Sabha Gana, which
means it can be used for practice and
performed in concerts. The musical form
Varna is very important because it gives
knowledge about Swara, Sruthi, Raga,
Tala, Ranjaka Prayogas, Visesha Sancharas
etc., the raga admits of. The Akara, Ikara
and Ukara passages present in the sahitya
part of the Varna helps the student to get
clarity while singing brigas. Moreover,
Varnas are also practiced and performed
in different degrees of speed which helps
amusician to acquire a great mastery over
Laya. Varnas give the Swaroopa of the
Raga in a nutshell. Varnas have two
sections Poorvanga and Utharanga. The
Poorvanga consists of Pallavi, Anupallavi
and Chittaswara. The Utharanga consists
of Charana and Charana Swaras. The
Charana Swaras will progressively increase
IEE-AH
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in length and complexity. The first Charana
Swara will have one Avarta and is charac-
terised with a profusion of Dirgha Swaras.
Each Charana Swara will be of same length
as the previous Swara or longer than the
previous Swara. Varnas are mostly in Adi
and Ata Tala and there are a few Varnas
in Khanta Jathi Triputa, Chaturasra Ata
etc. Govindasamayya (1680-1710) who
lived before Pachimirium Adiyappa has
composed a Varna in Mohana Raga, in
praise of the King Venkataperumal of
Karvetinagaram. Govindasamayya can be
considered as the earliest composer of
Varnas. Later many prominent composers
such as Pachimiriyam Adiyappa, Manam-
buchavadi Venkatasubbaier, Patnam Sub-
ramanya lyer, Ramanathapuram Srinivasa
Iyengar, Tiruvattiyur Tyagayyar, Vina
Kuppayyar etc. have composed many Varnas
which are available to us today. Varnas are
classified into different types namely, Tana
Varnas, Pada Varnas, Daru Varnas etc.

Tana Varnas are performed as the first
item in Carnatic Music concerts and are
usually sung or performed at a medium
tempo. In Tana Varnas, the Pallavi, Anu-
pallavi and Charana have Sahitya, and the
remaining sections contain only Swaras.
Since Tana Varnas comprises mostly the
Swara Passages, more importance is given
to the Rakthi prayogas and Gamakas. The
uniqueness of this composition is the
preponderance of Tana jathis in this form.
In Tana Varnas, the Swara phrases are
prominently featured throughout the
composition which aids a Carnatic Music
student in developing a strong understan-
ding of Kalpana swaras. The theme of
Tana Varna will be of an erotic nature and
there are also some Varnas that have devo-
tional themes. Pada Varnas are also referred
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to as Chouka Varnas. As the name indicates,
they are performed mainly in dance concerts
ata slow tempo. In Pada Varnas, the entire
composition will have sahitya and more
importance is given to the bhava element.
Some of the prominent Pada Varna
Composers are Ramaswamy Dikshitar,
Vadivelu, Pallavi Seshayyar, Swati Tirunal
etc. Daru Varnas share a similar structure

with Tana Varnas and in addition to Swara
and Sahitya, they also include Jathis.

Analysis of Tana Varnas composed by
Ramanathapuram Srinivasa Iyengar :

Ramanathapuram Srinivasa Iyengar
has composed 7 Tana Varnas and a Pada
Varna. The seven Tana Varnas and the Pada
Varna composed by Srinivasa lyengar are
listed below.

SI. No Varna Raga Tala

1 Sami Ninne Hindolam Adi

2 Rara Sami Anandabhairavi | Adi

3 Ninne Entho | Devamanohari | Khanta Triputa
4 Ninnukori Mohanam Adi

5 Vanajaksha Varali Ata

6 Sami Ninne Narayani Ata

7 Neranammiti | kanada Ata

8 Danikorikenu | Vasantha Jhampa

Inthe above listed Varnas, the Tana Varna
“Vanajaksha”, is composed in the Prati
Madhyama Raga Varali and the remaining
six Varnas are in Sudha Madhyama Ragas.
One Varna is composed in the Raga Anan-
dabhairavi, a Bhashanga Raga. Three
Varnas are set to Tala Adi, three Varnas are
set to Ata Tala and the Varna “Ninne Entho”
in Devamanohari Raga is in the Tala
Khanta Triputa. The Pallavi, Anupallavi
and Chittaswara of all the Varnas have 2
Avartas. The Mudra of Ramanathapuram
Srinivasa Iyengar is “Srinivasa” which is
present in the Anupallavi of all the Varnas,
except in the Mohana Raga Varna “Ninnu-
kori”. In the Mohana Varna, the Charana
Sahitya contains the Mudra of the compo-
IEE-AH
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ser, “Sannutanga Srinivasa”. The Charana
of all the Tana Varnas consists of 1 Avarta.
The Devamanohari Varna ‘“Ninne Entho”
has 3 Charana Swaras and the remaining
6 Tana Varnas have 4 Charana Swaras each.
The first 2 Charana Swaras of all the Varnas
have 1 Avarta. The second Charana Swara
of Deva Manohari Varna has 2 Avartas and
the second Charana Swara of remaining
Varnas have 1 Avarta. The third Charana
Swara of Mohana, Varali, Kanada and
Narayani Varna have 1 Avarta, Hindola and
Anandabhairavi Raga Varnas have 2 Avartas
and Devamanohari Varna has 4 Avartas
each. The fourth Charana Swara of Mohana,
Varali, Narayani and Kanada Varnas have
2 avartas, Hindola and Anandabhairavi
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Varnas have 4 Avartas. The last charana
swara of Varali Varna “Vanajaksha” con-
tains a beautiful solkettu swara. Solkettu
swara is a decorative anga in which the
jathi is incorporated along with the Swara
or Sahitya of the composition. The solkettu
swara passage in the Varna “Vanajaksha”
is given below.

“THAM TARITHA NRSRND
KITATAKA JHAM NDP DMD,
RUTHAKA RITATANA DHEEM GRG
THANA DDSN THAKADHIMI ||

NSR TAKA DHEENU SRNR THAJAM
DPD JHAM PDP DRDSR JHANUTHA

S,, NDMDG SGR THATHIKINATHOM ||

The Tana Varnas of Ramanathapuram
Srinivasa Iyengar have sancharas in all the
three octaves. The varnas contain many
Visesha sancharas and Rakthi prayogas
which add beauty to the composition. All
the Varnas of Ramanathapuram Srinivasa
Iyengar are in Telugu language. The Varnas
of Srinivasa Iyengar are also rich in Janta-
Dhattu Swara Prayogas. The Sahitya of
Pallavi, Anupallavi and Charana of all the
Varnas contain soulful meanings. The
meaning of Ninnukori Varnam is given
below:

Pallavi :
“Ninnukori yunnara Nikhila loka Nayaka
Meaning :

Oh! Leader of the entire Universe, I
am existing because of the longing [ have
towards you.

Anupallavi :

Nannupalimpa Samayamide Nameeda
Krupa Joodara

Meaning :
This is the occasion to take charge of
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me, please show mercy upon me.
Charanam :

Sannutanga Srinivasa
Meaning :

Oh! Srinivasa, I pray your existence
in the visible form.

Another decorative anga that is present
in Carnatic music compositions is Swarak-
shara. The Swarakshara beauty can be
seen in all the Tana Varnas of Ramanatha-
puram Srinivasa lyengar, Swarakshara is
a Sabdalankara that is perceived only
through Vocal Music. Itis a beauty in which
the solfa syllable and its corresponding
sahitya syllable are identical or like soun-
ding. Example: The Pallavi of Hindola
Varnam :

SNSM

SA...MI

Here the Swara is “Sa”, and the Sahitya
is also “Sa” which is a very good example
of Sudha swarakshara. Srinivasa Iyengar’s
Varnas contain different varieties of Yathis
and Prasas, which shows his mastery over
Sahitya, Swara and Laya.

Conclusion :

In the context of Carnatic Music, Varna
refers to a musical form which is used for
both Vocal and Instrumental Music. Many
post-trinity composers like Patnam Subra-
manya lyer, Ramanathapuram Srinivasa
Iyengar, Tiruvattiyur Tyagayyar and others
have composed many Varnas which are
learned and performed by students as well
as by Carnatic musicians. The first Varnam
which is often learned by a Carnatic music
student is “Ninnukori” in the Raga Mohana
composed by Ramanathapuram Srinivasa
Iyengar. The Varnas of Ramanathapuram
Srinivasa lyengar represent the perfect
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blend of rhythm, melody and improvi-
sation, acting as a bridge between the
technical and emotional aspects of music.
His Varnas also hold aesthetic value, being
performed in concerts to demonstrate the
artist’s virtuosity.
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Abstract :

Across the globe, various cultures have evolved their forms of dances, often steeped
in tradition and symbolic meaning. Khon, Thailand’s iconic masked Ramakien dance-
drama, and Kuchipudi, a classical dance form from the southern state of Andhra
Pradesh in India, are two such art forms that celebrate heritage, devotion and artistry.
Despite their origins in vastly different cultural landscapes, both traditions share a
profound commitment to preserving heritage while showcasing a unique approach to
expression. Drama, dance, and music are all combined to create these two art genres.
By comparing these two traditions, one can discover the qualities that distinguish
both genres apart and the commonalities of classical dance as an arsenal for artistic
creativity and cultural preservation. This comparative study celebrates how these two
art forms preserve tradition while reflecting the distinct identities of their origins.
Bridging boundaries, Khon and Kuchipudi demonstrate the universal language of
dance as a means of cultural expression and artistic legacy.

Key Words :

Khon, Kuchipudi, Masked Dance-Drama, Ramakien, Cultural Heritage,
Global Dances.

Introduction :

Dance, as a universal art form, trans-
cends boundaries, carrying the essence of
cultural identity and storytelling. Among
the many ancient dance styles, Kuchipudi,
one of India’s most cherished classical
dances and Khon, Thailand’s masked
dance-drama, offer vivid examples of their
cultures.
EE-eh
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A complex fusion of creative elements,
historical themes, and cultural pride may
be found in Thailand’s traditional masked
dance-drama, Khon. This dance style,
having its roots in Thai royal traditions,
uses masks, elaborate costumes, stylized
movement, and a rich musical background
to bring Thailand’s interpretation of the
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Ramayana’s epic tales to life. The history
of Khon dance, the artistry of its moveme-
nts and costumes and its current cultural
significance in Thailand.

Kuchipudi, one of India’s eight tradi-
tional dance styles, comes from the little
village of Kuchipudi in the Andhra
Pradesh state. Kuchipudi is a dance-drama
tradition that follows Natyamela. This
tradition is a dynamic form of artistic
expression and spiritual devotion because
it blends the beauty of movement with the
depth of narrative.

Having its roots in ancient traditions,
both art forms have been utilized to
commemorate spiritual themes, tell
legendary stories, and uphold cultural
values. Let’s discuss the origin, historical
context, musical accompaniment and
comparative analysis of these dance
forms.

Historical Background :
Khon :

Khon originated during the Ayutthaya
period (1351-1767). Dancers used to
perform in the Thai royal courts for
ceremonies and auspicious occasions.
They mainly performed the story of lord
Rama, which was an extract of the Indian
epic Ramayanam, in the Thai version
named Ramakien. It tells the story of
Ramakien- the localized Thai version of
the Ramayana epic. Its many episodes
depict the life of Rama, his journey in the
forest, his love for his wife Sita, his army
of monkeys, the fights with the military
of Thosakan (Ravana), the king of the
demons, and his final victory. Only men
used to perform this drama now females
were also performing it.

IFET-lh
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The origin of the word Khon is unknown,
but there are three possibilities. Firstly, it’s
derived from the word “kora” of Benguela
kalini which is the name of a musical
instrument made of Hindi leather. Its
appearance and shape are similar to the
drum. It was popular and used for local
traditional performances. It was assumed
that kora was one of the instruments used
in Khon performances. In the tamil
language”Khon” derives from the word
“koll” which is close to “goll” or “golumn”
in Tamil. These Tamil words relate to
dressing or decorating the body from head
to toe as in the use of Khon costumes.
“Khon” in Iran was derived from the
words “zurat khan” which means ‘handed-
doll’ or ‘puppet’, used in local performa-
nces. Its songs were similar to the current
Khon.

Actors were divided into four cate-
gories : Phra (lords), nang (ladies), yak
(ogres), and /ing (monkeys). Though all
actors were required to wear masks in
ancient times, today’s phras and nangs
wear a stylized form of makeup influenced
by Thai mural paintings. Only performers
of the yak and ling categories still adorn
the elaborate masks. The masked dance
performances form part of social practices
such as royal cremations, cremations of
high-ranking persons or revered monks,
the celebration of sacred sites, birthdays,
and the opening of new businesses. The
practitioners also perform a ceremony to
honour Khon masters of the past, teachers
and deities. During this ceremony, new
members are initiated into the community.

Historical evidence shows that the
Thai art of stage plays must have already
been highly evolved by the 17th century.
In 1687, Louis XIV of France sent a
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diplomat Simon de la Loubére to record
all that he saw in the Siamese Kingdom.
In his famous account Du Royaume de
Siam, La Loubére carefully observed the
classic 17th century theatre of Siam, inclu-
ding an epic battle scene from a Khon
performance, and recorded what he saw
in great detail:

Simon de la Loubere, a French envoy
from the court of King Louis XIV who
came to Ayutthaya court in 1688-1689,
describes in his book that “The Siameses
have three sorts of Stage-plays. That which
they call Coneisa Figure-dance, to the sound
of the violin, and some other instruments.
The dancers are masques and armed, and
represent rather a Combat than a Dance:
And though’ everyone runs into highs
Motions and extravagant Postures, they
cease not continually to intermix some
word. Most of their Masks are hideous,
and represent either monstrous Beasts, or
kinds of Devils.”

Kuchipudi :

Kuchipudi originated from a village
named Kuchipudi (previously known as
Kuchannapudi, Kuchelapuri, etc.) Andhra
Pradesh. Kuchipudi is dance drama tradi-
tion that follows Natyamela tradition.
Kuchipudi dancers were called as Bhaga-
vatulu as they were mostly Brahmin men
of Kuchipudi village who used to perform
this art form. In this tradition, the dancers
perform stories from Puranas and Ithihasas
like Ramayana and Mahabharata in a
drama form which helps to propagate
bhakti marg to people and attain salvation.
They used to tour to various villages and
perform these dance-dramas.

Kuchipudi dancers were susceptible
to what was happening in and around the
IEE-AH
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area, be it social or political events, and
would spontaneously enact certain social
evils or political happenings into their per-
formances. One of the social evils (event)
is the story of Sammeta Guravaraj, which
occurred in 1502.

Further, these dramas emerged as
Kalapas, Yakshagana, Solo items and
Dance-drama. Siddendra Yogi, the Father
of Kuchipudi dance, played a crucial role
in Kuchipudi dance-drama tradition. He
composed Bhamakalapam, a dance-drama
which tells how to attain salvation through
Bhakti marg. His era led Kuchipudi to a
new path. These drama forms were perfor-
med only by Brahmin Men of the village
in those days. These Brahmin Men used
to get ready as women and perform the
shows.

Vedantam Lakshmi Narayana Sastry
introduced solo items to Kuchipudi and
encouraged that women should also
participate in Kuchipudi performances.
Vempati Chinna Satyam brought a great
change to the whole Kuchipudi world.

Thematic and Narrative structures :
Khon :

Khon heavily draws from the Rama-
kien (the Thai adaptation of the Indian epic
Ramayana). The stories depict battles,
love, loyalty and cosmic justice. Khon
often portrays scenes that glorify kingship
and divine order, aligning with Thailand’s
cultural emphasis on monarchy and religion.
Its many episodes depict the life of Rama,
his journey in the forest, his love for his
wife Sita, his army of monkeys, the fights
with the military of Thosakan (Ravana),
the king of the demons and his final
victory. Only men used to perform this
drama now females were also performing
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it. The story is narrated through music,
dialogues (delivered by a chorus or narra-
tor), and expressive yet stylized gestures.
Performers do not speak; instead, the plot
unfolds through dance and the support of
narrators or singers. To represent their
roles-such as demons, monkeys or super-
natural beings-characters wear masks.
These costumes and masks are essential
to the narrative process.

In the Rattanakosin (Rat nakosindra)
or Bangkok period (A.D. 1782-present)
many versions of the Ramakien were
composed. The most notable ones are
those composed by King Rama I, Rama II
and Rama VI. The Rama I Ramakien is
most important because it is the only
version that tells the complete Rama story.
The Rama II Ramakien is generally used
for stage because the dramatic and
exciting episodes were written especially
for Khon performances. The Rama VI
Ramakien has some episodes very close
to the Valmiki Ramayana, for example,
Vibhishana in this version is a brave
warrior whereas in Rama I and II versions
he is an astrologer, medicine man and a
coward. He becomes a comic figure when
he acts cowardly, being scared of his
powerful bro and their nephew.

Kuchipudi :

Many of Kuchipudi’s themes revolve
around spiritual longing and heavenly
love, making it closely related to the
Bhakti (devotional) movement. The stories
frequently highlight characteristics like
humility, dedication, and surrender while
illustrating the link between humanity and
the supernatural. Example, one of Kuchi-
pudi’s most well-known works, Bhama
Kalapam, illustrates themes of love, pride,
and redemption through the humorous yet
IEE-AH
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passionate devotion of Lord Krishna’s
bride, Satyabhama.

The narratives in Kuchipudi draw
heavily from Indian epics like the Ramayana,
Mahabharata, and Bhagavata Purana.
These themes honor virtue, heroism and
the triumph of good over evil. Kuchipudi
reflects the principles of Hinduism by
examining intellectual and ethical issues
in addition to devotional and mythological
tales. These performances explore ideas
such as the impermanence of life, Dharma
(righteousness) and Karma (activity and
its results). Kuchipudi explores joy, grief,
love, rage, bravery, fear, disgust, surprise,
and tranquility in his exquisite depiction
of the Navarasas (nine emotions). The
stories are incredibly captivating and rela-
table because of the artists’ ability to display
a wide variety of emotions due to the the-
matic diversity. The sutradhaar (narrator/
anchor) frequently weaves comments into
stories. Kuchipudi dancers employ facial
gestures and discourse, which makes it
more participatory than Khon. The audience
may interact directly with the characters.
While Kuchipudi emphasizes a combina-
tion of grace and complex rhythmic footwork,
along with subtle affective expressions,
Khon places more emphasis on grandeur
and stylization.

Performing :
Khon :

Khon and Nang Yai in the Bangkok
period perform the Ramakien exclusively.
Nang Talung performs the Ramakien and
also other stories. Khon is considered the
most artistic of the performing arts and
the most difficult to learn. There are many
kinds of Khon according to the forms of
the stage and special effects used.
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Khon Klang Plaeng is historically the
oldest kind. It is an open-air performance
staged on the lawn or any open space. It
is suitable for performing battle episodes.
There is only recitation or recitative voice
and dialogue but no singing.

Khon Rong Nok or Khon Nang Rao
is performed on a raised platform with a
long big bamboo bar for the royal male
characters to sit on while royal female
characters sit on a large bench. Like Khon
Klang Plaeng, there are only the recitation
and dialogue.

Khon Rong Nai is performed inside a
theatre. It brings in the art of Lakhon Nai
to mix with Khon. Therefore, it incorpo-
rates dancing, singing of the Lakhon with
the recitation and dialogue that are typical
of Khon. There are big benches for royal
characters to sit, human characters and
monkeys sit on one side and the demons
on the other.

Khon Chak Rok is believed to be
performed since the Ayudhya period. The
characters who can fly actually float in the
air by the use of pulleys. The actor attaches
a big strong string with a hook behind his
back and he will be pulled up in the air to
give the impression of flying. The
acrobatic skill is needed. Apart from this,
it is the same as Khon Na Jaw.

Khon Chak means the mo dern Khon
performance which is performed in a
theatre with settings (chak) and modern
stage tech niques. There are dancing,
singing, recitation and dialogue. There is
only one orchestra at one side below the
stage.

Khon Sod is the folk version of Khon.
Hun Lek as “Lek” means “small”. It
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is used for performing the Ramakien and
other kinds of dramas. Hun Lek, now
called Hun Lakhon Lek

Kuchipudi :

Like Khon, Kuchipudi also has various
types of performance styles.

Firstly, they used to perform Vidhi
Bhagavatas, which they used to propagate
Dharma through the dramas they presen-
ted. Over a period of time, they were
named Vidhi Bhagavatas. They perform
epics like Ramayana, Mahabharata, and
Bhagavata in drama form to let people
know about the Dharma and Adharama.

One of the most celebrated Kuchipudi
dance dramas is Bhamakalapam, compo-
sed by Siddhendra Yogi. It narrates the tale
of Satyabhama, a consort of Lord Krishna,
portraying her pride, love, and devotion.
Similarly, Gollakalapam, a socio-philoso-
phical play, presents a witty dialogue
between a cowherd woman and a learned
man, reflecting themes of social equity.

Then comes Social evil stories like
Sammeta Guravaraju’s story.

Though traditionally performed in
groups, Kuchipudi has adapted to solo
renditions, showcasing the versatility of
the form. Solo performers often include
pieces like:

® Jatiswaram : A pure dance segment
focusing on intricate rhythmic patterns.

® Shabdam : A combination of narra-
tive and expressive dance.

®  Padams and Keertanas : Devotional
songs emphasizing emotional expre-
ssion (Bhava).

Modern-day performances frequently
blend traditional elements with innovative
themes, addressing contemporary social
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issues or drawing inspiration from global
narratives. Such adaptations have broade-
ned Kuchipudi’s appeal, allowing it to
resonate with diverse audiences world-
wide.One of Kuchipudi’s most iconic
elements is the Tarangam. In this piece,
the dancer performs complex footwork on
a brass plate while balancing a pot on their
head, demonstrating precision and grace.
The Tarangam is often accompanied by
compositions from Krishna Leela Taran-
gini, written by Saint Narayana Teertha,
making it a quintessential highlight of
Kuchipudi performances.

Ahaaryabhinayam :
Khon :

In the traditional Thai masked dance-
drama Khon, Aharyabhinaya, or the use
of costumes, makeup, masks, and props,
plays a pivotal role in bringing the my-
thical narratives of the Ramakien (the Thai
version of the Ramayana) to life. Aharya-
bhinaya transforms the performance into
a visual spectacle, allowing the audience
to connect with the divine, heroic, and
demonic characters portrayed on stage.

The Role of Aharyabhinaya in Khon :

Aharyabhinaya in Khon is distinc-
tively elaborate and symbolic, reflecting
the grandeur of Thailand’s cultural and
artistic heritage. Each element is carefully
designed to align with the character’s
identity, social status and role in the
narrative.

Masks (Hua Khon) : The Quintessential
Element :

The most iconic aspect of Khon is its
masks (Hua Khon), which are unique to
each character and intricately crafted.
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@ Materials and Craftsmanship :

® The masks are traditionally made
from lightweight papier-maché,
hand-painted with intricate designs
and adorned with gold leaf and
gemstones.

® The design varies based on the
character, such as gods with serene
expressions, demons with fangs
and fierce eyes, and monkeys with
playful yet noble features.

O Symbolism :

® (Colors and patterns signify the
character’s nature and role in the
story. For instance, green masks
typically represent virtuous chara-
cters like Rama, while red masks
denote fiery or malevolent traits,
as seen in the demon king Totsakan
(Ravana).

Components of Aharyabhinaya :

1) Costume : Khon costumes are elabo-
rate and heavily influenced by Thai
royal attire, showcasing the splendor
of the mythical world.

@ Design and Embellishments:

® (Costumes are made of silk and
richly embroidered with gold and
silver threads, sequins and gems.

® Fach character’s attire reflects
their status and role:

= Gods and Heroes : Elegant
and dignified, adorned with
crowns (mongkut) and floral
patterns.

= Demons : Bold, angular
designs with darker colors,
exuding power and menace.
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= Monkeys : Flexible costumes
to accommodate their acro-
batic movements, often paired
with short decorative skirts.

QO Accessories :

® Accessories include ornate belts,
armlets, anklets and neckpieces,
emphasizing the grandeur of the
performance.

2) Props and Weapons: Props in Khon
are integral to the storytelling, often
used to depict battles, rituals, and
other key moments.

O Weapons :
® Characters like Rama wield

bows, while demons carry maces
and swords. These props are
beautifully crafted, with intricate
carvings and embellishments.

@a Other Props :
® Jtems like royal thrones, cere-

monial fans, and flowers are used
to set the scene and define the
characters’ environments.

3) Stage Decor and Visual Effects:
While the focus in Khon is primarily
on the performers, the stage is
minimally adorned with traditional
backdrops that evoke palaces, forests,
or battlefields.

O Lighting and Colors :
® Traditional performances rely on

vibrant costumes and masks rather
than complex lighting. However,
modern adaptations incorporate
lighting effects to enhance the
visual appeal.

EE-eh
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Kuchipudi :

In Indian classical dance, Aharyabhi-
naya-the expression through costumes,
makeup, and ornaments-is one of the four
fundamental aspects of expression (4bhi-
naya), alongside Angika (physical gestures),
Vachika (spoken or sung expression), and
Satvika (emotional expression). In
Kuchipudi, Aharyabhinaya plays a pivotal
role in bringing characters to life, comple-
menting the dancer’s movements and
expressions.

Components of Aharyabhinaya :

Aharyabhinaya in Kuchipudi encom-
passes a dancer’s entire visual presentation,
including attire, ornaments, makeup, and
props. Each of these elements is carefully
chosen to reflect the character being port-
rayed, whether it be divine, royal or
mythological.

1. Costumes : The costumes in Kuchi-
pudi are vibrant and often mirror the
character’s gender and social status.

® Male Characters : Characters like
Krishna or Arjuna are represented with
dhotis, angavastrams and sometimes
armors for warriors.

® Female Characters : Goddesses and
heroines wear saree-like costumes,
pleated at the center to enhance the
visual impact of intricate footwork.
The vibrant colors and rich embroi-
dery signify their divine or royal nature.

2. Makeup : Makeup highlights facial
expressions, which are crucial in
Kuchipudi’s storytelling.

® Eye makeup : Eyes are accentuated
with kohl to make them expressive
and visible from afar.
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® Facial highlights : The use of base
colors, red or black lines, and embelli-
shments help define characters. For
instance, Krishna is often depicted
with a blue tinge on the face.

® Masks : Occasionally used in certain
dance-dramas for portraying demons
or other unique characters.

3. Ornaments : Jewelry in Kuchipudi is
elaborate, symbolizing opulence and
divinity. Common ornaments include :

® Necklaces, bangles, Armlets (vanki)
and waistbands (voddanam).

® Headpieces, such as the crown (mukuta),
worn by Krishna or other divine
characters.

® Foot ornaments, including anklets
with bells (ghungroos), to emphasize
rhythmic footwork.

4. Props : Props like the brass plate used
in the Tarangam or the flute and
peacock feather for Krishna add to the
authenticity of the portrayal. They
serve as extensions of the character,
enriching the narrative.

Significance in Kuchipudi :

Aharyabhinaya is not merely deco-
rative; it is deeply symbolic and integral
to the dance’s storytelling.
®  Character Identification : The audi-

ence immediately recognizes characters
through specific costumes and orna-
ments, such as Satyabhama’s regal
attire or Krishna’s iconic crown and
flute.

® Enhanced Visual Appeal : The
dynamic movements of Kuchipudi,
combined with the pleated costumes
and shimmering jewelry, create a
captivating visual spectacle.
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®  (Cultural Authenticity : The Aharya-
bhinaya in Kuchipudi stays true to
Indian traditions, reflecting the cultural
essence of Andhra Pradesh.

Role of music :
Khon :

Music is an integral element of Khon,
the traditional Thai masked dance-drama,
enriching its storytelling and visual splen-
dor. As Khon relies on non-verbal acting,
music provides narrative cues, emotional
depth, and rhythmic support essential for
conveying the Ramakien (Thai Ramayana).

The narration, delivered in poetic Thai
by a skilled vocalist, guides the dancers
in their expressions and gestures. The
vocalist’s tone and pace dynamically align
with the unfolding drama. Instruments like
the klong that (barrel drum) and ching
(cymbals) amplify tension during battle
sequences, while the ethereal sounds of
the khong wong yai (gong circle) and pi
nai (oboe) evoke divine serenity.

The piphat ensemble, comprising
instruments like the pi nai, ranat ek
(xylophone), and klong that, provides a
rich soundscape rooted in Thai heritage.
This music, passed down orally, preserves
Khon'’s authenticity and cultural identity.

Music complements abhinaya, enab-
ling dancers to embody emotions such as
valor (Veera), love (Shringara), and devo-
tion (Bhakti). For instance, rapid drumm-
ing heightens battle scenes, soft melodies
underscore divine interventions and lyrical
tunes enhance romantic or reflective
moments. Together, Khon’s music and
movement create a profound, immersive
experience.
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Examples of Musical Integration in
Khon :

1. Battle Sequences : Rapid drumming
and high-pitched wind instruments
intensify the action, mirroring the
urgency and chaos of the scene.

2. Divine Interventions : Soft, flowing
melodies symbolize divine presence
or intervention, elevating the scene’s
spiritual aura.

3. Romantic or Reflective Moments :
Slow, lyrical music underscores ten-
derness or introspection, complemen-
ting the dancers’ subtle, expressive
movements.

Kuchipudi :

Music forms the essence of Kuchi-
pudi, harmonizing rhythm (laya), melody
(raga) and lyrics (sahitya) with movements
and expressions to craft an enchanting
narrative. It amplifies the emotional depth
and storytelling, creating an immersive
experience.

Vocal Music :

Kuchipudi compositions are devo-
tional, drawing from Hindu mythology.
Sung in Telugu, Sanskrit, and occasionally
Tamil or Hindi, they reflect the cultural
heritage of the dance. The works of lumi-
naries like Tyagaraja, Annamacharya,
Narayana Teertha (Krishna Leela Taran-
gini), and Kshetrayya, known for his
Padams on love and devotion, are integral
to the repertoire.

Instrumentation :

The Kuchipudi orchestra includes the
mridangam for rhythmic foundation,
violin and flute for melodic expression,
and the tambura for a tonal base. The
veena deepens the classical essence, while
IEE-AH
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cymbals and nattuvangam, played by the
conductor (Nattuvanar), emphasize rhy-
thmic cues.

Rhythm and Melody :

Rhythm (laya), governed by tala (time
cycles), is central to Kuchipudi’s intricate
footwork and dynamic variations. The
choice of raga enhances the mood (rasa):
Raga Kalyani conveys serenity, while
Raga Darbari Kanada evokes drama or
melancholy. This interplay of melody and
rhythm complements abhinaya, allowing
the dancer to vividly portray emotions and
stories.

Significance of Music in Kuchipudi :

1. Narrative Aid : The lyrics of the com-
positions are integral to conveying the
storyline. They guide the dancer’s
abhinaya, helping those express
emotions like love (Shringara), valor
(Veera), or devotion (Bhakti).

2. Mood Enhancement: Music creates
an emotional connection between the
audience and the performance. The
interplay of melody and rhythm
intensifies the impact of the dancer’s
expressions and movements.

3. Synchronization : The dancer synch-
ronizes every movement, including
intricate footwork and gestures, with
the rhythm and melody of the music.
This synchronization is particularly
vital in pieces like the Tarangam,
where the dancer performs on a brass
plate.

4. Improvisation: Music provides the
framework for improvisation, allow-
ing the dancer to explore spontaneous
expressions (Manodharma), especi-
ally in segments like Padams or Javali.
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5. Cultural Authenticity: The music
used in Kuchipudi reflects the cultural
essence of Andhra Pradesh, connecting
the dance form to its roots. Composi-
tions in Telugu and Sanskrit resonate
with the region’s traditions and
devotional practices.

Modern Adaptations :

While traditional Carnatic music
forms the backbone of Kuchipudi, modern
performances have begun incorporating :

® Fusion music for international audi-
ences.

® Recorded tracks to accommodate solo
dancers or global stages with limited
resources.

® New compositions addressing conte-
mporary themes while retaining clas-
sical elements.

Similarities and  Differences:

Similarities :

1. Mythological Roots : Both Khon and
Kuchipudi draw from ancient epics to

convey moral and spiritual lessons.

2. Narrative Focus : Storytelling is cen-
tral, with dance serving as the primary
medium of expression.

3. Integration of Music and Move-
ment : Both traditions rely on music
to enhance the emotional depth of
their performances.

Differences :

1. Use of Masks : Khon features intri-
cate masks, while Kuchipudi relies on
facial expressions.

2. Choreography : Khon’s movements
are martial and formal, while Kuchi-
pudi’s are fluid and rhythmic.

3. Cultural Context : Khon is rooted
in royal tradition, while Kuchipudi
has its origins in temple rituals.

Conclusion :

Khon and Kuchipudi, though emerging
from distinct cultural landscapes, exem-
plify the universality of dance as a medium
of expression and cultural preservation.
Their shared emphasis on storytelling and
their unique stylistic elements make them
invaluable treasures of their respective
nations. By exploring these art forms, one
gains a deeper appreciation for the
diversity and richness of classical dance
traditions around the world.
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T I IR IR afow faem § garn
ST 21 g S H gAd gy AT
T B FHH R W R AT 7y q
BIE-BIE T i aBT3 SN 81 3
T DI B gL IS TH ga =T
T 2, 39 3 9w e g

8. Terge wwrdlt : Al | § aR-aR Frggsia

T %1 0 A SR T e
FHEST 2|

foegaed vors & siftm =0 gw 8T

ST ST, SR A avevs A g O T T TR 6 Sl S Rl %

gl H 39 YHR foren fwar e 5
wWifids AW g% A o S,
g8 & T 59 faRw g wed €
ITGHL IT Y2 I WD TAH TeS
F T g1 o, R ot 58 e awd
& @ €|

5. 3nar uwdt Ry y9d & wvam e
% STHR 3 w8 1 JuiT g e
B Tora F FROT T8 ITGH T &

0T+ T g § | SHoT & T TRt |
aftfa = 9l wd Ryl & oo g
He # S Fehd & 1° (Tivari, 2002, p.369)

9. Ik 9HH
10.BP/ gt
11.%6 wudt : Ak arfh g9 F1 H% &g

TR, T W T faar S e vK
T 3R W ST, 91 | DS gT & 3R
FW I3 A, T W T 9 Fd
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12. %1 9t : 59 oA A |
o yaRe & WY, 99 fagEr 3 39
R 9ol e 21

13.37guHd : U @ § @ g,
HH I Teh T g S @, e
& wed fhu fomT efavaehar 3TIER
dSTRT BB YA FA g, IR F
S 3T R P A § TMo-Ties SHTE
ST 2, 39 g W wed 2
ST AT, sAREt & AR # g g

U G I Fed &, 6 qfgAH 3 gl

H =R =1 = & Gg | a6 7, @i

3 e Tae % 1y 3= yuiEl %

760 YR 91T &1 I8 3 Tg Ff Fd 8,

o 0 T a1 faudia &9 9 91 9aee & w5

T I e gt qor 3o witafed B

ot T 7 SR gl S 2

o Af=aedur

Q =reft vad A, semd AdehaR A
fErEdT e HY T AT F | S
79 v # unff i Ieft @<t i faga
e 21 auh yaRE @ faeee
I gL, 99 F I 9T Sae g7
(Dadhich, 2010, p. 147-149)

1. S wwdt : g Refy § W i w@ey,
IBEH, NG A IS § [ IR FI
AT ST, o 3§ Iresd 9 FEd B

2. =ik AT : gH O A 9 ¥ AR AR
giad g, IH1 a1l i B g |
@ g, IR AR A1 S, @ 98 a9
97 FEORT 2

3. TES gH : UF W S G,
T W F I T4 24 H T |/
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AL FHEH T

4. UHUE wHd : TF W F 9% T T
3T ST © AT S, AT 39 THIE FH
e 2l

5. wfva ot : 59 W F A gediH
foreat a1 PG Fh TFR ST
ST, @ 39 FRE 9wl Fed R

6. ATERTIT HAT : STd SBSHH, a1 T
BT ek BT 3 AN R I IS
¥ ST 1Y, A 3Y ST WAl ed 2

7. g 9w : IE W fo o H SR
WH, [ IR F TARR, THAT 3F
AL FHES T

a ﬁ?ﬁﬁ'ﬂ'

quelish fIge 31ae A fvfg & 5 7R
F g 9 aftfq s g1 @ifiq e §
aftfa y=d 98 & THE AW SR @ 5y
779 § 91 214 8| a0 39 ¥90 H SIg
goft yufeics @eror T e # e &
21 Tdq fofa o aftle it

1. o 9Hd 4. BT 994
2. aradnd 5. = guds
3. faRg gl

4. oF Yd : I BfIwT e gRoT F
I AR T IR SMAT I, A g
39 37 998 Fed 2 (Sathyanarayana,
p. 143-145)

O TR
RO ¥ EI T JeeTahreT § ol
1 o= 2 g & a1 81 FUH-31 51
23ft SRl & Siaa 9 yAREl @ fEEe
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foha 81 T8 fad=m, SO & o gl e

P T 81 T ST TR § ‘3=

S’ 1 fea & Sgd 12 gl 9% W B

21

1. TSI : Teh 819 h Yol 1 GN0T o,
I 559 % U9 W gu, g &g &
ToRd X, 3T faem H gmor fn
ST, A IH & G e 2

2. iducwmatgd : &4 Sl ®I G qAT
§ AR Ak TES S % I,
FUG T IAH 36 b T@H, TR BT
F THIRT FA T T o o1& A1 Sl
3 fagm & wEifd w =Eehl o
Yifreearga ol Feem 21

3. HFA : TH W F W 9 H PG
Fh, T T P TS % g guT R
ST, 3§ P 9ud Fed 2

4. gftroeoaTgd : @ % T 1 # F
feaf & wEs, fH S wE Fd g S
gd o ® gwur foRam Smm €, 39
qftresaTsa gl e g

5. rehafaT : A e gARefy § W@,
AT BT B TF & e W A
T AT S, @ 39 Fkafdr 9wl Fed
2l

6. R UUgfesent : =T g6 b 3T
W W BIgE wHuT fRA S ek
SRR FE IR N 3§
ST e T 31 R & e SER
YA FHTAT ST AUEfASH FES B

7. Tadwisfre : @ s §, W & e
T gU, Fiohl o st T S,
il a8 fadwisfoam gol 21
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8. TigrmE=r : w6 W #t v F 5 W
foeh R, TSN T5h o THM TR BH,
St R et ST, 97 feerer gl 2

9. URHUSH : IS ¥ Tfed W IR IR
GHUT AT I FFR ST JRAVS S
FHEST 2|

10.=I&AaT : Q1 W h ST B Fierd
Fh, A gl I e gu, T H an
R fovesT a6t g, S SR o S
Y [ Fed ¢

1. 7@l : 1 & F 9w wE a,
T | F 30 & TAN GHSER JA
fepem ST B, o 39 doafyi wed 21

12.w:@aaaﬁqﬁm@m
Y R T FW 3R WA TR a9 ¥
rSIfed Tk wHUT R SF @ a8
o gl @it 2

QO gt (Dadhich, 2020, p.108) :
Tf. & el o U g & WA

I 3G GEh H IRAT b e R 2

FAIRAT &1 37 AT AT FFR S| A

W&l % TR SR TH G AT, 8-

1. SeHa YURET : 999 &d gU a4 aig
# 3T oA HIRAT FESA 2 |

2. T : T T FFR S &l THIE
AR & 2|

3. HPA : FHH TFH ST B Pl
AR e 2|

4. IR : T % GEH TAA P TH TR
Fed 2

5. faodfia : ©h R SE SR it
T FaR Tt 3R ¥ fosan S ar 3%
ol e e €1
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6. 3ref : afg fopelt oft oTT eqrem =oamt &
31 e e 2
7. ek : fo® TF ST F 95 AR
Fed 2l
O i (Garg, 2018, p.55) :
<. TR AR W, | T [ HIh
faume # o8 w= &1 ot i Sue 9g
IS 81 IS 9 A gW = A ywd
Fed 2111 H9h AN 3 B & TR FHR
EIld
B

TR

3T B
IIAS Hi |

IO U 3PS BU BiSH A Al
GRET 1 FGT 15wt H AT ST 2, a6
IAS B BT FAT AC § TeIG ok gr H
foran S 21 dfed faarfed wers St ogw
o erevd @ frad @0 # em ol @
Ie3W WW B 2
Q 3 eRtex (Birju Maharaj, 2025,

p. 41-45) :

dfeq fore] WRRISST 9 U A
7% | 99 39 faw & eidia 5 ¥R
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1. it : S & TR T e W R
BT 2 (3MBieT e d AT el
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Sl 2
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N Goar ¢ 3K T &t 3 G 2,

IFET-lh
ISSN : 2349-137X

_@_
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3T 31X G ST 37T T ST 2
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4. TR : 9 YRR TS F9R U Hl
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T & 91y & 9 I 3 G S 2
FoT T g6 9% ) aE R F FW
T 7, 3 R TR QU e & e
e et 21
78 e, dfed MdiEwT St rBT-3TeT

el 3 fou agq G 41 T wArE

T ST I AHRLT S T 3 TR

3% Wiy fey & e 81 S 59 YR @ -

Wi ymd, fem wwl, st gw d,
Frege Wi, o Bl

0 wUE ¥ WA g Ot ganEt
o IO TY % FFIA & a€ g4 I Ul

T 8, H BIH ° A off 75T F M
yufEieRn AT e 21

o ST IS TI. YA AAV S 79
TH T § I Ped ¢, B il T
7 aftfa s gmd eradfnd, = gl
1 T&3 S ot o Jo H gren 214
(Narayan, Kalaha, 2023, p. 117)
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% I & AR W 3G & Tehd 7

39 Y § B Fgd 9R 9 9a @
T 3N 21 T T T JHRAT BT TG
T 9 F BIF TfT § I©d & g
BT5ifeh 3% W T8 FAT § T 2
3T & W | aftfa o= ymiEt &
FI% T H T Fh, T F g
# A @1 ghd € SR qfe 3 s
& THIA 8 % 0T, H2eh A e
% #9 F gay iR off goey &M

3T ¥ 39 viyqT § veien "qAter &

I T B2 & el Tema fha 1 S ot
% g9 8, s gwd 4ei @ faa=e e 2
T TN 1 SR Soh FAL A< o 219
AT IEM B, 3N HYSH H AT Hl 3N
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Bhawaiya Songs
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Abstract :

Songs are integral to human existence. At the same time, songs are also agents
through which cultural memories of communities get transmitted across generations.
While composed and sung, they embody landscapes, traditions, rituals, and the
emotions of the people of the communities. The Bhawaiya songs of North Bengal
(sung in Jalpaiguri, Alipurduar, and Koch Bihar) comprise songs of love and sorrow
as well as songs describing the landscape and documenting the transitions that
landscapes have been through in time. These songs not only embody essential cultural
markers but also how landscapes are affected by the advancement of technology and
the overall development of human civilization. Through songs, places are registered
into the cultural memory and transmitted across generations. The spatial stories are
weaved within the complex matrix of memories and songs in various ways by various
artists. Borrowing the concept of the ‘songlines’ from Bruce Chatwin's ethnographic
narrative, this paper will look into some of the Bhawaiya songs of this region to depict
the various ways in which they represent the cultural communities and their intimate
relation with the landscape that they belong to and the transitions that get documented
via these songs.

Keywords :
Cultural Memory, Folk Songs, Landscape, Transition, Ecology.

1. Introduction :

“Music’, said Arkady, ‘is amemory bank
for finding one’s way about the world”

composed and sung also engage with these
themes at large. Through these associations,

(Bruce Chatwin, Songlines)

In communities which are closely
associated with their landscapes and natu-
ral environments, the folk songs which are
EE-eh
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the songs depict the various ways of being
for the people of such communities and
how they develop and retain their ecologi-
cal consciousness over time. Alan Dundes
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portrayed folklore as a spectrum which
was not rigidly fixed in the past but trans-
formed and modified across new genera-
tions and newer technological advancements.
Bronner refers to Dundes’s focus on the
theory of folklore as the ‘mirror’, which
displays a particular culture’s wishes and
anxieties and also refers to how a particu-
lar culture thinks and conducts its living
(Bronner, 2007, pp. 53-54). According to
him, the theory of the mirror displaces the
idea of folklore as a ‘past’ phenomenon
and presents it as a contemporary evolu-
tion of modes of being of communities and
cultures. These factors are socially and
culturally affected. Each epoch creates and
disseminates different kinds of folklore
(songs, stories and narratives) which are
consequently impacted by the transitions
in the society. These folk songs are essen-
tially rooted in cultural memories of the
people and embody the wisdom, emotions
and experiences of the people of these
communities. Folk songs are not only
expressions of entertainment, but also
commentaries on social processes and
events and the impact they have on the
communities at large. Like folksongs of
all cultural communities, the Bhawaiya
folksongs are also replete with cultural
memories and the collective experiences
of the people of the North Bengal region.
While nature and ecological consciousness
are at the centre of their understanding of
being, they also provide a commentary on
how societies adapt to developmental
changes.

2. Singing of Places and Identities :

Songlines are “spatial stories that unfold-
as, indeed, a map might be unfolded by
spreading it out across the flat surface of
a table-through the process of their being
told” (Robarts, 2023, p. 3). The concept
IEE-AH
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of the songlines is derived from the indi-
genous modes of living and survival in
Australia, where it is believed that people
of the Indigenous communities have sung
about the places that they have traversed
and these songs have been retained in the
collective memories of the community as
maps of the world. This concept emerged
as a dominant mode of thinking about
Indigenous living and meaning-making.
Oral storytelling and folklore are essential
features of various Indigenous communi-
ties and groups. It is within the crevices
of folklore that the songs and spatial ima-
ginations emerge and create identities for
the people. These identities are not rigid
formulations but keep changing with how
the places change with time. This mobility
of narratives is at the core of understan-
ding Indigenous communities and their
modes of being.

The Rajbongshi community, an Indi-
genous community of the North Bengal
region (Jalpaiguri, Paschim Dinajpur,
Koch Bihar, Alipurduar and some parts of
Goalpara in Assam) can be described as a
community which had existed close to
nature. As a geographical region, North
Bengal comprises mountainous regions,
rivers and an abundance of wide-open
fields and dense forests. Bhawaiya song,
a folk song associated with the Rajbong-
shis represents the community as well as
the emotional spectrums of meaning
constituted by the people of the region.
Being an integral part of the oral tradition
of the community, these songs document
the socio-cultural lives of the people and
their modes of living across generations.
Ratan Biswas has considered the Bhawaiya
to be the song of the ‘soil and the people’
(Islam, 2022, p. 78). Associated with nostal-
gia, melancholy, the pain of separation
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between lovers (viraha) and exploration
of the close relationship of people with
nature, these songs encapsulate the entirety
of the experience of the Rajbongshis. The
term Bhawaiya has been derived from the
word ‘Bhab’ which refers to the emotional
aspects of love and belonging according
to some scholars. Many other scholars
believe that the word is derived from
‘Bhawa’ which refers to the pastures used
for cattle. The cattle herders of this region
used to sing these songs as they took their
cattle for grazing in the fields. The language
used by the Rajbongshi community is
known as Kamtapuri/Rajbongshi. Bhawaiya
songs are accompanied by a primary
musical instrument known as the dotara
and other instruments like the flute, dhol
(drum) and sarinda. However, the cattle
herders used only one instrument which
is the dotara as they sang these songs across
the vast fields of North Bengal. Bhawaiya
songs usually involve a breaking of the
voice or yodelling during high pitch
denoting the melancholy of the songs and
it forms an essential feature of these songs.

The Rajbongshi’s proximity to the
places he/she belongs to and the close
observation of the transitions that places
go through across developmental stages
(introduction of industry, urbanisation,
loss of habitat, advancement in technology)
is an interesting point to begin with. A
critical analysis of how the spaces trans-
form and the kind of nostalgia they induce
is done through some singers like Nazrul
Islam, Keramat Ali and Himadri Dewri.
The sense of belonging and identity is
closely linked to the geography of the
region and how people of the communities
perceive their homeland. The significance
of the topography fuses seamlessly with
the cultural memory of the community,

IFET-lh
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thus creating numerous ‘place’ narratives
through the songs.

Nazrul Islam, a Bhawaiya singer from
Koch Bihar sings :

Amra Kochbihari bhai (We are
the people from Koch Bihar,

shei maatire shaoa amra, We are
the sons of this soil

Bhawaiya gaan gaai And we sing
the Bhawaiya song,

Assam, Bangla, Jalpaiguri Assam,
Bengal and Jalpaiguri

Jemon shodor bhai, Amra porshi
dohai are brothers as much as
they are neighbours,

Shei maatire shaoa amra We are
the sons of this soil

Bhawaiya gaan gaai And we sing
the Bhawaiya song.

Ache re bhai Rajbari, Singhaduar
The Rajbari, Singhaduar and Sagar-
dighi

Sagardighi aro koto kichu bhai
Still remain, like monuments of
memory,

Nai re nai moisher bathan, But
the cowsheds are no more,

Ache khaali Bhawaiya gaan. Only
the Bhawaiya song is still there.)

The entire song depicts the geography
of the regions, the historical monuments,
the changes in the lifestyles of the people
over time and also the festivals and food
associated with the Rajbongshi community.
The song serves as a poignant articulation
of the connection between the region and
the people. There is a creation of identities
based on community, rather than political
boundaries imposed on people externally.
In the song, Islam lucidly explores this
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concept where Assam and regions of North
Bengal are brought within the purview of
the same community having similar
cultural memories and Bhawaiya songs;
they are denoted as ‘brothers’ for the same
reason. It is an extremely significant point
to understand in the context of cultural
memory creation by communities, which
are not bound by political borders. There
is a constant spilling of memories across
these borders. Cultural memory is not a
static form of memory and keeps expan-
ding its boundaries, always in a kind of
motion and exhibiting vitality. Therefore,
physical boundaries (which are static)
create a disjuncture in the cartography of
the region, but cannot wholly alter the
cultural memory as such. Erll considers
this as the ‘travelling memory’ which is in
constant and unceasing motion (Robarts,
2023). Another point which gets highligh-
ted in the song is that the locations appear
legibly throughout the song; the intimacy
of the connection between the community
and the historical monuments as well as
the topography is visible. The song, in a
way, acts as a memory cape which puts the
singer on the route of a “phenomenological
re-immersion in worlds that have become
indivisible from the map of the self whose
spatial stories they tell” (Robarts, 2023).
The song becomes a map, charting and
tracing regions through cultural memory.

The song also gives a glimpse into the
transition of lives in such regions (which
had been mostly rural at some point). The
Bhawaiya song was essentially a song of
the cow herders and the elephant herders
(moishals) of the region and the transfor-
mation of the landscape is bound to affect
the composition and the content of the
songs. It talks about the development of
this region as a result of which the cowsheds
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(bathan) have almost vanished but the
only carriers of memory are the Bhawaiya
songs. The song acts as a pathway to
understanding the people the region and
the dynamic nature of the world, regis-
tering the changes that occur continuously.
The song can be taken as a documentation
of the cultural and social conditions of the
region in its entirety. This documentation
is an essential feature of oral and cultural
memories and performative cultures and
helps transmit individual and community
memories across generations of Rajbongshi
people.

In another song sung and composed
by Keramat Ali, one of the popular
Bhawaiya singers (geedal) of the region,
he explores the various ways in which
Bhawaiya songs become representatives
of the North Bengal region in general. He
sings,

“Ujaan bhaati khanti maatir

praan jete jaang 1 sing the

Bhawaiya song

Mui shonai dorodi shei Bhawaiya

gaan Which lies within the ebbs

and flows of this soil

Haluar gaan, Shonarai gaan,
Padmapuran, Songs of Halua,
Shonarai and Padmapuran are all
here

Moishal gaan gay, chhariya
bathan Moishal sings these as he
leaves the cowshed behind.

In the excerpt from the song by Kera-
mat Ali, we come across the various kinds
of songs (Halua, Shonarai, Padmapuran)
sung by the Rajbongshis of the region
which become the representatives of the
cultural memory of the community. Shonarai
and Padmapuran are ritualistic songs sung
on various occasions in the North Bengal
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region. The significance of the entity of
the moishal (the cattle herders) is evident
in this song as well. As a cultural memory,
this entity still survives at the community
level for the people who have lived in this
region. This, in turn, connects the geography
and topography of the region with the
people and their modes of living, perfor-
mative modes through which they nego-
tiate with their traditions and their deep
immersion in the surroundings. In the
liminal space between living and perfor-
mance, the songs become innate modes
of articulation of memories acquired and
retrieved in time. The land is closely linked
with the song of the land.

Definitively, these songs help in the
creation of distinct identities for the people
of the region, as they are perceived and
want to be perceived by the world outside.
However, these are not calculated steps
to create identity, because the nature of
oral storytelling and singing is such that
they are uttered as articulations of memory
which already exist in the minds of the
people. In the political history of Bengal,
the region of North Bengal has its affini-
ties with the people of Assam, Bhutan and
neighbouring regions. The songs include
not only the sentiments of Rajbongshis but
also incorporate influences from various
regions surrounding the area, therefore
forming an extremely dynamic spectrum
through which we can understand their
cultural affinities. Identity creation, again,
lies in an extremely fluid interface between
the people and their traditions, changing
and metamorphosing as and when the
need arises. It must be kept in mind that

instead of national identity creation, these
songs emphasize local identities and the
meaning-making process observed in the
peripheries of a dominant national identity.

3. Conclusion :

Folksongs are generally pertinent
expressions of communities and their cul-
tural memories. When we look at folk-
songs as dynamic sources of community
knowledge and its transmission across
generations, it opens up a wide horizon
of meanings and interpretations. The concept
of songlines adds another layer to this very
understanding of folksong as a cultural
expression of memory. There is an inter-
subjectivity and vitality of interaction
between landscape, culture and modes of
being and living. As the songs in this paper
denote, the Bhawaiya folksongs serve a
similar purpose of registering cultural
memories and documenting them through
time periods. Like songs, the interpretation
of the songs keeps multiplying and diver-
ging into different physical regions of
meaning and sustenance. The territories
may change radically as music travels and
songlines traverse these paths of living,
being and singing.
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Abstract :

Indias cultural landscape is a mosaic of diverse indigenous traditions, each
contributing to the nation’s rich heritage. Among these, Odisha stands out, particularly
through its vibrant musical expressions that encapsulate the regions customs and
rituals. Indigenous music in Odisha is not merely an artistic endeavour; it serves as a
crucial vessel for preserving identity and communal bonds within its various ethnic
groups. This study will delve into the remarkable diversity of Odisha’s musical heritage,
examining its folk, tribal, and classical forms, which collectively narrate stories of
cultural significance. Music in Odisha transcends entertainment, embodying historical
and spiritual narratives that influence contemporary cultural practices. The
accompanying image of traditional performers beautifully illustrates this dynamic,
highlighting the integral role of music in shaping community identity and continuity
within Odisha s indigenous cultures. Among its numerous states, Odisha stands out
for its rich and varied musical expressions, which reflect the state s indigenous customs,
rituals, and religious beliefs. This paper explores the indigenous cultures of India,
focusing on the musical traditions of Odisha, including folk, tribal, and classical music
forms. Through an analysis of Odisha’s musical heritage, this study highlights the
integral role of music in preserving indigenous identities and promoting cultural
continuity.

Keywords :

Odisha Music, Indigenous Music of India, Folk Music, Tribal Music,
Cultural Diversity
Introduction :
India’s indigenous cultures, characteri- ~ serves as a testament to the region’s syncre-
zed by unique linguistic artistic and musical  tic history. The state’s folk, tribal, and

traditions, have flourished for centuries. classical music forms not only provide
Among them, Odisha’s musical heritage aesthetic pleasure butalso serve as mediums
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for storytelling, worship, and community
bonding. This paper aims to provide a
comprehensive understanding of the
indigenous music of Odisha, emphasizing
its cultural significance and continued
relevance. India showcases a rich tapestry
of indigenous cultures, each with unique
traditions, languages and artistic express-
ions that have evolved over millennia. This
cultural mosaic reflects the country’s diverse
geography, history and social structures,
with numerous indigenous communities
contributing to the nation’s vibrant heritage
(“Evolution and Assessment of South
Asian Folk Music: A Study of Social and
Religious Perspective,” 2020). India, recog-
nized as one of the world’s oldest living
civilizations, spans from the northern regions
of Kashmir to the southern tip of Kanya-
kumari, exhibiting a wide array of religious
practices that have evolved throughout
history (Mohanty, 2018). The country’s
cultural diversity is so pronounced that
languages can shift noticeably within rela-
tively short distances (Choudhary &
Mausom, 2016; Deshpande, 2006). The
intricate cultural fabric of India, with its
numerous national languages and even
more dialects, presents a complex and
multifaceted phenomenon (Deshpande,
2006). This diversity is not merely a
collection of differences but a dynamic
interplay of various cultural elements,
each influencing and enriching the others.
When exploring a singular cultural pheno-
menon within India, one encounters a
complex spectrum that is challenging to
fully encompass, revealing a rich and
intricate arena of performance arts, diverse
traditions and a blend of classical, ritu-
alistic, folk and modern expressions (Chou-
dhary & Mausom, 2016). Music, as an
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integral part of these cultures, embodies
the soul of indigenous communities, ser-
ving as a medium for storytelling, spiritual
connection, and social cohesion.

Indigenous Cultural Diversity in India:

India’s indigenous communities,
including Scheduled Tribes and other ethnic
groups, contribute significantly to the coun-
try’s cultural diversity. Their traditions, often
oral in nature, encompass music, dance and
storytelling, which serve as essential com-
ponents of their identity. Indigenous music
in India varies across regions, reflec-ting
local histories, environmental influen-ces
and socio-religious practices. Under-stan-
ding indigenous cultures in India necessi-
tates a recognition of their unique identities
shaped by historical, social and environ-
mental factors. Approximately 100 million
individuals from over 600 distinct groups
in India define indigenous cultures, each
with their own languages, customs and
rituals (Alles et al., 2015). These cultures
are characterized by their oral traditions,
where storytelling, music and dance play
a pivotal role in cultural transmission and
community bonding. Music, in particular,
embodies the soul of these indigenous
identities, reflecting their relationships with
the environment and spirituality, as eviden-
ced in Odisha’s diverse musical traditions.
The complex interplay of local customs
and external influences further highlights
the adaptive nature of these cultures, as
communities navigate globali-zation while
attempting to preserve their heritage. The
richness of Odisha’s artistic expressions
serves as a testament to the enduring vita-
lity of indigenous cultures in India, signi-
fying the importance of safeguar-ding these
traditions for future generations.
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Importance of Music in Cultural
Identity :

Music serves as a profound reflection
of cultural identity, particularly in Odisha,
where various musical traditions encapsu-
late the regions history, beliefs, and social
expressions. Indigenous musical forms,
such as the vibrant folk genres of Dalkhai
and Karma, function not only as entertain-
ment but also as vital conduits of cultural
heritage and community cohesion. As
articulated in the statement, the folk music
of Odisha, with its diverse forms such as
Dalkhai, Karma, and Sambalpuri, serves
as a powerful medium for cultural express-
ion and identity formation “The folk music
of Odisha, with its diverse forms such as
Dalkhai, Karmé, and Sambalpuri, serves
as a powerful medium for cultural expre-
ssion and identity formation. These musical
traditions not only preserve the region’s
heritage but also act as a unifying force,
connecting generations and communities
through shared rhythms and melodies.”
(Subas Pani). This encapsulation of cultural
narratives is evident in the state’s classical
Odissi dance, which embodies both histo-
rical significance and aesthetic value. By
transmitting local stories, spirituality and
traditions through music, Odia communities
maintain a living archive of cultural iden-
tity that adapts to contemporary contexts,
reinforcing a sense of belonging amidst
globalization.

Distribution of Musical Forms in Odisha

Dalkhai W Odissi

i

Karma Sambalpuri
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This pie chart represents the distribution of
various musical forms in Odisha that contribute
to cultural identity. Each form-Dalkhai, Karma,

Sambalpuri, and Odissi-plays an equal role in
reflecting the region s history, beliefs, and
social expressions.

Music of Odisha : A Cultural Mosaic :

Odisha’s music represents a confluence
of classical, folk, and tribal elements, each
integral to the state’s cultural identity. As
amicrocosm of India’s indigenous heritage,
Odisha’s rich musical and dance traditions
encapsulate spiritual and communal narra-
tives. Classical Odissi music, deeply inter-
twined with temple rituals, reinforces reli-
gious significance, while folk genres like
Dalkhai and Pala serve as mediums for story-
telling and communal bonding. These tradi-
tions, visually celebrated in performances
and artistic expressions, highlight Odisha’s
role as arepository of indigenous knowledge
and artistic continuity.

Historically, indigenous communities in
India have preserved their unique identities
through music, despite socio-political margi-
nalization. Odisha’s musical heritage reflects
its people’s rituals, values, and indigenous
knowledge systems, fostering communal
bonds amidst modernization. Additionally,
the craftsmanship of traditional textile
weaving further underscores the cultural
significance of these practices in preser-
ving historical narratives. As globalization
advances, documenting and safeguarding
these cultural expressions is essential to
ensuring the enduring legacy of indige-
nous voices within India’s diverse cultural
landscape (Volpato AN et al., 2023).

Ancient Civilizations and Their Influ-
ence :

The intricate of Odisha’s cultural heri-
tage illustrates the profound influence of
ancient civilizations, particularly through
its musical traditions, which have evolved
while retaining their indigenous essence.
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Central to this cultural evolution is the inter-
play between various music forms, including
folk, classical and tribal, each representing
a unique historical narrative and social
function. For instance, the music of Odisha
often narrates local legends and agricul-
tural themes, vital for communal identity
and cohesion, thus highlighting the impact
of agrarian societies on cultural practices.
Furthermore, visual representations of
Odisha’s music and dance, such as the vib-
rant performance depicted in, underscore
the integration of artistic expression in
ritualistic contexts, linking contemporary
practices with ancient traditions. By preser-
ving these forms, Odisha not only honour
its past but also adapts to modern sociocul-
tural dynamics, ensuring that ancestral
influences remain relevant in today’s diverse
cultural landscape.

Colonial Impact on Indigenous Tradi-
tions :

The colonial era in India exerted pro-
found influence on indigenous traditions,
compelling significant transformations

within the rich cultural fabric of communi-
ties, particularly in Odisha. As British
colonialists sought to impose their own
societal frameworks, traditional practices,
rituals and artistic expressions faced syste-
matic disruption. This impact is distinctly
visible in the musical traditions of Odisha,
where folk and classical forms, once
thriving and rooted in local customs, began
to reflect the imprints of colonial aesthetics
and external validation (Banisudha B,
2025). Notably, colonial documentation
often marginalized indigenous forms,
relegating them to the periphery of cultural
significance (Das et al., 2023). The impli-
cations of this marginalization are twofold,
not only did it challenge the authenticity
of indigenous musical expressions, but it
also altered community engagement with
their heritage, fostering a disconnect from
traditional practices. The ongoing struggle
to re-establish these traditions is vital for
preserving the diverse cultural identity of
Odisha, as depicted in, a representation
of cultural continuity amidst disruptions.

Year | Polic Impact Cultural {{ledslgf)?l(s):s
y mp Loss p
1857 | Indian Rebellion Supp ression of High Armed resistance
indigenous rulers
. Regulation of
1876 | Indian Act indigenous status Severe Legal challenges
1885 Indian National Political organization | Moderate | Peaceful protest
Congress formed
Partition of Division of Bengali- . .
1905 Bengal speaking population High Swadeshi movement
1919 | Rowlatt Act Cuna.ﬂment of civil Severe Non-cooperation
liberties movement
Colonial Impact on Indigenous Traditions in India
FTBS-ATh Ti-11,37-21, 2025 (SHHI-3)
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Post-Independence Cultural Revitaliza-
tion :

Post-Independence cultural revitaliza-
tion in India, particularly in Odisha,
reflects a concerted effort to preserve and
celebrate indigenous musical traditions
amidst modernization and globalization.
This movement has emerged as a response
to the increasing dominance of mainstream
cultural forms, which often marginalize
local practices. The rich tapestry of Odisha’s
music-comprising classical forms like
Odissi, alongside vibrant folk and tribal
genres-serves as an essential avenue for
expressing identity and heritage. Notably,
the adoption of contemporary platforms
for traditional performances has rejuvenated
interest in these art forms, fostering a
renaissance of cultural pride. Such revitali-
zation highlights the adaptability of indige-
nous cultures, enabling them to negotiate
their place within a rapidly changing global
landscape . This dynamic interplay not
only enriches the cultural fabric of Odisha
but also emphasizes the crucial role of music
as a medium for community bonding and
continuity (Moschovi et al., 2024).

Distribution of Musical Forms in Odisha Post-Independence

7 .
7w
; .
L Tl Classical Talk M sl Mus
Musical Farms

This bar chart represents the distribution of
different musical forms in Odisha post-
independence, highlighting the emphasis on
preserving classical, folk, and tribal music as
part of cultural revitalization. Odissi classical
music is given a slightly higher emphasis
compared to folk and tribal music, reflecting

its role in expressing identity and heritage.

IFET-lh
ISSN : 2349-137X

_@_

The Role of Music in Indigenous
Cultures :

Music plays a central role in shaping
the identities and preserving the cultural
heritage of indigenous communities in
India, particularly in Odisha. It functions
as both a medium of communication and
a vessel for transmitting historical narra-
tives, spiritual beliefs and communal values.
As articulated in the observation that music
in indigenous cultures serves as a vital
medium for preserving and transmitting
cultural knowledge “Music in indigenous
cultures serves as a vital medium for preser-
ving and transmitting cultural knowledge,
spiritual beliefs, and historical narratives.
Itacts as a living archive, connecting genera-
tions and reinforcing community identity
through shared musical experiences.”
(Subhendra Mohapatra), the musical
practices within Odisha, such as Gotipua
and Chhau dances, provide a vivid repre-
sentation of the region’s rich artistic tradi-
tions and social cohesion. These forms of
expression encapsulate the interlinkage
between sound, movement, and identity,
reflecting broader cultural themes while
fostering community bonds amid globali-
zation. Moreover, the preservation of these
musical heritages is essential not only for
cultural continuity but also for the empo-
werment of tribal identities amidst chang-
ing socio-political landscapes. An illust-
rative example of deeply-rooted cultural
expression can be seen in, which captures
the essence of community performances
integral to Odisha’s identity.

Music as a Medium of Storytelling and
Oral Tradition :

In Odisha, music functions as a com-
pelling medium for storytelling, intricately
woven into the fabric of oral tradition. This
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is vividly illustrated through the Dalkhai
songs prevalent in Western Odisha, which
not only serve as entertainment but also
communicate social norms, historical
narratives, and spiritual wisdom. Such
performances exemplify the assertion that
the oral tradition of storytelling in Odisha,
particularly through music, serves as a
vital medium for preserving and transmi-
tting cultural knowledge “The oral tradi-
tion of storytelling in Odisha, particularly
through music, serves as a vital medium
for preserving and transmitting cultural
knowledge. The Dalkhai songs of Western
Odisha, for instance, not only entertain but
also convey social norms, historical events,
and spiritual beliefs, demonstrating how
music acts as a repository of collective
memory and identity.” (Chitrasen Pasayat).
Furthermore, the practice of Pala, a tradi-
tional musical storytelling format, employs
a blend of song and dramatic recitation to
animate epic tales, ensuring the continuity
of Odisha’s rich cultural heritage. By inter-
twining narrative and melody, these musical
forms forge a communal identity, transform
individual experiences into shared memories
and ultimately reinforce the intergenerational
transmission of indigenous knowledge, as
reflected in vibrant community perfor-
mances.

Spiritual and Ritualistic Significance of
Music :

Music in Odisha serves as a profound
vehicle for spiritual and ritualistic express-
ion, intertwining the sacred and the com-
munal within indigenous cultures. This
musical heritage reflects the regions deep-
rooted traditions, where performance
often accompanies significant life events
and religious ceremonies. For instance,
Odissi music, characterized by its rich
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ragas and talas, typically features devo-
tional compositions dedicated to deities
such as Lord Jagannath, embodying both
reverence and a sense of identity among.
Similarly, folk traditions, such as Karma
songs, resonate with community rituals
tied to agricultural cycles, emphasizing the
agricultural and ecological ties of the
people (Pandian et al., 2020). The rituali-
stic use of music facilitates spiritual
connectivity and reinforces communal
bonds, acting as a form of resistance
against homogenization in the modern
cultural landscape. Such an understanding
of musics role is visually represented in
the dynamic performance art captured in,
showcasing the intricate relationship
between music, ritual, and identity in
Odisha.

Music as a Tool for Social Cohesion and
Identity :

In Odisha, music serves as a potent
medium for fostering social cohesion and
reinforcing cultural identity among its
diverse indigenous communities. The int-
ricate tapestry of classical, folk, and tribal
music forms not only encapsulates histo-
rical narratives but also acts as a unifying
force during communal gatherings, rituals,
and festivals. Moreover, music provides
a platform for marginalized voices, parti-
cularly among women, who utilize it to
challenge socio-cultural barriers and assert
their identities (Manna et al., 2024). This
dual role of music-as both a preservation
tool and a catalyst for social empowerment
- illuminates its significance within the
broader discourse of indigenous cultures,
emphasizing the need for continued sup-
port and documentation of these artistic
expressions in Odisha (Chaudhuri R et al.,
2024).
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Distribution of Musical Forms in Odisha

Tribal Music

Classical
Music

Folk Music

This pie chart illustrates the distribution of music
forms in Odisha, emphasizing the role of folk
and tribal music in fostering social cohesion and
cultural identity among indigenous communities.
Folk and tribal music each account for 40% of
the musical landscape, highlighting their signi-
ficance in communal gatherings and cultural

preservation.

The intricate musical tapestry of
Odisha embodies a rich cultural mosaic,
where folk, classical and tribal traditions
intersect to create a vibrant soundscape.
From the devotional compositions perfor-
med in the grand Jagannath Temple to the
exuberant rhythms of tribal festivals, Odi-
sha’s music serves as a vessel for spiritual
expression and communal identity. Signi-
ficantly, classical forms like Odissi music,
deeply rooted in the region’s ancient spiri-
tual practices, exemplify the synthesis of
aesthetic sensibilities and socio-political
narratives, as noted in the theorization of
Guru Debaprasad Dass artistic vision (Kar
etal.,2014). Additionally, Odisha’s diverse
tribal communities contribute their distinc-
tive sounds and lyrical themes, reflecting
their unique lifestyles and spiritual beliefs.
As “Odisha’s musical heritage is a vibrant
tapestry woven from diverse threads of
folk, classical, and devotional traditions.
From the soul-stirring chants of the Jagannath
Temple to the rhythmic beats of the pakha-
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waj in Odissi dance, the state’s music
reflects its rich cultural mosaic, embodying
centuries of artistic evolution and spiritual
devotion.” (Dinanath Pathy) articulates,
this musical heritage encapsulates centuries
of artistic evolution and devotion, revea-
ling the complexities of Odisha’s cultural
identity. Such artistic expressions high-
light Odisha’s importance in preserving
indigenous cultures and sustaining their
cultural legacies.

Traditional Music Forms of Odisha :

Odisha’s traditional music forms exhi-
bit a rich tapestry of cultural expressions,
integrating classical, folk and tribal elements
that are essential to the states indigenous
identity. At the core of Odisha’s musical
heritage is Odissi music, characterized by
its unique ragas and talas, which permeate
various performance art forms such as the
Prahallada Nataka, where the songs frequ-
ently employ padi, a characteristic feature
of Odissi music “The acoustic instruments
used in the folk music of Western Odisha
hold cultural significance due to their rarity
and unique contribution to the region’s
musical heritage. These instruments play
a central role in preserving and presenting
the distinctive folk styles of the area.”
(Wikipedia Contributors). Folk music
represents the daily lives and rituals of the
people, with genres like Karma and Dalkhai-
encapsulating the agricultural cycles and
communal gatherings). Similarly, the
percussive tribal music-often featuring
instruments unique to the region-under-
scores the spiritual connectivity of more
than sixty tribal communities living in
QOdisha. As noted, the acoustic instruments
used in the folk music of Western Odisha
hold cultural significance due to their
rarity “The acoustic instruments used in
the folk music of Western Odisha hold
cultural significance due to their rarity and
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unique contribution to the region’s musical
heritage. These instruments play a central
role in preserving and presenting the dis-
tinctive folk styles ofthe area.”. The vibrant

performance art illustrated in reinforces
this discussion by showcasing the traditio-
nal music’s communal importance and
cultural richness.

Instrument Type Description Usage
Dhol Percussion Double-headed drum made | Accompaniment for folk
from tree trunk songs and dances
. . Double-reed mstrument with | Auspicious occasions and
Muhuri Wind wooden flared bell temple rituals
. Terracotta drum hung at chest | Ghumra dance and warrior
Ghumra Percussion ..
level traditions
. Single-stringed instrument | Folk songs performed by
Kendera String played with a bow wandering minstrels
Mardala Percussion | Two-headed barrel drum Odissi musie and dance
accompaniment

Traditional Musical Instruments of Odisha

Instruments Unique to Odisha’s Musical
Heritage :

Odisha’s musical heritage is distingui-
shed by a variety of traditional instruments
that hold both cultural and functional
significance, contributing to the regions
rich musical tapestry. Instruments such as
the mardala, a two-sided drum composed
of clay and animal skin, play an integral
role in both classical and folk music, pro-
viding rhythmic foundations that enhance
performances of Odissi dance. The use of
the bansuri, a bamboo flute, allows for

melodic expressions that evoke emotional
depths unique to Odisha’s cultural narra-
tives. Notably, these instruments align
with the broader themes of indigenous
identity and community practices as
articulated in the discourse on preserva-
tion of traditional knowledge. The accom-
panying visual representation of musicians
performing with these instruments serves
to underscore their significance and ongo-
ing relevance in contemporary cultural
practices. Thus, instruments of Odisha not
only enrich its music but also embody the
enduring legacy of its indigenous heritage.

Instrument Type Material Region Usage
Dhol Percussion Wf)Od apd Western Odisha Fo.]k- music and .
animal hide religious ceremonies
Mahuri | Wind Wood Coastal Odisha | cmPle rituaks and
processions
FTBS-ATh Ti-11,37-21, 2025 (SHHI-3)
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Ghumura Percussion Clgy p Ot. and Kalahandi Gh a danc-e and
animal hide tribal ceremonies
. Wood and . Folk songs and
Kendera String single string Western Odisha storytelling
Mardala Percussion WQOd apd Coastal Odisha Odissi ¢ and.
animal hide dance accompaniment

Traditional Musical Instruments of Odisha

Contemporary Influences on Odisha’s
Music :

In contemporary Odisha, the music
scene is significantly influenced by globa-
lization and technological advancements,
shaping both traditional and modern
expressions of indigenous culture. Artists
increasingly embrace digital platforms not
only to preserve but also to innovate within
the genre, reaching broader audiences and
enabling cross-cultural exchanges. The
fusion of traditional styles, such as Odissi
music, with contemporary genres demonst-
rates a dynamic adaptation that keeps
indigenous music relevant in modem society.
Collaborative performances and music
festivals have emerged, showcasing diverse
cultural expressions and reinforcing social
connections among various communities.
Furthermore, the increasing popularity of
Odisha’s music in national and interna-
tional realms emphasizes the importance
of protecting and promoting these musical
traditions in light of cultural homogeni-
zation (Volpato AN et al., 2023). As
contemporary influences intertwine with
indigenous roots, Odisha’s music scene
exemplifies a vibrant confluence of heritage
and modernity, continually contributing to
the rich tapestry of Indias cultural diversity
(Montoneri B et al., 2023).
IEE-AH
ISSN : 2349-137X

_@_

Conclusion :

In conclusion, Odisha’s rich musical
heritage embodies a diverse tapestry of
indigenous cultural expressions integral to
the state’s identity. Music not only serves
as an artistic medium but also plays a
crucial role in preserving social traditions
and community cohesion (Manna et al.,
2024). The interplay between classical,
folk and tribal forms reflects historical nar-
ratives and cultural practices, while ongoing
challenges-such as the empowerment of
tribal communities and the recognition of
their cultural significance-necessitate active
preservation efforts. The acoustic instru-
ments of Western Odisha, for instance,
hold cultural significance due to their
rarity and contribution to the region’s folk
traditions (Chitta Ranjan Satpathy). Indi-
genous music also strengthens collective
identity among tribal populations, reinfor-
cing their cultural presence in the face of
globalization (Nandini B et al., 2023).
Aligning with global heritage preservation
efforts, such as the UN Declaration on the
Rights of Indigenous Peoples (Ali et al.,
2023), safeguarding these traditions is
imperative.Future research should adopt
innovative, community-centered approaches
to documentation, with a focus on festivals
like Burlang Yatra, which integrates Indi-
genous agricultural knowledge with cultural
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traditions (Saxena et al., 2020). Addi-
tionally, gender perspectives, particularly
the roles of Indigenous women in cultural
preservation, warrant further exploration
(Dasetal., 2023). Policy frameworks must
also align with grassroots efforts to ensure
sustainable adaptation in the face of modern
challenges (Chaudhuri R et al., 2024).
Thus, Odisha’s musical heritage stands as
atestament to cultural resilience, deserving
of greater scholarly attention and sustained
preservation efforts.
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Abstract :

This research examines the profound influence of Indian folk music traditions on
the evolution of Bollywood film music and contemporary Indian popular music. The
study traces how regional folk elements, including musical instruments, melodic
patterns, rhythmic structures, and lyrical themes, have been incorporated into
mainstream Indian cinema and modern music production. Through analysis of
significant musical works from the 1950s to the present day, this paper demonstrates
how folk music has served as both a source of artistic inspiration and a tool for cultural
preservation. The research highlights key composers and musicians who have
successfully bridged traditional folk and contemporary commercial music, creating
unique hybrid styles that resonate with modern audiences while maintaining cultural
authenticity. The study also explores how technological advancements and globalization
have affected contemporary productions’interpretation and integration of folk elements.
This analysis contributes to our understanding of the dynamic relationship between
traditional and popular music in India while highlighting the film industrys role in
preserving and transforming folk musical heritage.

Keywords :

Bollywood music, Cultural fusion, Indian folk music, Musical evolution,
Traditional instruments.

The rich tapestry of Indian music has
been woven with threads of diverse cultural
influences over centuries. Among these,
folk music holds a special place as the
heartbeat of India’s cultural heritage. This
research delves into the profound impact
that folk music traditions have had on the
development of Bollywood film music and
contemporary Indian popular music.
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Indian folk music, with its roots deeply
embedded in regional cultures, has been
a wellspring of inspiration for musicians
and composers across generations. “As
India’s film industry, colloquially known
as Bollywood, emerged as a dominant force
in popular culture, it became a crucial me-
dium for disseminating and transforming
folk music elements” (Booth, 2008, p.12).
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This symbiotic relationship between folk
traditions and commercial cinema has
preserved ancient musical forms and led
to the creation of new, hybrid styles that
resonate with modern audiences.

Indian folk music is as diverse as the
country itself, with each region boasting
its unique traditions, instruments and styles.
These musical forms have evolved over
centuries, shaped by geographical, cultural
and social factors. According to Jairazbhoy
(1995), “The origins of Indian folk music
can be traced back to ancient tribal and rural
communities, where music played a vital
role in daily life, rituals, and celebrations”
(p.27).

The diversity of Indian folk music is
evident in the multitude of regional styles.
For instance, the Bauls of Bengal are known
for their mystical songs, while the Rajas-
thani folk music is characterized by its
vibrant rhythms and colorful presentations.
The Bhangra of Punjab, with its energetic
beats, contrasts with the melodious Ghazals
of Uttar Pradesh. This rich tapestry of musi-
cal traditions has provided an inexhaus-
tible source of inspiration for modern
composers and musicians.

Folk music in India is not merely a
form of entertainment; it is deeply inter-
twined with the social and cultural fabric
of communities. As noted by Manuel
(1988), “folk songs often serve as oral
histories, preserving legends, myths, and
social commentaries. They play a crucial
role in rituals, festivals, and life-cycle
events, reinforcing cultural identity and
social bonds” (p.34).

Moreover, folk music has been a me-
dium for social expression and resistance.
Many folk songs address themes of social
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justice, equality and political dissent.
“This aspect of folk music has been parti-
cularly influential in shaping the socially
conscious themes often found in Bollywood
music” (Morcom, 2007, p.39).

The rich variety of traditional instru-
ments is a defining feature of Indian folk
music. These instruments, often unique to
specific regions, have played a significant
role in shaping the sound of Indian music.
Some notable examples include :

1. Dholak : A double-headed drum
popular in North Indian folk music

2. Ektara: Asingle-stringed instrument
used in Bengali folk music

3. Shehnai : A wind instrument promi-
nent in North Indian music

4. Sarangi : A bowed string instrument
used in various folk traditions

The playing techniques associated
with these instruments have also influ-
enced modern music production. For ins-
tance, the thythmic patterns of the dholak
have been adapted for use in contemporary
percussion arrangements.

The transition of folk music into the
modern era began with the advent of recor-
ding technology in the early 20th century.
This allowed folk music to be preserved
and disseminated beyond its original regi-
onal boundaries. As noted by Booth (2008),
“the emergence of the Indian film industry
in the 1930s marked a significant turning
point, as it provided a new platform for folk
music to reach a wider audience” (p.43).

The post-independence era saw a
renewed interest in folk traditions as part
of nation-building efforts. This period also
witnessed the beginning of conscious efforts
to integrate folk elements into film music,
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setting the stage for the profound influence
that folk music would have on Bollywood
and contemporary Indian music in the
decades to come.

The 1950s and 1960s marked the
beginning of a conscious effort to incor-
porate folk elements into film music.
Composers like Naushad, S.D. Burman,
and Salil Chowdhury were pioneers in this
regard. They began to introduce folk
melodies, rhythms, and instruments into
their film compositions, creating a unique
blend of traditional and modern elements.

For instance, Naushad’s work in the
film “Mother India” (1957) showcased the
use of folk instruments like the shehnai
and dholak, seamlessly integrated with
orchestral arrangements. S.D. Burman,
known for his deep connection to Bengali
folk music, brought the flavors of Baul
music to national attention through films
like “Devdas” (1955) and “Guide” (1965).
(Booth, 2008, p.52).

The 1970s and 1980s are often
considered the golden era of folk-inspired
Bollywood music. This period saw a more
pronounced and deliberate incorporation
of folk elements, driven by composers
who were deeply rooted in folk traditions.

R.D. Burman, son of S.D. Burman, took
folk inspiration to new heights. His compo-
sitions often featured innovative use of
folk instruments and rhythms, blended
with Western orchestration and emerging
electronic sounds. Songs like “Mehbooba
Mehbooba” from “Sholay” (1975) exem-
plify this fusion, “combining Rajasthani
folk elements with modern orchestration”
(Booth, 2008, p.60).

Another significant figure of this era
was Bappi Lahiri, who popularized the use

IFET-lh
ISSN : 2349-137X

_@_

of folk-inspired disco beats. His song “I
Am A Disco Dancer” from the film “Disco
Dancer” (1982) is a prime example of how
folk rhythms could be adapted to contem-
porary dance music.

For instance, Punjabi folk music,
particularly Bhangra, began to have a
significant impact on Bollywood dance
numbers. “The Tamil and Telugu film
industries, with their strong Carnatic music
influences, also began to shape the melodic
structures of Hindi film songs” (Manuel,
1988, p. 68).

Gulzar, a renowned lyricist and film-
maker, was particularly adept at incorpora-
ting folk elements into his lyrics. Morcom
(2007) says that his work often featured
rustic imagery and colloquial expressions,
bringing an authentic folk flavor to film
songs. (p.72)

While the integration of folk elements
into Bollywood music was largely celebra-
ted, it also faced challenges and criticisms.
Some purists argued that the commercia-
lization of folk music through cinema led
to a dilution of authentic traditions. There
were concerns about the oversimplification
of complex folk forms to suit mass enter-
tainment.

Moreover, the representation of folk
cultures in cinema often relied on stereotypes,
which sometimes led to a skewed percep-
tion of regional traditions among the wider
audience. (Morcom, 2007, p. 75).

The incorporation of folk music into
Bollywood has significantly influenced
Indian popular culture, despite various
challenges. It facilitated the emergence of
a unified musical identity across India
while honoring the richness of regional
diversity. Songs in films that drew inspira-

F-11,3/F-21, 2025 (SHRI-I)
UGC CARE - Listed Journal



tion from folk traditions often achieved
greater popularity than their original folk
versions, thereby enhancing the appre-
ciation of these traditions among urban
populations. This blending of genres also
opened avenues for independent artists to
explore folk influences in non-film music,
laying the groundwork for the transforma-
tion of contemporary Indian music in sub-
sequent decades. The successful integration
of folk music into Bollywood and modern
Indian music has been largely attributed
to innovative composers, musicians, and
artists who recognized the value of merging
traditional sounds with contemporary styles.
This section will examine some of the
prominent individuals who have been
instrumental in this artistic fusion.

Sachin Dev Burman, widely recognized
as S.D. Burman, stands as a pioneering
figure in the integration of folk music into
the realm of mainstream Bollywood com-
positions. Originating from Tripura, Burman
possessed a profound connection to Ben-
gali folk traditions, especially the Baul
music characteristic of Bengal. His musical
works frequently incorporated folk melo-
dies and rhythms, which he adeptly trans-
formed into cinematic soundtracks.

Rahul Dev Burman, son of S.D.
Burman, took the fusion of folk and film
music to new heights. Known for his inno-
vative approach, R.D. Burman experimen-
ted with folk instruments, rhythms, and
melodies, often combining them with
Western instruments and emerging elect-
ronic sounds, e.g. “Mehbooba Mehbooba”
from “Sholay” (1975) - Fusion of Rajas-
thani folk with modern orchestration and
“Dum Maro Dum” from “Hare Rama Hare
Krishna” (1971) - Blending folk elements
with psychedelic rock.
EE-eh
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A.R. Rahman, who rose to prominence
in the 1990s, has been instrumental in
bringing South Indian folk elements into
mainstream Bollywood music. His work
is characterized by a unique blend of
Carnatic music, Sufi traditions and Wes-
tern classical arrangements, e.g. “Chaiyya
Chaiyya” from “Dil Se” (1998) - Incorpo-
rating Sufi elements with contemporary
beats

Vishal Bhardwaj, known for his work
as both a composer and filmmaker, has
consistently incorporated folk elements in
his music. His compositions often feature
authentic folk instruments and regional
melodies, bringing a rustic flavor to Bolly-
wood soundtracks. E.g. “Naina Thag
Lenge” from “Omkara” (2006) - Blending
Uttar Pradesh folk with contemporary
arrangements and “Darling” from
“7 Khoon Maaf” (2011) - Incorporating
Russian folk elements

Representing a newer generation of
composers, Amit Trivedi has gained
recognition for his innovative use of folk
elements in contemporary settings. His
work often features a mix of traditional
instruments and modern production
techniques. E.g. “Naina Da Kya Kasoor”
from “Andhadhun” (2018) - Fusion of folk
and jazz elements and “Iktara” from
“Wake Up Sid” (2009)-Blending folk with
indie-pop style.

Furthermore, their efforts have facili-
tated a connection between traditional and
contemporary music, rendering folk
elements more relatable and attractive to
younger, urban demographics. This has
been vital in maintaining the relevance and
progression of folk traditions amidst the
challenges posed by rapid modernization
and globalization.
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The incorporation of folk music into
Bollywood and contemporary Indian music
has been notably affected by advanceme-
nts in music production and distribution
technologies. This section will examine
how these technological developments
have influenced the preservation, transfor-
mation, and integration of folk elements
in modern Indian music.

The evolution of recording technolo-
gies has played a crucial role in the preser-
vation and adaptation of folk music :

1. Analog Recording : Early analog
recording techniques in the 1950s and
1960s allowed for the first high-
quality captures of folk music. This
technology enabled composers to
study and incorporate authentic folk
elements into film music.

2. Multi-track Recording The
introduction of multi-track recording
in the 1970s and 1980s allowed for
more complex arrangements, enabling
composers to layer traditional folk
instruments with modern orchestra-
tions (Farrell, 1997, p. 81).

3. Digital Recording : The shift to
digital recording in the 1990s and
beyond has made it possible to capture
and manipulate folk sounds with
unprecedented clarity and flexibility.
This has facilitated more intricate
fusions of folk and contemporary
elements.

The advent of synthesizers and samp-
lers has had a profound impact on the
integration of folk elements :

1. Emulation of Folk Instruments :
Synthesizers allowed composers to
emulate the sounds of traditional folk
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instruments, making these sounds
more accessible and easier to incorpo-
rate into modern productions.

2. Sampling Technology : With samplers,
authentic folk instrument sounds
could be recorded and then manipu-
lated or played in new contexts. This
technology has been particularly
influential in creating fusion styles
that blend traditional and electronic
elements.

3. Digital Workstations : Modem Digi-
tal Audio Workstations (DAWSs) have
made it possible for composers to
experiment with folk elements in ways
that were previously impossible,
allowing for intricate layering and
manipulation of sounds. (Booth,
2008, p. 88)

Technological advancements have
significantly altered the process of musical
composition and performance :

1. Virtual Instruments : The availabi-
lity of high-quality virtual instruments
has made it easier for composers to
incorporate folk sounds into their
work, even without access to traditio-
nal instrumentalists.

2. Pitch Correction and Modulation :
Technologies like Auto-Tune have
been used to create interesting effects
with folk-inspired vocal styles, some-
times leading to new hybrid vocal
techniques.

3. Live Performance Technologies :
Advanced sound systems and digital
interfaces have made it possible to
seamlessly blend live folk instruments
with electronic elements in concert
settings.
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While technology has opened up new
possibilities, it has also raised concerns:

1. Authenticity : There are ongoing
debates about whether technologically
mediated folk music can maintain the
authenticity and spirit of traditional
performances.

2. Oversimplification : Some critics
argue that the use of technology, espe-
cially synthesizers and samplers, can
lead to an oversimplification of complex
folk traditions.

3. SKkill Erosion : There are concerns
that the reliance on technology might
lead to a decline in traditional musical
skills and knowledge.

Looking ahead, several technological
trends are likely to further impact the
integration of folk music:

1. Virtual and Augmented Reality :
These technologies could offer new
ways to experience and interact with
folk music traditions.

2. Block chain and NFTs : These
technologies might provide new models
for preserving and monetizing folk
music, potentially benefiting traditional
artists and communities.

3. Al Composition : Advancements in
Al could lead to new forms of folk-
inspired music, created through
machine learning algorithms trained
on traditional music datasets.

The influence of folk music on Bolly-
wood and contemporary Indian music
continues to evolve, shaped by changing
cultural dynamics, global influences, and
technological advancements. This section
explores the current state of this fusion
and potential future directions.
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Social media and digital platforms
have become crucial in the promotion and
distribution of folk-inspired music :

1. YouTube and Instagram : These
platforms have become launch pads
for many folk and folk-fusion artists,
allowing them to reach global audi-
ences.

2. Music Streaming Services : Plat-
forms like Spotify and JioSaavn have
created dedicated playlists for folk
and folk-fusion music, increasing
their visibility.

3. Virtual Concerts : The COVID-19
pandemic accelerated the trend of
virtual concerts, providing new oppor-
tunities for folk artists to reach audi-
ences.

Bollywood’s approach to incorpo-
rating folk elements has evolved:

1. Authentic Representations : There’s
a growing trend towards more authen-
tic representations of folk traditions
in film music.

2. Collaboration with Folk Artists :
Bollywood composers are increasin-
gly collaborating directly with folk
artists, bringing raw, authentic sounds
to film soundtracks.

3. Focus on Regional Cinema : The
rise of regional cinema has led to more
diverse folk influences in Indian film
music.

The contemporary scene presents
both challenges and opportunities:

Challenges :

1. Balancing Authenticity and Comm-
ercial Appeal : There’s an ongoing
challenge to maintain the authenticity
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of folk traditions while creating com-
mercially viable music.

2. Copyright and Royalty Issues : The
use of traditional folk elements in
commercial music raises questions
about intellectual property rights and
fair compensation.

Opportunities :

1. Cultural Preservation : The continued
integration of folk elements in popular
music serves as a means of preserving
and evolving traditional art forms.

2. Global Recognition : Folk-inspired
Indian music has the potential to gain
wider global recognition and appre-
ciation.

Emerging technologies are opening
new avenues for folk-inspired music :

1. Al-assisted Composition : Al tools
are being developed to assist in crea-
ting folk-inspired compositions.

2. Virtual Reality Experiences : VR
technology is being explored to create
immersive folk music experiences.

3. Blockchain for Artist Rights :
Blockchain technology is being consi-
dered for protecting the rights of folk
artists and ensuring fair compensation.

Looking ahead, several trends are
likely to shape the future of folk-inspired
music in India :

1. Increased Cross-Cultural Collabo-
rations : We can expect more collabo-
rations between Indian folk artists and
international musicians.

2. Revival of Endangered Folk Tra-
ditions : There might be concerted
efforts to revive and popularize lesser-
known or endangered folk music
traditions.
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3. Integration with New Media : Folk-
inspired music may find new expre-
ssions in video games, virtual reality,
and other emerging media forms.

4. Sustainable and Ethical Practices :
There’s likely to be a greater focus
on sustainable and ethical practices in
the production and promotion of folk-
inspired music.

The influence of folk music on Bolly-
wood and contemporary Indian music
represents a dynamic and evolving pheno-
menon that has significantly shaped the
country’s musical landscape. This research
has traced the journey of this influence
from the early days of Indian cinema to
the present digital age, highlighting key
trends, figures, and technological impacts.

Several key findings emerge from this
study :

1. Historical Significance : Folk music
has been a constant source of inspira-
tion for Indian film music since the
inception of Bollywood. The integra-
tion of folk elements has not only
enriched film soundtracks but also
played a crucial role in preserving and
popularizing diverse regional musical
traditions.

2. Evolution of Fusion : The nature of
folk-Bollywood fusion has evolved
over the decades. From simple adapta-
tions in the 1950s and 1960s, it prog-
ressed to more complex and experimen-
tal fusions in later years, reflecting
changing societal tastes and technolo-
gical capabilities.

3. Key Contributors : Visionary com-
posers and musicians have played
pivotal roles in bridging traditional
folk and mainstream commercial music.
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Figures like S.D. Burman, R.D. Bur-
man, A.R. Rahman, and others have
created enduring legacies that continue
to influence contemporary artists.

4. Technological Impact : Advancements
in recording, production and distribu-
tion technologies have significantly
influenced how folk elements are
incorporated into modern music.
While technology has facilitated more
complex fusions and wider dissemi-
nation, it has also raised questions
about authenticity and preservation of
traditional skills.

5. Contemporary Trends : The current
music scene in India shows a diverse
range of folk influences, from indie
folk movements to electronic folk
fusions. There’s a growing trend towa-
rds more authentic representations of
folk traditions, coupled with innova-
tive cross-cultural collaborations.

6. Future Directions : The future of folk-
inspired music in India appears to be
heading towards more global collabo-
rations, increased use of emerging
technologies, and a greater focus on
preserving endangered folk traditions.

7. Challenges and Opportunities :
While the integration of folk elements
in popular music faces challenges in
terms of maintaining authenticity and
addressing issues of cultural approp-
riation, it also presents opportunities
for cultural preservation, artistic
innovation, and global recognition of
Indian musical heritage.

This research contributes to our
understanding of the complex relationship
between traditional and popular music in
India. It highlights how commercial enter-
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tainment industries, particularly Bolly-
wood, have served as both a preserver and
transformer of folk musical traditions. The
study also underscores the role of indivi-
dual artists and technological advancements
in shaping this ongoing cultural dialogue.

Looking ahead, several areas warrant
further research :

1. The impact of digital platforms and
social media on the revival and trans-
formation of folk music traditions.

2. Therole of music education in preser-
ving and promoting folk music know-
ledge among younger generations.

3. The potential of emerging technolo-
gies like Al and VR in creating new
forms of folk-inspired musical
experiences.

4. The economic implications of folk-
inspired music for traditional artists
and communities.

In conclusion, the influence of folk
music on Bollywood and contemporary
Indian music is a testament to the resili-
ence and adaptability of traditional art
forms in the face of modernization. As
India continues to navigate its path between
tradition and modernity, the evolving
relationship between folk and popular
music will undoubtedly play a crucial role
in shaping the country’s cultural identity
in the global context.
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Abstract :

The myth of the enchanted wood elf or the ‘yakshi’ deeply rooted in the cultural
and folklore traditions of Kerala, encompasses an intriguing duality — she becomes at
the same time an object of eternal desire as well as a source of dread. The ambivalent
perceptions of femininity in the cultural and societal ethos of Kerala finds its reflection
in the yakshi mythology where the feminine is represented as a beautiful embodiment
of seduction who lures men to doom, thereby juxtaposing beauty and monstrosity. The
inherent tensions in the mythology on the surface level encapsulates the duality of the
angelic and the demonic, while its deep implications lie in the regulatory practices of
curbing and containing female sexuality thereby reinforcing patriarchal norms whereby
women are categorically placed as objects of awe and peril. The deeper understanding
of the yakshi mythology contextualizing it in the patriarchal anxieties of the state
reveals yakshi as a symbol of its repressed desires, that of the pangs of the society
hovering around women's agency, thereby as a narrative strategy that maintains gender
hierarchies. This paper explores how the yakshi mythology operates as a cultural
construct that sustains the intricate collocations of fear, desire, and control within the
patriarchal framework of the state.

Key Words :
Folklore, Myth, Yakshi, Fear, Desire

Introduction :

Folklore as the etymology indicates,
holds a repository of collective cultural
memory and embodies the values, norms,
and ideologies of the society. Patriarchy
and its orchestrations have historically
shaped and contributed to the forms of
societal hierarchies, and the folklore of a
society vividly captures these sensibilities.
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Gender roles are reinforced and sustained
through myths, legends, tales, songs, and
rituals often marking the gender specific
attributions and articulations. While folk-
lore holds immense possibilities of preser-
ving and transmitting cultural values, at
the same time it also provides a critical
apparatus to understand the arbitrations of
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patriarchy and its maintenance of gender
hierarchies.

The folklore of the patriarchal societies
often tends to mirror the male dominated
power structures, where men are hailed
as protagonists, heroes, or embodiments
of the divine strength, rationale, and valor.
In contrast to this, women are seen to
occupy secondary roles which are defined
and marked by their relation to men — as
mothers, daughters, wives, or seductresses.
Often the mythologies of the folk hold
men as creators or protectors, while women
are portrayed as sources of temptation,
doom, and chaos.

Folklore also poses as a mouthpiece
for maintaining gendered behavioral
patterns. Fairy tales in the western folklore
such as that of Cinderella or Snow White
idealize female beauty, patience, and
submissiveness, rewarding these females
who in turn conform to these norms with
ideal prospects of marriage and thereby
eternal happiness, on the other hand, the
masculine becomes the embodiment of
bravery, intelligence and dominance. While
it holds that these narrative strategies main-
tain gender hierarchies, they also exert
greater significance in the socialization of
the individuals and the internalization of
these normative patterns as desirable
attributions.

Women in folklore are the embodi-
ment of symbolical constructs that represent
abstract concepts such as fertility, purity,
peril, or threat. In the lore of many a culture,
female deities or mythical constructs are
the quintessence of this inherent and main-
tained duality: they are revered as nurturers
at the same time despised as destructive
demonic forces. Kali in the Hindu mytho-
logy is an exemplar of this binary where
the goddess serves at the same time as a
IEE-AH
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protector and a slayer. Akin to these lores,
the yakshi in Kerala folklore is a rather
convoluted personification, often narrated
as the divine embodiment of beauty who
sets on to seduce men only to kill them,
hence maintaining within these lores and
mirroring the societal anxieties about the
untamed female sexuality.

These narrations accentuate the patri-
archal fears about women’s agency parti-
cularly their sexual autonomy. The femme
fatale trop of folklore that span across
cultural borders - the sirens in Greek
mythology or the vishkanyas (poison
maidens) of the Indian lore - are illustra-
tive of how the patriarchal systems const-
ruct the female desire as fatal or destabi-
lizing. When the dauntless woman become
objects of fear or lessons in morality, folklore
hence reinforces male dominance while
checking any dissent from the ascribed
gender roles.

Folktales are also contextualized so
as to counsel the society of the consequen-
ces of rebelling against the authority of
patriarchy. Tales of defiant daughters or
adulterous wives often end with their
penance either extracted through death,
exile or transformation. In the folktales
motifs of honor and shame find their
patterns of recurrence where women are
seen to be the gatekeepers of family dignity
and pride. The cautionary tales of ostraci-
zing women for transgressing the societal
boundaries serves to monitor female
behavior and thereby regulate patriarchal
control.

Albeit upholding patriarchal norms,
folklore also contains in itself space for
resistance and subversion. Folktales from
the stand point of women or that of other
marginalized sections of the society often
puts into unrest the dominant narratives,
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thereby putting forth alternative perspec-
tives of gender roles and norms.

Yakshi Myth of Kerala :

Yakshi can be discerned as an indicator
of the repressed desires of societal codes
where her seductive beauty and charm
evoke the unconscious and primordial
instincts of man. Often taking trees as her
niche, yakshi symbolizes fertility and the
life-giving force which again adheres to
the Jungian archetype of the anima,
representing the ideal feminine. Yakshi’s
role as a lover in ballads and legends confi-
gures her as a that feminine that quenches
unattainable desires, a perfect embodiment
of the tensions between societal regula-
tions and personal desires. Yakshi stories
can be viewed as products of Brahmin
dominated caste ridden pre-modern society
of Kerala.

Brahmins in Kerala are commonly
known as Nambudiris, where Nambudiris
and Bhattathiris are the subcastes within
Brahmins and their houses are known as
‘illam’ and ‘mana’. Brahmins hold a privi-
leged position in the Kerala society by
virtue of their caste, wealth, and position.
Also called as ‘bhoodevas’, or the lords
of land their lives were ritual bound and
were dictated by the notions of purity and
impurity. In pre-modern Kerala, society
was caste ridden and its boundaries were
clearly demarcated, there were restrictions
imposed on the lower caste communities
to walking in public places, entering Brah-
min households, temples, temple pathways
and so on. These restraints were synony-
mous with untouchability and unapproa-
chability. Marital practices and customs
among Nambudiris were significantly
different from the other caste groups in
that only the eldest son in the Nambudiri
household married ritualistically, known
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as “veli” in parlance, thereby becoming
the householder so that the wealth and pro-
perty remain within the family’s line of
inheritance. The other siblings of the blood
line entered into the custom of “samban-
dham” where they maintained conjugal
relationships with women in matrilineal
families. They followed a peculiar type of
law inheritance, food habits, clothing styles
different from other parts of India. They
followed the text Sankara Smriti which
provides a detailed chapter on the dharma
of Nambudiri Women and how to control
their sexuality. Among them women were
put under severe surveillance.

The life of Nambudiri women were
marked by multiple forms or restraints,
where their movements were curtailed,
restrictions were imposed on their choice
of dress and other adornments. Nambudiri
women stepped outside of their respective
homes with their bodies duly covered with
a shawl, an umbrella held up to their faces,
accompanied by female and male escorts.
Married women remain cladded in white
clothes. Their countenance must be made
visible only to their respective husbands
and immediate family members.

The Yakshi myth in Kerala should be
studied in this context. The Yakshi is totally
opposed to the nature of noble women of
Sankara Smriti. Kottarathil Sankunni com-
piled the Yakshi myth in his text Aithihya-
mala, the garland of legends. Yakshis were
appeared in sringarabhava before Nambu-
diris trying to seduce them and later
attacking them.

Yakshi tales and myths are most often
congruent with the Brahmins, where she
appears as an extremely beautiful woman
who attempts to seduce the Brahmin men.
Those Brahmin men who accepts her call
and sleep with her is invariably dead the
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following morning and to those who
disregards her, the yakshi appears as a
horrifying and demonic figure.

There are several popular Yakshi
stories in Kerala. One story is like this:
accompanied by a Nambudiri man, the
Bhattathiri of Kalady Mana set on for a
temple festival. Two beautiful women foll-
owed the men and were led to a bungalow
and soon these women turned themselves
to be the daunting wood elf or yakshi. While
the Namboothiri was unharmed as he
carried “Devimahathmyam” or the sacred
book of goddess with him, the Bhattathiri
was killed and consumed by the yakshi.
After a while, the Nambudiri found himself
atop a palm tree and then on embarked on
finding his companion Bhattathiri which
led him to discover the latter’s hair and
nails. Bhattathiri’s son who was murdered
by the yakshi grew up to become a renow-
ned mantrik, performed a ‘homam’ or
votive ritual invoking the yakshi and burnt
her thereby avenging the death of his
father.

The walls of a Temple in kerala hold
a picture of yakshi. It is believed that if
the young men approach the portrait and
invite the yakhsi for an encounter in the
night, she is probably to accept the invite
and approach them in their bed rooms.
Those men who leave the yakshi sexually
unsatiated would be put to death while the
others had larger prospects of maintaining
conjugal relationship with the yakshi. .
One such family who sustained conjugal
relationship with the yakshi is believed to
have insulted the latter who chose to app-
ear to the former in the guise of a human.
It is further believed that the yakshi cursed
them and leapt into the “yagagni’ or pyre.

In another parallel line of myth, the
yakshi along with a Nambudiri man is
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believed to have lived as a married couple
and that they parented a baby girl.
Following the narration, the yakshi is said
to have developed a distaste for the life
she led thereby leaving behind her daugh-
ter and home to the care of the Nambudiri.
Later the daughter was deified as the
family deity in the household.

The ‘yakshi’ or the wood elf in these
stories can alter between forms of a seduc-
tress, demonical woman, mother and
goddess.

Thus yakshi embodies both the
beautiful and the monstrous and is seen
across tales as having the potential to switch
between both these forms. In almost all
the yakshi tales she is described as the
irresistible female with long lustrous hair.
She opposes and violates the norms of
Brahmanical patriarchy. Brahmnical
patriarchy is a set of regulations that aimed
to control land, ritual and female sexuality.
The ideology of Brahmanical patriarchy
always considers women as someone with
uncontrolled sexuality. This is often ref-
lected in the Smriti texts slike Manusmriti.
As women were considered as gateways
to the caste system their lives were regula-
ted and restricted. Uncontrolled women
were a threat to patriarchy and caste sys-
tem. Yakshi represents the uncontrolled
feminine characters of women which
threatens the power relations.

Conclusion :

Patriarchal society in general consider
women as an object of both desire and
fear. Female sexuality is always conceptu-
alized on the basis of patriarchal masculine
frame work. Women are always the sub-
ject of male fantasies and feared beings.
Yakshi myth is cultural construct of patri-
archal society trying to regulate female
agency. Yakshi is seductive with superna-
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tural power. She is beautiful, alluring and
has long hair. Long hair is a symbol of
active sexuality. She is a woman who satis-
fies the repressed desires of men whose
lives were ritual-bound. At the same time,
she is an independent woman and should
be feared. In most of the stories Yakshi
lures men with her charm but the subse-
quent revelation of her supernatural and
deadly nature she becomes some to be
feared.

Patriarchy with its apparatuses often
thrives to lay restraint on female sexuality
and hence the mythology of yakshi aligns
with these where in female agency is
consistently checked and regulated. Femi-
nist theorists such as Simone de Beauvoir
and Judith Butler reinforced the need to
reread myths so as to understand the subju-
gation of women across cultures. Often
punished or passive in narratives, yakshi
myths often reflects the fear for a sovereign
woman who defies all normative practices.

Yakshi myths often serve as tales of
caution that warn men to be vary of the
dangers of yielding to female allure and
warn women of the threats of transgre-
ssing boundaries. Her being portrayed as
a vengeful spirit often collides with the
stories of betrayal or violence unleashed
against her, suggesting a patriarchal domi-
nation and violence aimed at maintaining
societal order.

Yakshi’s lineage to indigenous prac-
tices of tree worshipping also in a way
resists the hegemony of Brahminical texts,
which often relegates local mythologies.
The tree as her abode and niche, signifies
a subversion of patriarchal domestication

of women'’s roles within the confines of
marriage and family.

The yakshi and its surrounding my-
thology emerges as a potential articulation
of the complexities of femininity, that
which reflects societal anxieties of sexua-
lity, agency, and resistance. She hence
emerges as a persuasive embodiment of
femininity in the sphere of Kerala which
again reinforce the enduring capacity of
the myth for molding the cultural imagina-
tions of the landscape.
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Abstract :

This study explores the character representations in the Basanta Ras, a sacred
Manipuri dance drama that enacts the divine love play of Radha and Krishna. Through
an analysis of the song lyrics and performances, this research examines how the
Sutradhari’s multilingual narration (Sanskrit, Bangla, and Brajabuli) enhances the
emotional depth and devotional engagement of the audience. The portrayal of Krishna,
Radha, Gopis, and Chandrabali in the Basanta Ras reflects their symbolic and spiritual
significance. Krishna'’s depiction, adorned in divine attire with poetic descriptions of
his celestial beauty, highlights his role as the supreme deity and divine lover. Radha's
luminous presence and graceful movements emphasize her unique status as Krishna's
beloved, while the Gopis devotion underscores their yearning for spiritual unity.
Chandrabali introduces a dramatic tension that enriches the narrative. The study
argues that these lyrical and performative elements construct a deeply immersive and
transcendental experience, reinforcing the spiritual and cultural importance of the
Basanta Ras in Manipuri Vaishnavism.

Keywords :
Manipuri Ras Lila, Basanta Ras, Krishna, Radha, Gopi, Chandrabali

Introduction :

The 18th-century reign of Rajarshi
Bhagyachandra is considered a “Renai-
ssance” for Meitei Vaishnavism, marked
by a flourishing of Vaishnavite-themed
dance and music traditions in Manipur.
“Rajarshi Bhagyachandra’s by his own
initiative founded the three Ras forms of
Manipur-Maha Ras, Kunja Ras and Basanta
Ras, each embodying different aspects of
Krishna’s divine love play” (Danisana
IEE-AH
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161). These dances are performed are Shri
Govindaji temple and became integral to
Manipuri spiritual and cultural life. Later,
in the 20th century, two additional forms,
Nitya Ras and Diva Ras, emerged, further
enriching the Manipuri Ras tradition and
preserving its sacred legacy under subse-
quent monarchs. Rajarshi Bhagyachandra’s
influence laid a profound foundation for
Manipuri Vaishnavite culture, establishing
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a unique spiritual identity that continues
to resonate in the region.

“It is not easy to understand the Ras
dance of Sri Krishna until and unless the
hidden mystery construed in it, upon the
authority of the Shrimad Bhagawatam, the
authentic encyclopedia of the Hindu faith,
is not first understood” (Danisana 147).
Likewise, the narrative of a normal man
won’t be able to understand Basanta Rds
without an indepth analysis of its lyrics. One
distinctive feature of Basanta Ras is that
some verses from Gita Govinda by Jayadeva
are taken to make the song more meaningful
and vibrant. “The famous lyrical poet Sri
Jayadeva Mahakavi sings thus in celebra-
tion of this immortal episode.

Smaragala khandanang......... dehi
padapallava mudaram”
(Danisana 167)

“The season of Basanta in the month
of Cahitra/Baisakh (Sanskrit) correspon-
ding to March/April in English calendar
and Lamda/Sajiphu (in Manipuri calendar)
is the most vibrant of the six seasons prevai-
ling in India. It is called spring in English”
(Danisana 168). Basanta Ras being one
of the five Ras forms celebrates the divine
love of Radha and Krishna through the art
of dance, music and poetic lyrics. Set
against the vibrant backdrop of spring, or
“Basanta,” Basanta Ras transports audien-
ces into the enchanting world of Vrindavan,
where the characters of Radha, Krishna,
and the Gopis (cowherd maidens) come
alive through symbolic attire, rhythmic
movements, and emotionally charged
storytelling. The Sutradhari singer, sings
in Sanskrit, Bangla, and Brajabuli, bring-
ing the spiritual themes to life and connec-
ting the audience deeply with the divine.
IEE-AH
ISSN : 2349-137X

_@_

“Songs consist of music, language, and
cultural knowledge” (Ilari et al 203)

Objectives :

1. To examine the lyrical structure of
Basanta Ras.

2. To analyze the symbolic representa-
tion of Krishna.

3. To explore the character of Radha.

4. To explore the character of Gopis and
Chandrabali.

Methodology :

The methodology of this study on the
Basanta Ras dance tradition employs a
multi-faceted approach to capture the
intricate blend of spirituality, cultural
expression and natural symbolism inherent
in the performance. First, direct observa-
tion of live performances at the Shri
Govindaji Temple forms a foundational
aspect. Analysis of the thematic lyrics in
Sanskrit, Bangla and Brajabuli is a core
component, focusing on linguistic and
poetic aspects that convey emotional
depth and spiritual resonance.

The study also incorporates consulta-
tions with local scholars, performers, and
priests to gain contextual insights into the
religious significance and traditional
interpretations of the performance. Toge-
ther, these methods reveal the Basanta Ras
as a multi-layered cultural and devotional
art form integral to Manipuri Vaishnavism.

Appraisal of the Characters :

The lyrics of the song serve as a win-
dow to the storyline of Basanta Ras. The
Sutradhari, acting as the storyteller, sings
in three languages-Sanskrit, Bangla, and
Brajabuli. Through her emotionally charged
performance, she vividly brings to life the
divine play of Radha and Krishna in Vrin-
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davan. “Song lyrics have the power to
enhance emotions” (Gonzalez 422). The
repetition within the verses emphasizes
their importance, drawing the devotees
deeper into the narrative. Each verse, rich
with devotion and emotion, transforms the
audience’s experience, making them feel
as if they are witnessing the enchanting
love play of Radha and Krishna, thus crea-
ting a powerful and immersive spiritual
experience. The characters and themes are
exclusively derived from the lyrics.

Krishna :

In Basanta Ras, Krishna is vividly
portrayed, especially in the Shri Govindaji
Temple. The Sutradhari’s song likens his
complexion to a blue diamond or a stormy
cloud, symbolizing divinity and transcen-
dence. His irresistible charm and passionate
nature captivate devotees, embodying
divine love. Draped in exotic attire, he
wears a Vanamala (garland), a Chura
(peacock feather), and a golden Dhoti,
radiating celestial beauty. His enchanting
aura draws all who witness him, evoking
devotion and admiration. Krishna’s prese-
nce transforms the Ras Mandap, making
it a sacred space where love, spirituality,
and artistry merge in a mesmerizing, divine
spectacle.

Jaya jayananda nandana gopijana
ballabhe

Jayachittamohan dhaama
(Sharma 46)

Each element of Krishna’s attire carries
deep symbolism. The Vanamala, woven
from forest blossoms, reflects his bond
with nature and duty to protect all beings.
The peacock feather enhances his divine
beauty, while the golden Dhoti signifies
his supreme, royal essence. Praised in

IFET-lh
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song, Krishna embodies triumph, love,
and devotion.

Meghapunjanindirbana bidyudaaba basak
Twancha jami bhagyachandra
praananath madhaba.

(Sharma 48)

The description of Krishna’s dhoti
sparkling like lightning and pearls resem-
bling the line of a heron adds to the overall
imagery of his divine radiance and beauty.
It paints a picture of Krishna as a luminous
and enchanting figure. Krishna’s physical
attributes are also described in a captiva-
ting manner. His broad and solemn face
exudes a sense of strength and deep emo-
tion. His earrings adorn his happy face,
emphasising his joyous and playful nature.
The mention of gorgeous cheekbones and
a delightful sweetness on his face further
enhances the imagery of his divine beauty.

Radha :

In Basanta Ras, Radha holds a central
role, symbolizing divine love and grace.
She adorns herself in gold and green, her
kinkini bells resonating enchantingly.
Captivated by the rhythmic melody of
Krishna’s Noopur (Runu Jhunu), she finds
boundless joy. Her dance, fluid and exqui-
site, embodies devotion and elegance.
Among the Gopis, Radha shines as Krishna’s
most beloved, her radiance surpassing the
moon’s glow. She illuminates Vrindavan,
casting an ethereal brilliance. With Krishna,
she enhances the splendor of the Ras
Mandap, making it a celestial realm where
love and spirituality merge in a mesmeri-
zing symphony of movement and devotion.

Chandanabani nrityati mana
mohinidhani hai hai
Chandrabadani mriginatani
brindabaneshwari raita bhal
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Heri kata muruli anangga.
(Sharma 51)

The lord and the lady are also assu-
med to be two moons shining brightly.
Even the moon is afraid of their beauty.
Even the moon has no place to hide since
both of them shine brighter than the moon.
Gopi :

Gopis are depicted as deeply devoted
to Lord Krishna, with their hearts captivated
by the enchanting melodies of his flute.
This music on his flute is symbolic of
Krishna’s divine call that draws them away
from their homes and worldly attachments,
symbolising their yearning for a higher
spiritual connection. The Gopis are desc-
ribed as youthful and attractive women,
emphasising their physical beauty. How-
ever, their beauty is not just external; it also
reflects their inner purity and devotion.

The imagery of the Gopis parading
like a group of moons in a queue signifies
their radiant and pure presence. The
fragrance of the flowers and fruits along
their path symbolises the enchantment and
sweetness that surround them. Their com-
plexion radiates a silvery-white glow in
the moonlight, indicating their divine aura
and purity. They are portrayed as skilled
musicians who create melodies that
reverberate through the sky.

Sabahu jantra meli baaje kartali aare(2)
Brajaguwalini aare.

Kiba sei hasta pada juger kapani
(Sharma 50)

They fan the divine couple, drape
garlands around their necks, and offer
flower bouquets at their feet. These actions
symbolise their profound dedication,
submission and eagerness to serve the
divine couple in every possible way. Their
EE-eh
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devotion goes beyond the present, as they
aspire to remain devoted in their future
lives as well.

Aei pushpanjali aemana banja puri

Na shariba shee charane.
(Sharma 57)

Chandrabali :

Chandabali is a character present only
in Basanta Ras. She plays an important
role in making this play very dramatic. It
is her presence that adds up to an episode
called Radha maan, where Radha resented
seeing Chandrabali and Krishna dancing
together. He dances joyfully in an amorous
mood and surrounds Krishna.

dekho chandrabali sange banamali

Heri muruchhi ananga.
(Sharma 53)

Conclusion :

The Basanta Ras embodies devotion,
artistry, and cultural identity, reflecting the
essence of Manipuri Vaishnavism. Through
song, dance and lyrical narration, it trans-
cends theatricality to offer a spiritual
experience. The Sutradhari’s multilingual
narration enhances emotional depth, while
Krishna, Radha, the Gopis and Chandrabali
symbolize divine love and spiritual yearn-
ing. Krishna’s celestial presence, Radha’s
grace, and the Gopis devotion construct a
narrative of transcendence. Chandrabali
adds complexity, portraying love’s human
nuances. Interwoven with Gita Govinda
and Vaishnavite texts, Basanta Ras remains
a cultural treasure, a sacred ritual that
continues to inspire devotion and connect
generations to its divine legacy.
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Abstract :

Ojapali is a traditional folk music form of Assam, India, known for its vibrant and
energetic performances that combine music, dance, and storytelling. Some expert and
historian agree that ojapali originated in assam during the 9" to 10" centuries, but it
become an important cultural form only in the 14" century. Over time, classical raga,
dance, and music blended with local tradition to develop the ojapali performance
style. There are mainly two most popular form alive in Darrang district: Byas ojapali
and Suknani ojapali. Byas ojapali or Byah gowa ojapali is epic based ojapali music
while, Suknani ojapali is non epic based ojapali music. According to the ojapali singers
both the ojapali form are the most ancient tradition of the ojapali singing.

Keywords :
Ojapali, Folk, Byas, Suknani, Assam.

1.0 Introduction :

Assam’s epic singing culture incorpo-
rates both written and oral traditions.
Ojapali is a traditional Assamese epic sin-
ging performance. Ojapali is said to have
originated with Arjuna, the third Pandava
of the Mahabharata. He introduced the art
of Ojapali, also known as Gandharba
Vidya, from the Devatas.! The ojapali music
is presented by the lead singer known as
‘Oja’, accompanied by supporting singers
as ‘palis’, hence the term ‘Ojapali’ who
together create this unique musical tradition.
Palis also includes a prominent singer,
called as Dainapali.
IEE-AH
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In Darrang, there are two primary types
of Ojapali. While they share many similar
elements in the performance but there are
notable differences in some aspects, in
terms of religious ideals, musical features
and its thematic content.

During the period of Assamese litera-
ture, the Assamese poets contributed Assa-
mese poetry, whereas traditional singers
composed Byas Sangit, musical tune
reciting epics tales from the Mahabharata,
Ramayana, Bhagavat, Puranas in local
language thereby spreading them among
the people which gave rise to the ‘Byas
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sangit’ or ‘Byas ojapali’.? On the other
hand, Suknani ojapali is an oldest non-
epic ojapali form, based on folk myths.
The Suknani ojapali recites the song on
Hindu folk goddess of snakes Ma-manasa
from the Padma Puranas by Sukabi
Narayan Deva.

‘Ojapali’ has no specific grammer like
Indian classical music but these songs has
distinct qualities and characteristics which
have been prevalent since ancient to the
present day.

1.1 Byas sangit or Byahar ojapali
music :

‘Byas music’ or ‘Byahar ojapali’ is a
predominantly margi and classsical music
tradition. The Byaspara of darrang is the
origin of this semi dramatic margiya sangit
form. In Byaspara, the Parijati vyasini,
Sarbananda Vyas and others initially popu-
larized this margi or traditional form of
music. Later, with the patronage of king
Dharmanarayan, the pride of darrang’s
gained a significant prominence. There
was a tradition of performing Byas music
during the Durga rituals and Jagor rituals
organized by the darrang king, at that time
the performer presented Malchi geet
holding the mudra or Tauryantrik yantra,
a royal symbol (made of metal), king
Dharmanarayan granted authority to his
daughter parijati and sarbananda vyas to
perform the classical form of Byas music
with its purest form during the ojapali
performance.’

The saint of Byas music, inherited by
Sarbananda Byas, have maintained pure
tradition of Byas sangit, so on the basis of
the tradition prelevant in the darrang, the
byas ojapali music is further divided as :
IEE-AH
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® Pure or traditional Byas ojapali music.

® Faringatiya or non-traditional Byas
ojapali music.*

1.2 Performing structure of Byas ojapali
music :

The Byas sangit is also known as the
“’Panchanga Sangit”, this is because that
the performance of the Byas music is
based on the five elements (Panchanga
Prakaran).

For example :
1. Elements of Swar Sadhana (Note
practices) :

Swar sadhana is a musical process that
establishing the musical notes (Swaras).
The Swar sadhana is made with the letters
like - Ha, Ta, Na, Ri, Ritta etc.

Here :

Ha - indicates Ganapati,

Ta - represents Sada Siva,

Na - indicates Maha maya,

Ri - indicates Krishna and
Ritta - represents the Gandharvas.

The tune ascends from a lower to
higher notes. It is also called as the initial
practice of notes.

1. Five elements of customary sangit:
a) Guru vandana,
b) Patoni Geet
¢) Vishnupada,
d) Sangitalap And
e) Jhuna.

After singing Swar sadhana, singers
presents a song known as guru vandana,
which generally sung in Gunjari or Bhra-
mari Raga.’ In the patoni geet, the essence
of byas music is expressed through rhythm,
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tempo, movement dance and hand
gestures. There is a saying in the Darrangi
language-
“’Mukhe raag haste mudra
pawe dhore taal
mayur sadrish nase sehi ojah bhal’*

Meaning : The Oja who accompanies
the mayur dance by playing the nepur
maintaining the rhythm of the palis and
knows how to sing the correct raga has
been recognized as a skilled Ojah A skilld
practitioner of Byas ojapali music is recog-
nized through the above saying. A skilled
practitioner of Byas ojapali music is
recognized through the above saying.

In the Vishnupada, the group perfor-
ming Byas music presents a pure form of
rhythm or melody. The performance
evokes a specific raga and the accompa-
nying dances respond in harmony. The
main theme is known as the ‘’Vishnupada
Thawar or carana’.

For example, sloka :
“’Bola mukhe ram narayan
Hridoy chinta aruna charana”
or
Vinanda nagero re shyama rai ...
Taria kadamba tole muruli bojai ..
Govindai govindai govindai ee...
Hari moi pashilo sarana............ 7
2. Five elements of performance of
sangit :

The third sequence of Byas music is
“’Sangit alap”. The “’Sangit alap is also
known as the ’Chaban bana’’. Based on
the sequence and characteristics of the
song, the Sangitalap can be further divided
into five types.®
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Malita : The songs which describing
the origin and characteristics of the
Raga can be called as ‘Malita’. It defines
tune and swaras and is the basic
structure of ojapali music tradition.
This can be compared to Ballad of
western music.’ Singing the Malita
highlights specific tonal and musical
quality with unique characteristics of
Raga and makes it easier for the
practioner to learn and remember the
swaras or notes of the Raga. '°

Raga : After singing the Malita oja-
pali singer presents Raga Charan. In
byas ojapali raga is sung with the help
of Pada. There is a tradition of singing
each raga in ‘Payar or ‘Payar chanda’.
In byas ojapali there are seven levels
of Ragas."!

For example :

a) Swar sadhana and sur pratipadon
[swar or notes practice and pro-
duction]

b) Ghunni [representation]
¢) Malita or Raga janmalap

d) Carana or Murchana [ascending
and descending series of the seven
notes or swaras|

e) Dhura [avaroh or descending]

f) Diha or sanchari [combination of
ascending and descending tones]

Bana : In the Sangitalap, the perfor-
mance starts with a ’Bana” (notes in
the higher range) followed by an Akhyan.
It is mentioning that Bana refers to
Raga,and both are interchangeable
terms. Bana considered as the Pada
which refers to the section of caranas
comprising the primary text and sung
relatively on a high pitch. Simply the
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pada sung in a high pitch is called as
“Bana”'?

Diha : Diha is a part of song based on
the stories of epics. It is said that the
Dhurva (main body of the song) of
classical music and diha are quite
similar. There are basically two types
of diha-Khola diha and Bandha diha.
Khola diha consists of twenty-three
and usage is generally observed with
a Akhyan in pada, that doesnot follow
a Bana or Raga Bana. While the
Bandha diha is sung with the Bana or
Raga Bana. *. In the Diha the pitch
of the pada gradually land on a high
pitch to low pitch, it can be refered as
“Jaat”.

Pada or Thoka : The fifth stage of
Sangitalap is Pada or Thoka which
also a sections of the song based on
the epic stories. In this stage ojapali
concluded the the part of the chapter
by singing in a fast pace with low
pitch. 13

Five types of Tala :

There are five types of talas used in

Byas ojapali music, such as :

®  (Chab tala:

® Chau tala:

®  Jikari tala:
® [ echeri tala:
® Thoka tala:

The first accented beat is shown by

or Tin cebiya Chabtala. It has a four-
beat cycle with three accented beats
followed by a one count rest. Chabtala
Il is called as Eksebiya Chabtala, that
has a single accented beat of one count.
This single beat is repeated continuously,
later for the notation purposes it
represented as a two-beat cycle.!® For
example :

o Chabtala-l (a) Tuk Tuk s

X 2 0
o Chabtala-I (b) Tuk Tuk Tuk s

x 2 30
o Chabtala-II : Tuk Tuk

x 2

CHAU-TALA : Chautala is a two-
beat cycle producing sharp resonating
sound followed by a dull non-resona-
ting sound. Notated text looks like :

Kham Tuk
X 0

Chautala is basically presence in
Akhyans like — Pada, Chabi and Duladi
etc. This usually played at a slow
tempo, which can accelerate to the
fast tempo.'’

JIKARI TALA : Jikiri tala generally
follows the Chautala and it has a single
beat as ‘Likiri” arrangement. For nota-
tion it has been arranged into two beat
cycle, one count each. It is found in
the patoni geet and vishnupada.'®
Likiri Likiri
X 2

the symbol of X, second by 2 and 0 means

an unaccented beat. ® LECHERI TALA : It has two vari-

ties — Lecheri I and Lecheri II, both
are played in a same way. It produces
two non-resonating sound followed
by a resonating one. Sequence of bols
looks like!”:
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For example :

® (CHAB-TALA : There are two varities
of Chabtala — Chabtala I and Chabtala
II, Chabtala I is known as Tin teliya
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Lecheri-I : Tuk Tuk Kham s ss

X 2 0
Lecheri-II : Tuk Tuk Kham s s
X 2 0

® THOKATALA : Thokatalais played
only in a fast tempo. It consists of two

beats of one count each. The measure
looks like

Kut—tum Kut— tum
X 2

It is mentioning that in the context of
Byas music, five types of talas are used
however, there is another type of talas used
in the religious section, in malchi geet and
vandana geet as well, which is known as
the ” Rupabhi tala™.
5. Five elements of the art of dance :

Byas ojapali music includes the five
dance forms along with the musical pre-
sentation, such as :

® Bulan (gati)
® Savan (drishti)
Ora ( dehobhangi)

Laya (combination of pitch and
quality of sound)

®  Mudra or hand gesture
1.3 Raga-Raginis of Byas ojapali :
Byas ojapali music uses the following
Ragas forms: mallav, saranga, ahira, dulari,
borari, calana, pahari, kalyan, deshag,
suwai, dhanashri, karunya, srigandhar,
basanta, reli, courath, ramgiri, bhatiyali,
bhairavi, and malari,so on .?° This twenty
ragais used as “ raga or bana’’ in the sangi-
talap section. There are also eight different
ragas used in the guru vandana, patoni
geet, jhuna, and in the malchi section as
well, namely: Dihagara, syamgara, ganda-
giri, nata, sindhura, puravi, gunjari and
IEE-AH
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malchi. There is a total of twenty — eight
ragas used in the byas ojapali sangit.?!

1.4 Swara of Byas ojapali :

Byas ojapali singer classify the swara
into Ghora (madhyalay), Mandra (mandra)
and Chara (tara). 2> Again, some active
performer classifies the swaras in the
following manner 2}

a) Nabhi sura (navel swara ) - mandra
b) Nak sura (nasal swara ) - madhya

c) Talu sura (palatel swara) - tara

2.0 Musical aspects of Suknani ojapali :
2.1 Raga Raginis of suknani ojapali :

The uses of Ragas and Raginis cannot
be ignored in the Suknani ojapali music.
By and large, singers employ the follow-
ing Ragas in their ojapali music. The main
ragas used in suknani ojapali are* :

a. Srimallar h. Dhanshri

b. Bharavi i. Ramgiri

c. Abhira j- Borari

d. Sribasanta k. Gandhar

e. Pahari 1. Bhatiyali

f. Malgora m. Nata

g. Patamanjari n. Jhulnaandsoon.
2.2 Three laya (Rhythm) :

Suknani ojapali songs are also
presented in three types of laya (rhythm)
such as :

®  Vilambit laya (slow)

® Madhya laya (medium)
® Drut laya (fast)

2.3 Tri -sur or three tune :

As like the byas ojapali music,
suknani ojapali songs also followed the
three distinct types of notes (sur) :
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® Nabhi sur or Garbha sur

®  Gal sur or talu sur or madra sur

®  Naksur or char sur

2.4 Talas of suknani ojapali music :

Like Byas ojapali music, suknani
ojapali music also has five types of talas.

® Bandha tala ® Rupahi tala
®  Duponi tala ® Khuti tala

® Sitkoni ® Malachi tala
® (Chautala

The performance of Suknani ojapali
songs mainly presented in five parts,
therefore it is called as “” Panchali” sangit.
They are »° :

a) Alap : In this stage singing begins with
alap as like Byas ojapali . The tune is
gradually rise from lower to higher
notes. Alap can be defined as * Swar
sadhana’.

b) Vandana : Same as Byas ojapali, van-
dana is sung after swar sadhana or
alap in Suknani ojapali too. But here
songs are presented from the mytholo-
gical stories of Padma purana.

¢) Diha: It has been already mentioned
above, suknani ojapali singers perfor-
med a song based on Padma purana,
with Diha as the first part after the
Vandana.

d) Pada : In the next section as stated
above Pada, also based on the subject
of devi Padma or Manasa and other
mythological stories like beula lakhin-
der. In between the pada the different
style of singing variation like- Dhura,
Bana, Valya, Khiyali are presented.

e) Upasanhar : Upasanhar refers to the

concluding songs of Suknani ojapali
performance.
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Conclusion :

The ojapali music is a sacred cultural
heritage of assamese folk culture,combines
songs, dance, instrumental music, acting,
featuring both desi (folk) and margi (class-
ical) qualities. Suknani ojapali and Byas
ojapali music performances are such a
devotional music form, having rich cultural
experiences that rooted in tradition and
society. This music form consists of six
ragas and they have six raginis of each.
This leads to the saying six ragas and thirty
six raginis . Among these thirty-six, only
15/16 are currently prevalent. From this
concept we can understand that this music
form has used the fix and clean rules of
raga-raginis and other elements of indian
classical music as well. Despite its ancient
origins ojapali music continues to main-
tain its margi and desi traditions. The
ministry of culture provides artist pension
and grants to promote ojapali music, but
many artists mainly from the rural areas,
face difficulties due to lack of financial
stability and education. There have been
specific steps to reintroduced this exclusive
yet obscure art to the new generation, it
offers a glimpse of hope for the future of
both the art form and society. We should
work to protect this music form before it
faded into history.
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Abstract :

The origin of the baul cult in Bengal, nay the entire Eastern part of the Indian
subcontinent dates back almost a thousand years and the harbingers of the propagation
of its theme, the bauls or more precisely the wandering minstrels are known for their
altruistic endeavours in the diffusion of universal brotherhood irrespective of caste,
creed, or religious faith. The author has tried to establish this basic approach of the
baul cult with conspicuous views of Tagore on this issue, who rendered a vigorous
and profound support to these trovatores in an unequivocal language by his own
lyrical compositions of baul songs, declaring them as the balladeers of peace, social
harmony and fraternity amongst people overriding any kind of bigotry and dogmatism.
The author concludes with the view that they have always been conscious to reflect
the social woes and angst of the people through the chanting of their humanistic views
holding the Ektaras in their hands.

Keywords :

Baul, harbinger, bigotry, harmony, altruistic.

1. Introduction :

The essence of the concept of the
songs of bauls has been recognized as the
message of “universal love” by no one else
than Tagore (Bandopadhyay!], 209) who
on being deeply moved by the profundity
of the messages of the simple wandering
minstrels, realized the missive of these
folklores as the incessant quest for the
“Man of the Heart” (Bandopadhyay!?,
215). In his article entitled, “An Indian
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Folk Religion”, Tagorel®! published the
translation of a song composed by one of
the famous Bauls (Gagan Harkara), which
manifests the true yearnings of the bauls
engaged in the process of salvation of the
soul. A relevant fragment of the translated
song reads as follows:
“Where shall I meet him, the man of my

heart? He is lost to me, and I seek him
wandering from land to land.
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I am listless for that moon rise of
beauty, which is to light my life.

Which I long to see in the fullness of
vision, in gladness of heart.”

The Bauls are believers in the concept
of “Dehatawta” which conveys the idea
of'the spirituality imbibed inherently inside
the human body and they seek the man of
their heart in the precincts of their own
corporal abode and spread the message of
the religion of man in their own simplistic
language through songs carrying the message
of humanism. The Bauls are not in the
habit of sticking to the traditional dogmas
of religion instead they carry the mantel
of non-conformism in their efforts to get
assimilated with the man of their heart.
The origin of the word Baul can be traced
to the words “Vatul” and “Vayakul” (Das,
Subhamoy!¥) carrying the significance of
lunacy or craziness and a strong propen-
sity for being united with the supreme
being by harnessing the quest in one’s
physical entity which according to their
school of thought is the eternal domicile
of God.

In this context it is worth mentioning
that on being impressed by the profundity
of thought, melody of the tunes and a uni-
versal humanistic appeal, the UNESCO
in 2008 has included the Bau/ songs in its
list of “The Representative of the Intelli-
gible Cultural Heritage of Humanities®".
The inherent humanism of the Baul songs
held beyond the periphery of the various
religious groups that dominated the Indian
society, attracted the intellectuals of the
nineteenth century Bengal and started
gaining its due importance initiated by
Kangal Harinath Mazumdar, Sarala Devi,
Indira Devi that culminated in its attain-
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ment of a lofty platform through the deep
appreciation of Tagore who drew lot of
inspiration in his creation of his wonderful
lyrics from the thoughts of the Baul com-
posers (Zakria!®!, Baul).

2. Initiation and dissemination :

The initiation of the Baul cult, probably
dates back to the era of caryapadas, the
most ancient version of Bengali songs
propagated by the wandering minstrels
who roamed around the corners of Bengal
almost thousand years back (Bauls of
Bengal, MU 309).

Under the patronage of the rulers of
the Pala dynasty, the Buddhism flourished
in Bengal with a large number of believers
(Bhattacharya!®!, Bela, Shodhganga,
Buddhism in Ancient Bengal, chapter -1I).
It is also obvious from the evidences put
forward by Bhattacharyal®, that the
Buddhism in Bengal during the Pala
dynasty gradually got stabilized into the
“Mahayana structures of mysticism which
are known as Vajrayana and Tantrayana”
which contributed to strengthen the influ-
ence of the mysticism inculcated into the
concept of the Baul cult into which there
occurred a great influx of the Buddhists
and impact of mysticism was colossus in
view of the fact that it “dealt with certain
metaphysical problems which had greater
attraction for religious man” (Bhattacha-
ryal'®, Shodhganga, p.44-45). During the
domination of the Sena dynasty beginning
the middle of the twelfth century, although
the cult of Brahmanism gained ground
under the patronage of the rulers, the
Buddhism did not undergo a total demise,
but followed a trajectory of steady decline
in the thirteenth century (Bhattacharyal',
Shodganga, 50-53). With this perspective
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of the historical journey of the people of
Bengal, the growth of the Baul cult can
be analyzed which had its root in the
Buddhist Tantric Movement that laid its
conviction on the “belief that realization
of absolute was possible through the non-
duel state of union of the female and the
male aspect of the absolute prajna
(wisdom) and “upaya” (method)” and as
a consequence of this movement, the
society, witnessed a spurt in the “growth
of enormous 7antric literature in Sanskrit
and mixed Sanskrit in eastern part of India
especially in Bengal.”( Bhattacharya!'?,
Shodganga, 53). As a result of the chang-
ing order of the sponsorship triggered by
the ascent and descent of political hiera-
rchies, the “Tantric Yogis ... adopted many
Saiva-Tantra elements in their personal
ideology” which resulted in the birth of
many mixed cults in eastern India such as
“Kaula, Natha, Avadhuta, Sahajiya and
Baul” (Bhattacharyal'’!, Shodganga, 56,
57). The Bauls who have emerged from
the Sahajiyas amply demonstrate in their
lyrics that “their thought and songs are based
on the elementary Buddhist principles of
Anitya, Dukkha and Anatma” (ephemeral,
mournfulness and soul or spirit) (Bhatta-
charyal'¥, Shodganga, 58). Apart from the
trends created by Tantric Buddhism, the
Bauls also follow the ideology of Vaish-
navism and there is a third group consist-
ing of the minstrels who have embraced
Islam and are found abundantly in the
eastern part of Bengal, now known as
Bangladesh.

The two dominant distinguishing
features of the Baul cult adheres to the
cultivation of rupa and swarupa (Kart'?,
6) where the former refers to the corporeal
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entity and the latter brings in fore the mind
engaged in the process of Sadhana (the
process of searching the omnipotent and
omnipresent eternal entity) which involves
rigorous deliberation in the attainment of
spiritual consciousness through the body
in which the power of cerebration has
found its permanent abode and induces the
Sadhak (person engaged in the process of
salvation) towards grasping the state of
selfless, sheer unsullied love and dedica-
tion to the supreme soul turning the love
that originates from human body into
transcendental love for amalgamation with
the divine soul. This process of cerebration
in God is open to all sects and due to its
indifference to adherence to any particular
religious faith, the Sadhaks have merged
into a community irrespective of class,
caste, religious or communal group. The
amalgamation of the individual and the
supreme being is also a reflection of the
thoughts propounded in the Upanishad
(Kart'®!, 8), which goes to reverberate with
the concept of “I am He” (So aham).

Yet another influence that has molded
the cerebrations of the Baul Gurus in
Bengal is Sufism which has already made
a deep-seated route in Northern India.
Haq!"" in his article in his bid to trace the
origin of Sufism in Bengal elucidates the
concept of Sufism stating that “The word
Sufi is derived from the Arabic word ‘safa’
meaning purity. Sufism worked for the
purification of the human soul (nafs) by
cleansing the spiritual heart (galb) to give
it a mirror-like transparency for the reflec-
tion of Almighty’s love (Ishg). As one of
the mystic corollaries of Islam, Sufism
helped illuminate the spirit (ruh) by
emptying it of egoist drives and filling it
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with Allah’s attributes (Zekr) and to comp-
lete the journey of life with absolute puri-
fication”.

But findings of Mokammel®! go on
to establish that Sufi saints (4ulias) in their
bid to popularize the religious concepts
showed flexibility and adopted the preva-
lent ritual practices and did “incorporate
quite a few meditational practices of pre-
modern Bengal into their own rituals, ...,
Lalon Fakir perhaps being the most out-
standing one among them,” depicting the
“syncretic assimilation”.

Lalon was unique in dissemination of
his generous ideas with a universal appeal
of humanism by combining the dual sys-
tem of abstruse and recondite discussions
as well as by the rendition of the songs in
mysticism in simple comprehensible lan-
guages evading completely the jargon of
high-sounding words but with subtle use
of metaphors that have assumed an immor-
tal dimension of idiomatic usage in the
discourses on sublime greatness and mag-
nanimity of the divine being. The eternal
quest of the Supreme Being is manifest in
the theme of his universal famous song,
“khanchar vitor achin pakhi’ (the unknown
bird in the cage), which reflects the idea
of'ignorance of the human being to appre-
ciate the presence of supreme power resi-
ding in his corporeal being and inability
to get absorbed in the man of heart. A
translation by Mukherjee!'”? of the lyric
would probably decipher the esoteric
meaning of the concept of Baul cult to get
imbued with the inner feelings of the saintly
poet :

TRANSLATION (Mukherjee)
Look that unknown bird in the cage,
Flies in and out; but how?
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Catch it, if I could ever,

Fetter it I would forever.

Look that unknown bird in the cage,
Flies in and out; but how?

Engrossed in the desire of the cage
you dwell, O mind! ...

The cage being made of raw bamboos,
O Will collapse one day the cage,
O mind!

Laments Fakir Lalon, and asks,

It flies in and out; but how?

Look that unknown bird in the cage,
Flies in and out; but how?

In his simplistic style of narrating the
essence of the theory of the Baul philoso-
phy, Lalon has used numerous metaphoric
uses of common words insinuating at the
supreme being by such expressions as
“achin pakhi (unknown bird)”, “moner
manush (man of the heart)”, “adhar manush
(man unbound)” in his compositions of
lyrics through which he tried to unravel
the message of attaining proximity to the
Almighty renouncing the differences among
faiths, creeds or castes. In this particular
song, the poet indicates in a subtle manner
that the Divine being, nay the unknown
bird is in the habit of frequenting the cage
(khancha), but he fails to understand how
and when he comes in and escapes
(alluding to the birth and death of human
being) and had he been able to catch it, he
would have chained him by putting the
manacle made of his thought of devotion
or in other words he has expressed the
basic idea of the Baul concept that the cage
is nothing but his body where He (the
Almighty) resides but he fails to perceive
his presence in his body and soul.
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Then it goes, “Lalon Laments : ‘O
mind you are deluding in your dependency
on the Cage, your cage is destined to doom
someday.’, a message that reminds the
human beings about their eternal destiny
of doom and demise and becoming an
indistinguishable part of the boundless
universe.

Thus, it emerges that the spiritualism
in the baul cult gets transformed into the
cult of the emancipation of the human
being leading him into the state of broader
universal perspective where the constraints
of ritualism cannot prove to be a barrier
to universal brotherhood.

3. Baul Songs in Modern Era :

In the late nineteenth century Tagore!*”!
became instrumental in bolstering the
image of the poor folk singers of hau! cult
of Bengal as he found in their simple lan-
guages of the lyrics the message of search
for the “Man of the heart” and a universal
brotherhood and amity (Tagore, chap. IX,
Religion of man.). In his inimitable style,
Tagore puts his feelings on listening to a
song rendered by a poor beggar revealing
the essence of realization of the religion
of man:

It spoke of an intense yearning of the
heart for the divine which is in Man and
not in the temple, or scriptures, in images
and symbols. The worshipper addresses
his songs to Man the idea and says:

Temples and mosques obstruct thy
path,

and I fail to hear thy call or to move,
when the teachers and priest angrily

crowd round me.
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He does not follow any tradition of
ceremony, but only believes in love.
According to him

Love is the magic stone, that trans-
mutes, by its touch, greed into sacrifice.

Glaysher, Frederick?"), in his revealing
essay on Tagore, entitled, The Poet s Reli-
gion (of Rabindranath Tagore) (pp.5),
quotes Tagore as stating :

“... We try to realize the essential unity
of the world with the conscious soul of
man; we learn to perceive the unity held
together by the one Eternal Spirit, whose
power creates the earth, the sky, and the
stars and at the same time irradiates our
minds with the light of a consciousness
that moves and exists in unbroken
continuity with the outer world.”

The eternal message of getting absor-
bed into the infinite spirit of the boundless
universe

has been amply reflected in different
Baul songs of Tagore as presented by
Nilofar Yasmin®*?*! who quotes the Baul
proverb as follows:

A citation from Yasmin®* will further
corroborate the yearnings of Tagore in the
Baul songs which are engaged in the
eternal quest of truth elaborating the
concept of “Dehatawtta™:

The translation of a famous song goes like
this :

MY beloved is ever in my heart
That is why I see him everywhere,
He is in the pupils of my eyes

That is why I see him everywhere.

I went far away to hear his own words,
But, ah, it was vain!
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When I came back I heard them

In my own songs.

Who are you who seek him like a beggar
from door to door!

Come to my heart and see his face in
tears of my eyes! (Gitabitan.net)

Enchanted by the message of peace
and spiritualism preached through the
simple language carrying the profundity
in thoughts of the lyrics of the poor mendi-
cants of the Baul cult, Tagore relentlessly
asserted his efforts to propagate the themes
of the Baul songs in the international
forum (Yasmin®**!) and also launched baul
programs in the annual fair that is held in
Santiniketan.

In this connection, it deserves special
mention of the fact that Tagore was deeply
influenced by Navani Das Baul (Khayapa
Baul or the mad Baul) and held him in
high esteem for the hidden philosophy of
philanthropism and universal brotherhood
propagated through the simple lyrics and
compositions of the latter and treated him
both as one of his friends as well as his
“Guru” as is revealed by Sandra® Trishul
Das in the article titled, “Nabani Das Baul
& Rabindranath Tagore”.

And by his own admission?’, Tagore
declared himself as a baul in his famous
Hibbert Lecture, Oxford, 1930, as he stated
in his discourse,

“That is why, brother, I became a
madcap Baul. No master I obey, nor
injunctions, canons or custom. Now no
men-made distinctions have any hold on
me, and [ revel only in the gladness of my
own welling love. In love there’s no separa-
tion, but commingling always. So I rejoice
in song and dance with each and all.”
IEE-AH
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The above sayings are enough to
understand the essence of the Baul cult in
Bengal which has been enjoying the
prestige of being a part and parcel of the
Bengali folk culture for about the past one
thousand years.

4. Conclusion :

Apart from what has so long been
stated about the universal spiritualism of
the Baul songs, the lyrics of the Baul songs
are presently being analyzed from the
perspective of the socio-historical dimen-
sions of metaphors (Mukharji, Manjital?!).
Mukharji has demonstrated the inimitable
style of the lyrics of Baul minstrels with
copious usage of boat, steamer and railway
described as “Transportational Metaphors”,
utilized by the bau! lyricists to describe the
common man’s trauma beginning mid-
nineteenth century. These metaphors have
their routes in the real-life disasters that
struck society causing enormous hardship
and sufferings of the people and such suffe-
rings have been reflected by the lyrics expo-
sing the hazards of human life. Mukharji
has been able to show how the bau/ minst-
rels also spoke about the “Changing Agra-
rian Power-Relations and Everyday Peasant
Resistance, Criminality, Colonialism and
the Home in Early Colonial Rural Bengal”
imposed by the foreign rulers throughout
India suppressing the aspirations for the
basic human needs for survival.

Bhattacharya®!, Bela has summed up
the contribution of the philosophical trait
of the Baul cult in her outstanding work
on “Buddhist studies and culture in West
Bengal” stating that:

The Bauls are still now found in West
Bengal and with a minute study we can
discover that their thought and songs are
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based on the elementary Buddhist prin-
ciples of Anitya, Dukkha and Anatma
(ephemeral, mournfulness and soul or
spirit) we may now come to the conclusion
that Buddhism did not entirely disappear
from Bengal, but it transformed itself into
those living forces, which encouraged
and guided the religious and literary life
in Bengal for centuries even after the
disappearance of its distinctive features.
(Bhattacharyal®], Bela, 58-59.)

The baul minstrels have captured the
hearts of the millions in Bengal and beyond
its boundaries in their undaunted and
unadulterated attitude in revealing the
afflictions of the common people apart
from their time old tradition of composing
melodious lyrics in mysticism with the
goal for an ever-vibrant search for the Man
of the Heart. It is this charisma of the bau!/
cult which has made it possible to survive
through the upheaval of centuries down
the path of history without suffering any
change in its basic approach of the process
of cerebration over the concept of the
“Man of the Heart” and their solidarity
with the people of all the strata in the
society, despite the political and social
turmoil that have engulfed Bengal for
centuries.
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Reinterpreting the Sacred : Manjit Bawa’s
Spiritual Aesthetic of Indian Texts and
Indian Modern Art

Prof. Parveen Sultana

Dept. of Painting,

Vasanta College for Women, Rajghat,
(Admitted to the privileges of
Banaras Hindu University, Varanasi)

“I had been brought up on stories from the Mahabharata, the Ramayana, and the
Puranas (Hindu mythological and sociological texts), on the poetry of Waris Shah (a
Punjabi poet) and readings from the Granth Sahib (holy book of the Sikhs).”

Manjit Bawa.

Abstract :

Manjit Bawa, a doyen and modern Indian art movement pioneer known as the
“Painter-Poet,” very astutely used his unique style to bridge the distance between
mythology and modernity with the evocative visual language that he uses in his
paintings inspired from Indian texts, epics, and folklores and the age-old stories he
painted with contemporary sensibility. His canvases carry vibrant hues, bold colours,
and simplified forms that transcend time. There is a harmonious interplay of the sacred
and the modern in them. By incorporating figures like Krishna, Shiva, and other
mythological symbols, he transformed traditional storytelling into a universal dialogue
accessible to Indian as well as the global audience.

Keywords :
Doyen, Astutely, Evocative, Idyllic, Narrative, Ethereal, Arduous.

Manyjit Bawa was always a storyteller of
Indian mythology and modern aesthetics.
From the small town of Dhuri, Punjab-
where he was born-to becoming one of
the well-known Modern artists in India,
Manjit Bawa’s journey has been an ard-
uous, but successful one. He studied fine
arts at the School of Art, New Delhi bet-
ween 1958 and 1963, where his professors
EE-eh
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included Sommnath Hore, Rakesh Mehra,
Dhanaraj Bhagat and B.C. Sanyal. It was
under Abani Sen, that he gained a foothold
in the art world and began to form his
identity as an artist.

“He taught me to revere the figurative
at a time when the entire scene was leaning
in favour of the abstract. Without that
initial training I could never have been
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able to distort forms and create the stylisa-
tion you see in my work today,” recalls
Bawa. In 1964, Bawa moved to Britain and
worked as a silkscreen painter for the next
seven years, while studying art simultane-
ously. Upon his return, he was troubled
by what to paint. Not wanting to imitate
the European style, he looked towards
Indian mythology and Sufi (school of
Islam) poetry. Bawa’s canvases are lumi-
nous in their colours. Eschewing the palette
of greys and browns that were dominant
at the time, he opted for traditionally
Indian colours like pinks, reds and violet
and bold primary tones. The recurrent
themes in Bawa’s art are Indian mythology,
spirituality, and the natural world. Nature
plays a big role in Bawa’s works, inspired
by his travels during his younger days. He
once said- “I have been almost everywhere
- Himachal Pradesh, Rajasthan, Gujarat.
I would spread a sheet of paper on the
ground and draw the countryside. The
colours and the simplicity of people I met
fascinated me.”

Besides nature, the flute is a recurring
motifin his works. He has painted Ranjha,
the cowherd from the tragic love ballad
Heer Ranjha, playing the flute. He has
painted Krishna with a flute, surrounded
by dogs and not by cows as mythological
paintings depict him. In the late *90s, Bawa
began painting circus figures, inspired by
a brief time spent at the Kathputhli Colony
in New Delhi, studying acrobats, magicians,
puppeteers and other various performers.
Bawa worked most of his life in New
Delhi. The artist passed away in 2008.

He extensively painted figures like
Lord Krishna, Goddess Durga, and other
mythological characters quite frequently
juxtaposed with animals like cows, birds,
IEE-AH
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and tigers. His paintings always carried a
deep sense of respect for life, which blurred
the distinctions between the divine and the
earthy. Bawa’s work were unique from the
mainstream Indian modernists of his era.
While most of his contemporaries adopted
abstract forms and sombre palettes, Bawa
chose to work with bright, bold colours
inspired by Indian miniature paintings and
folk art. His canvases often featured simp-
lified forms and ethereal compositions that
evoked a sense of tranquillity.

Prominent Works : Some of his most
iconic works include:

>
A

Ak

“Krishna and the Cow”: Serene depiction of
Lord Krishna with a cow, representing the

pastoral nature of Indian mythology.
His flute-playing figures series, which
radiates peace and spirituality.
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Manjit Bawa breathes a vibrancy and
vivacity that’s inimitable in his canvases.
Colours don’t simply fill in blank spaces
— they bend and merge, adding a lumine-
scence to his rubbery, fluid figures. Familiar
icons assume a new, unseen identity and
form. Animals, humans and their interac-
tion with one another - whether references
to mythology or scenes from the everyday
in India-bear an undercurrent of suspense.

“Durga”: The portrayal of the goddess
as an epitome of feminine strength. Jatayu Vadh - Ramayana
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Whenever he travelled or sat at temples,
he told “tales” in the manner of the Bha-
gavat Purana which he so loved. Some
of the most notable Indian texts and themes
that inspired his paintings are: Mahabha-
rata from where Bawa explored characters
and episodes for his paintings, such as
Arjuna and Krishna, depicting them with
a modern yet mythic resonance. His
paintings on Ramayana, portrays themes
like devotion, courage and divinity, often
alluding to figures such as Hanuman and
Rama. His puranic works often featured
symbolic images taken from Puranas,
reshaping gods like Shiva and Parvati
through minimalist elegance. Bawa drew
inspiration from the Sufi philosophy and
the Bhakti traditions, reflecting themes in
such visions of divine love and unity. He
did it all with Krishna and Radha at the
center. His works on Vedic and Yogic Texts-
often referenced meditative and cosmic
themes, symbolizing concepts like moksha
(liberation) and duality of life. Beyond
classical texts, Bawa was inspired by
regional Folk Tales and Oral Indian story-
telling traditions, such as Punjabi folk tales
and themes of pastoral life intertwined
with spirituality.

Ranjha : 82"%x68",2008.
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Ranjha : 2 by Manjit Bawa

Bawa’s concern was not so much with
literal imagery but rather the evocation of
the very spirit of these texts and traditions,
reimagining timeless truths in a new, visual
idiom. This abstract explores how Manjit
Bawa’s work transformed the representa-
tion of Indian mythology through his
unique ability to bring together cultural
heritage with cutting-edge technique, thus
establishing him as a chronicler of Indian
spirituality and modern aesthetics. Some
notable Indian texts and themes that influ-
enced his paintings include: Mahabharata-
in which Bawa explored characters and
episodes from this epic, such as Arjuna
and Krishna, depicting them with a modern
yet mythic resonance. His paintings on
Ramayana, he portrayed themes like devo-
tion, courage, and divinity, often alluding
to figures such as Hanuman and Rama.
In his works based on Puranas, Bawa
incorporated symbolic imagery derived
from the Puranas, reimagining gods like
Shiva and Parvati with minimalist elegance.
Bawa was deeply influenced by Sufi philo-
sophy and Bhakti traditions, which he
channelled through depictions of divine
F-11,3/F-21, 2025 (SHRI-I)
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love and unity, particularly in his represen-
tations of Krishna and Radha. His works
on Vedic and Yogic Texts- often referenced
meditative and cosmic themes, symboli-
zing concepts like moksha (liberation) and
duality of life. Beyond classical texts,
Bawa was inspired by regional Folk Tales
and Oral Indian storytelling traditions,
such as Punjabi folk tales and themes of
pastoral life intertwined with spirituality.
Bawa’s approach was less about literal
depictions and more about capturing the
essence of these texts and traditions,
reinterpreting their timeless wisdom in a
contemporary, visual form. This abstract
explores how Manjit Bawa’s work reshaped
the representation of Indian mythology in
art, highlighting his unique ability to
merge cultural heritage with avant-garde
techniques, thus solidifying his legacy as
a storyteller of Indian spirituality and
modern aesthetics. Manjeet Bawa was a
man of many shades - an artist, an accom-
plished Sufi musician. Three literary sources
have continued to inspire Manjit Bawa as
catalysts for his paintings. These are the
Ramayana, the Mahabharata, and the
Bhagvat Purana.

“The fact that Bawa painted animals
- as few artists do - marks him as
something of an individualist. He also
painted iconic Durga, Kali, Krishna,
Shiva as well as the legendary Heer-
Ranjha,” writes critic Kamala Kapoor of
Bawa’s works.

He had been born in a gaushala-by
then he had started looking like Christ and
played the flute like Krishna. It is that
moment of ecstasy which Manjit Bawa
invokes in his image of Sri Krishna. In
his first canvas on this subject, the Purple
Piper is summoned as a form ephemeral,
IEE-AH
ISSN : 2349-137X

_@_

mysteriously composed of limbs that do
not seem to flesh and blood. Krishna him-
self is a will-o-the-wisp kind of phantom
that is no figure at all. There is experienced
a sense of timelessness that removes the
god from his earthly moorings-from all
associations of Braj country, the mountain,
the river, the cows and the gopas-into a
spirited from that is eternally dancing,
dissolving into particles of energy.

In canvases by Manjit Bawa, Hanuman,
the mighty one, streaks through the sky, a
pale opaque pink, is carrying the herbal
mountain as a purple trophy. Painting such
as Bahubali can be described as being time-
less. Bahubali, he with the might arms, the
son of Vayu the Wind-God, is returning
from the Himalayas, to bring back the magical
herbs to revive the wounded Lakhsmana.
The sky, shining cadmium green rather
than azure or cobalt blue, or blazing gold
as it might well be, is the all-encompassing
space. Although Hanuman is defined,
replete with all elements of iconography such
as his purple mace and Herbal Mountain,
this is achieved with an effortless grace
that unites the forms into one totality. He
is the son of Vayu the wind-god, that he is
might-armed, that he is performing a
heroic feat, in short, that we are witnessing
a miracle.

For Manjit Bawa, it is colour that pro-
vides the resonance. Colour that is carefully
chosen with an intuitive understanding of
the dynamics of correspondence, so that
the image does not stand alone but is
invested with vital properties of movement
with the whole world. With this deliberate
choice of luminous colours that eschew
any relationship to reality, the body seems
weightless. In canvases by Manjit Bawa
the negative space holds as much impor-
tance as the symbolic image.
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It is here in 1978 that his experiments
in the language of from came to merge
with the human figure. It was also here
that he began to use a new bold juxtaposi-
tion of colour-from and colour-ground.
These experiences find expression in two
small but dynamic painting which retain
some of the magical vibrations of primi-
tive icons. Siva (1970) is a totem image
of deity, etched in white aginst a brutal
red ground, replete with the iconography
of the god such as the bull upon which he
is seated, the trishula heald aloft, and the
snake in black that slithers way.

Deity (1972) is a very small canvas,
violent in its concentration of colours that
vibrate to create an intense, emotive
feeling. Since it is almost iconic, the image
as numen is reminiscent of beautiful
primitive stone that are worshipped: the
Saligrama daubed with sindoor and silver
paper and anointed with water and flowers
and grains of rice.

In 1964 Manjit Bawa went to London
by the overland route; for six months he
lived in Southall and was inevitably drawn
into the civil rights and militant activist
groups. He began studying the technique
of silk-screen printing at the Croyden
Polytechnic, then at London as a Section
Supervisor, with almost 200 artists learn-
ing the trade from him. As he recalls: “The
very process of serigraphy, of using smooth,
luminous colours gave me the strength to
use bold colours and to resolve some of
my problems about colour. But it was only
in 1973 that for the first time, I attempted
to use the flat colour ground in my pain-
tings.”

In examining his more recent works
such as Krishna Eating a Banana, we
discover an identical treatment of the head
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that is defied in distinct parts and accents:
the single peacock feather surmounting
the face, the eyes, the nose, the lips and
them the peeled banana that is held in the
hand, all reassembled so that miraculously
there is immediate cognition of the human
face in balance, with a sense of equili-
brium.

Drawings from a crucial beginning to
many of his major works such as Kaliya
Krishna, God Sitting on the Tiger, Dharma
and the Bull, or the Bakri with Melon,
Krishna with Dancing Cows, are remar-
kable. According to him: Each painter has
his own logic, painting has own logic. I
don’t painter simulate anatomy, neither
bones nor muscles nor the skeletal frame-
work. The devatas don’t cast any shadow
nor do they have any perspiration, nor any
sense of smell. Yet, they are complete
images. They never get old.

In a canvas entitled Shiva with Snakes,
the banana tree is a crucial elephant of
from: introduced as a vertical force to
balance the curves of the god’s arms and
entwined feet are balanced by the rhythm
of the snakes which coil and recoil below
him; The image radiates a feeling of power
from these subtle rhythms.

The use of multiple arms introduces
dynamic energy into the picture. In these
paintings Bawa achieves the desired effect
by the expressive use of just two arms, or
two hands in movement through the air:

Between 1964 and 1971, Bawa worked
as a silkscreen printer in Britain, where
he also studied art. “On my return I faced
acrisis. | asked myself, “What shall I paint?’
I couldn’t be just another derivative of
European style of painting.” Instead, he
found Indian mythology and Sufi (school
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of Islam) poetry. “I had been brought up on
stories from the Mahabharat, the Ramayan
and the Puranas (Hindu mythological and
sociological texts), on the poetry of Waris
Shah (a Punjabi poet) and readings from
the Granth Sahib (holy book)”.

Conclusion :

Manyjit Bawa’s contribution to Indian
art is also important because it emphasizes
indigenous themes and colour as a main
tool for expression. He was decorated with
many awards during his lifetime, and his
work was recognized by the Lalit Kala
Akademi. In his old age, Bawa was ailing
in health and passed away in 2008 at the
age of 67. Bawa, however, died unrequited,
as close friends and associates say. He was
working on a dream project - a show titled
“Kala Baagh (The Black Garden of Desire)”.
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“It was the garden of desire where Shiva
spent six months with Parvati. It was the
forbidden garden where the trees bore
crescent and stars instead of fruits, ” Puri
said. Bawa, who lost the battle with brain-
stroke after three years, was a “grand
story-teller”. His works are celebrated all
over the world for their timelessness and
cultural relevance and are displayed in
some of the world’s finest galleries and
museums.
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Abstract :

Buddhism's expansion in Central Asia was deeply intertwined with trade, cultural
exchanges, and political transformations along the Silk Road. This study examines
the archaeological, artistic, and economic aspects of Buddhist monastic institutions,
highlighting their role as intellectual, commercial, and religious hubs. Through a
multidisciplinary approach, the discussion explores four key dimensions. the spread
of Buddhism, its architectural and artistic evolution, the archaeological evidence
supporting its historical trajectory, and the challenges faced in preserving Buddhist
heritage. Buddhism's transmission was facilitated by merchant networks, nomadic
groups, and monastic scholarship, enabling its adaptation across diverse cultural
landscapes. The region’s monasteries, murals, and stupas showcase a fusion of
Gandharan, Indian, Persian, and Chinese artistic influences, reflecting Buddhism s
visual and structural evolution. Excavations at major Buddhist sites, including
Bamiyan, Dunhuang, and Termez, have uncovered significant material evidence
confirming Buddhism s presence and transformation over centuries. However, political
instability, environmental degradation, and economic shifts have posed significant
challenges to the study and conservation of these historical sites.

Despite these challenges, interdisciplinary research, digital preservation, and
ongoing archaeological efforts offer promising avenues for understanding Buddhism's
historical influence in Central Asia. This study emphasizes the need for further
exploration of Buddhist manuscripts, conservation of artistic relics, and integration
of historical and archaeological evidence to enrich scholarly perspectives on
Buddhism s legacy in the region.

Keywords :

Buddhism, Central Asia, Silk Road, Buddhist Monasteries, Gandhara Art,
Xuanzang, Manuscript Preservation, Dunhuang, Khotan
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Introduction :

The spread of Buddhism beyond the
Indian subcontinent into Central Asia and
China marked a major cultural transforma-
tion, facilitated by the Silk Road-a network
that linked distant regions through com-
merce and also enabled religious, artistic,
and intellectual exchanges (Mishra, 2020,
p. 45). Buddhist shrines and monastic
institutions were central to this process,
acting as spiritual centers and hubs for
trade, education and cultural development.
Monasteries in Taxila, Bamiyan, Khotan,
Dunhuang, and Termez played a formative
role in shaping the sociopolitical and
cultural landscape of Central Asia (Deom,
2011, pp. 1-3; Marshall, 1975, p. 82). These
viharas were more than places of worship-
they offered shelter to pilgrims, hosted
merchants, and enabled the transmission
of Buddhist teachings across linguistic and
cultural boundaries (Neelis, 2012, p. 13).
Xuanzang’s travel records document vibrant
Buddhist centers, such as Dunhuang, Khotan
and Bamiyan, highlighting their role in
scriptural study and monastic exchange
(Pearce, 2018, pp. 2-3). These monasteries
served as repositories of sacred texts and
fostered trans-regional religious networks
(Sen, 2006, p.-24). Monasteries also ope-
rated as economic institutions. In Khotan
and Bamiyan, they managed land, collec-
ted taxes, and provided lodging, demons-
trating their integration into regional
economies (Wang, 2004, p. 94; Stein, 1921,
p. 1429). Buddhist monks and traders used
alternate mountain routes to facilitate the
movement of texts and artifacts (Neelis,
2012, p. 13). Artistically, the fusion of
Indian, Persian, Greek, and Chinese influ-
ences is visible in murals and sculptures.
Bamiyan’s monasteries, for example, illus-
trate the Greco-Buddhist style and its
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transformation over time (Blansdorf &
Petzet, 2022, p. 17).

Research Objectives :

This study explores the role of Buddhist
monastic institutions in Central Asia
through four key questions:

® How did monasteries in Taxila, Bami-
yan, Khotan, Dunhuang, and Termez
facilitate religious and cultural trans-
mission (Pearce, 2018; Neelis, 2012)?

® In what ways did they function as
economic hubs (Wang, 2004; Stein,
1921)?

® How did artistic elements evolve
across Buddhist sites through Indian,
Persian, Greek and Chinese influences
(Blansdorf & Petzet, 2022; Foucher,
1917)?

®  Whatintellectual roles did monks play
in manuscript preservation and trans-
lation (Schaik, 2007; Wenkan, 1996)?

Methodology and Significance of the
study :

Adopting an interdisciplinary appro-
ach, the study integrates archaeological
analysis, textual sources, and comparative
art-historical methods. Primary materials
include Xuanzang’s travelogues, inscriptions
from major Buddhist sites and artistic evi-
dence from murals and sculptures (Pearce,
2018; Deom, 2011; Kageyama, 2024).

Comparative regional analysis highli-
ghts how Buddhist institutions adapted to
local conditions-economically, culturally
and architecturally. The inclusion of mona-
stic records, trade evidence and manuscript
traditions enables a nuanced understanding
of Buddhism’s evolution along the Silk
Road (Neelis, 2012; Wang, 2004).
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This study contributes to Buddhist
archaeology by demonstrating the multi-
faceted roles of monastic centers as reli-
gious, economic and artistic engines of
cultural transmission. It underscores the
value of further excavations, conservation
work, and digital reconstruction to pre-
serve these legacies (Kageyama, 2024;
Doney et al., 2024).

Literature review :

The archaeology of Buddhism in
Central Asia reveals the intricate roles that
monastic institutions played in shaping
religion, trade, art and scholarship across
the Silk Road. Far from being isolated
places of worship, monasteries in sites
such as Taxila, Bamiyan, Khotan, Dunhu-
ang and Termez were deeply embedded
in regional sociopolitical systems.

Monastic institutions as cultural centers:

Buddhist monasteries influenced their
regions culturally and intellectually.
Excavations at Taxila, Bamiyan and Termez
confirm the presence of expansive mona-
stic complexes adorned with stupas and
diverse artistic traditions (Deom, 2011, pp.
1-3). Marshall (1975, p. 82) likens insti-
tutions in Taxila to early universities,
hosting scholars from across the Buddhist
world. Xuanzang’s Great Tang Dynasty
Record details monastic vibrancy in Khotan,
Dunhuang and Bamiyan, emphasizing
their function in religious preservation and
linguistic exchange (Pearce, 2018, pp. 2-3).
Similarly, Stein (1907, p. 172) describes
Khotan’s Buddhist architecture and its
integration into regional life. Translation
efforts in Kucha and Khotan ensured the
continuity of Buddhist teachings across
cultural boundaries (Wenkan, 1996, p. 14).
IEE-AH
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Economic functions of monasteris :

Monasteries were not just spiritual
entities; they acted as major economic
centers. They managed estates, collected
taxes, and engaged in trade to sustain
religious and scholarly operations (Kitinov,
2024, p. 510; Wang, 2004, p. 94). In the
Qiuci Kingdom, monasteries played a
pivotal role in managing the flow of
goods, offering financial services and
lodging to Silk Road merchants (Stein,
1921, p. 1429). Their wealth, derived from
trade and donations, funded religious
construction and manuscript copying
(Wang, 2004, p. 193).

Artistic syncretism in buddhist sites :

Artistic remains from Central Asian
monasteries illustrate a synthesis of Indian,
Persian, Greek and Chinese influences.
The Gandharan style-evident in Taxila and
Bamiyan-showcases Indian iconography
blended with Greco-Roman drapery and
Persian forms (Foucher, 1917, p. 260;
Blansdorf & Petzet, 2022, p. 17). The
Bamiyan Buddhas, destroyed in 2001,
epitomized this fusion. Murals in Dunhuang
and Khotan integrate Indian religious
themes, Chinese aesthetic conventions and
Persian designs (Stein, 1907, p. 335). The
winged angels at Miran reflect Christian
artistic motifs embedded within Buddhist
iconography (Foucher, 1917, p. 260). Arti-
stic continuity and adaptation are further
seen in Fayaztepa’s murals, which exhibit
elements from Bharhut, Gandhara, and
Central Asia (Kageyama, 2024, p. 61).
Vajrapani figures modeled after the Greek
Heracles and painted dado scenes suggest
long-distance artistic exchange across
Eurasia (Rashid, 2024, p. 26). Early oil-
based murals at Bamiyan also signal inno-
vation in Buddhist artistic techniques
(Taniguchi & Cotte, 2022, p. 86).
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Monks as intellectual agents :

Buddhist monks preserved and trans-
mitted knowledge through vast manuscript
traditions. The monastic libraries of Dun-
huang and Khotan safeguarded texts in
Sanskrit, Tibetan, and Chinese, supporting
multilingual Buddhist education (Pearce,
2018, p. 42; Schaik, 2007, p. 14). Monks
in Kucha and Khotan translated Indian
scriptures into Chinese, expanding Budd-
hism into East Asia (Wenkan, 1996, p. 14).
Accounts by Faxian, Xuanzang and Yijing
further document monastic scholarly life
and cross-regional exchanges (Sen, 2006,
p. 26).

Discussion :

Buddhism’s expansion in Central Asia
was catalyzed by the Silk Road, which
enabled religious, cultural and commercial
exchange between India, Central Asia and
China. Monastic institutions along this
corridor became hubs of interaction, where
trade routes, nomadic movements and
diplomatic relations converged to sustain
Buddhist traditions (Neelis, 2012, p. 13;
Mishra, 2020, p. 45). Chinese monk Xuan-
zang documented the influence of these
monasteries, particularly in Dunhuang,
Khotan, and Bamiyan, affirming their
roles in religious instruction, manuscript
preservation, and cross-cultural dialogue
(Pearce, 2018, pp. 2-3; Amarathunga &
Gunawardana, 2019, p. 766).

Buddhism adapted to local beliefs
among the Uyghurs, Tokharians and Mon-
gols, integrating indigenous practices with
Buddhist philosophy (Kitinov, 2024, p.
504; Wenkan, 1996, p. 5). The Tibetan
Empire further expanded Buddhism into
the Qinghai region, institutionalizing Chan
traditions (Doney et al., 2024, p. 269).
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Manuscripts discovered in Dunhuang’s
Library Cave and at Khotan highlight this
scholarly diffusion-preserving Buddhist
teachings in Sanskrit, Uighur, Sogdian,
and Chinese (Hansen, 2012, p. 242; Stein,
1907, p. 172).

Architecturally, Buddhist monasteries
blended regional traditions, drawing on
Indian, Persian, and Chinese elements.
The colossal Buddha statues at Bamiyan
epitomized this synthesis, showcasing
Gandharan influence through Hellenistic
drapery and Sassanian ornamentation
(Blansdorf & Petzet, 2022, p. 17). Fayaz-
tepa’s murals in Uzbekistan incorporate
Bharhut-inspired stupa motifs, reflecting
cross-regional iconographic flows (Kage-
yama, 2024, p. 61). At Dunhuang and
Miran, artistic styles drew from Chinese
and Kushano-Iranian sources, while motifs
such as angelic figures reveal Christian
influence (Foucher, 1917, p. 260). Political
contexts also shaped visual culture-for
instance, Maoist ideology altered Buddhist
murals during periods of state intervention
(Galway, 2024, p. 148).

Archaeological excavations at Bamiyan,
Termez, Taxila, and Dunhuang underscore
the longevity and complexity of Buddhist
institutions. The Bamiyan Valley, now a
UNESCO site, yielded murals and manu-
scripts attesting to the intellectual life of
monastic communities (Taniguchi & Cotte,
2022, p. 9; Blansdorf & Petzet, 2022, p.
18). In Termez, Kushan-era monastic ruins
coincide with Xuanzang’s accounts, while
Taxila’s remains confirm its educational
prominence (Abdullaev, 2013, p. 183; Mar-
shall, 1975, p. 82). Monastic economies
also played key roles, managing trade,
taxation, and landholdings to sustain their
operations (Wang, 2004, pp. 193-195).
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However, geopolitical instability, loo-
ting, and environmental degradation conti-
nue to threaten these sites. Access remains
limited in many areas, and preservation is
hindered by a lack of funding and regional
cooperation (Barger, 1944, p. 2). Neverthe-
less, digital technologies and international
collaborations now offer new possibilities
for virtual reconstructions and translation
of manuscript archives (Schaik, 2007, p.
14; Samoylovskiy & Samoylovskiy, 2024,

p. 21).
Conclusion :

The archaeology of Buddhism in
Central Asia reveals a dynamic legacy
shaped by trade, political transitions, and
cultural exchange. Monastic institutions
at Bamiyan, Taxila, Dunhuang, and
Khotan functioned as centers of worship,
education and commerce, facilitating
Buddhism’s diffusion across the Silk Road
(Blansdorf & Petzet, 2022; Marshall,
1975; Hansen, 2012). These sites reflect
Buddhism’s adaptability, blending local
traditions with doctrinal continuity. Archi-
tectural and artistic evidence underscores
a transregional aesthetic, integrating
Gandharan, Indian, Persian, and Chinese
styles. Monasteries fostered not only
religious devotion but also manuscript
production, mural painting, and economic
exchange (Kageyama, 2024; Schaik, 2007).
Excavations confirm their importance in
maintaining cross-cultural intellectual net-
works (Deom, 2011; Stein, 1921). Despite
their historical significance, many sites
face degradation due to environmental
threats, conflict and limited access (Barger,
1944). Continued interdisciplinary research,
including digital reconstructions and
translation of Buddhist manuscripts, is
essential for preserving this heritage
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(Doney et al., 2024; Samoylovskiy &
Samoylovskiy, 2024). Buddhism’s enduring
legacy in Central Asia lies not only in its
monumental relics but in its ability to
connect diverse peoples through shared
spiritual, artistic and intellectual traditions.
These findings reaffirm the Silk Road’s
role as a vibrant conduit of religious and
cultural exchange.
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Abstract :

The practice and development of printing art as they relate to Indian philosophy
and cosmopolitan behavior are examined in this essay. Printmaking is one of the
many artistic mediums that have been profoundly impacted by Indian philosophy,
which places a strong focus on universalism, interconnection, and non-duality. These
philosophical principles are in line with cosmopolitanism, which promotes an inclusive,
international exchange of cultures. A transcultural artistic conversation has emerged
as a result of the incorporation of these ideals into printmaking, which enables artists
to combine traditional Indian motifs with international subjects and techniques. This
study explores the philosophical foundations of printing in India, evaluates current
global trends, and talks about how technology might help cross-cultural divides. The
dynamic interaction between Indian thinking and international artistic movements is
emphasized through case studies of well-known printmakers. The importance of this
synergy for the international art community is emphasized in the paper s conclusion.

Key Words :

Indian philosophy, cosmopolitan behavior, printmaking art, transcultural dialogue,
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Indian philosophy provides deep insi-
ghts into the nature of reality and creativity
through its intricate synthesis of spiritual,
ethical, and metaphysical thought systems.
These ideas have been assimilated by print-
making, a relatively new art form in India,
and have been transformed into a trans-
cultural communication tool. This essay
examines how printmaking has been
impacted by Indian philosophical ideas
like non-duality and aesthetic experience,
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as well as how the international art comm-
unity has responded by introducing
cosmopolitan behavior into the medium.

Artists are encouraged to investigate
themes of interconnectivity in their work
by the Advaita Vedanta tenet of non-duality,
which emphasizes unity between the self
and the universe. This is shown in printma-
king as layered compositions that represent
the harmonious fusion of spiritual and
cultural themes. The emotional and spiritual
F-11,3/F-21, 2025 (SHRI-I)
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bond between the artist, the piece of art,
and the viewer is highlighted by the tradi-
tional Indian philosophy of rasa. In order
to inspire a variety of rasas and profoundly
engage viewers, printmakers frequently
use symbolic imagery. Indian philosophy
promotes tolerance and acceptance of other
viewpoints. Indian printmaking methods
have been easier to adapt to global influences
thanks to this universalism, resulting in a
hybridized form of expression that is both
local and global. With its diverse range of
ethical, aesthetic and metaphysical concepts,
Indian philosophy provides deep insights
that have a profound impact on the field
of art. The philosophical and visual aspects
of creative expression have been profoun-
dly influenced by its basic ideas, which
include non-duality (Advaita), interconnec-
tion and the search of aesthetic pleasure
through rasa. These philosophical ideas
place a strong emphasis on harmony in
the face of diversity and a comprehensive
view of life, which find compelling para-
llels in the visual arts, especially in the
multi-layered nature of printmaking.

According to Adi Shankaracharya’s
explanation of the Advaita Vedic principle
of non-duality, the self (atman) and the
ultimate reality (Brahman) are one and the
same. This metaphysical perspective
encourages artists to blur the lines between
local and global, abstract and representa-
tional, spiritual and material and other
opposites in their works. Non-duality in
printmaking can be represented by smooth
shape transitions, the contrast of conven-
tional and contemporary features or recur-
ring patterns that allude to endless cycles
and continuity. As explained in Bharata’s
Natya Shastra, rasa, or aesthetic essence,
is another key concept that emphasizes the
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viewer’s emotional and spiritual connection
to the artwork. Rasa theory offers a metho-
dical framework for comprehending how
different emotions, including happiness
(shringara), compassion (karuna) or tran-
quility (shanta), are evoked by art. In order
to elicit these emotional reactions, print-
makers use particular textures, lines and
colors. For example, a political etching’s
bold, energetic forms could represent vira
(heroism), while a mandala print’s delicate
patterns and calming colors might evoke
shanta.

Emphasizing inclusivity and connec-
tivity, universalism is another defining
feature of Indian thinking that may be
found in the Bhagavad Gita and Upanishads.
Indian philosophy serves as a link between
regional customs and international artistic
trends because of its strong alignment with
cosmopolitan values. The integration of
various cultural motifs or techniques is a
common way that universalism appears in
printmaking. To represent a fusion of artis-
tic traditions, an Indian printmaker might,
for instance, combine traditional Pattachitra
motifs with Japanese woodblock techniques.

These philosophical foundations acti-
vely impact artistic processes and are not
limited to theoretical domains. Printmaking
is given a deeper, meditative character by
Indian philosophy, which inspires artists
to produce works that cut across cultural
or personal borders and invite universal
reflection and discussion. Indian printma-
king thus becomes more than just a visual
medium; it also serves as a vehicle for phi-
losophical and spiritual inquiry, demonst-
rating the enduring value of Indian ideas
in a worldwide artistic environment.

Early woodblock printing methods for
textiles and manuscripts served as the
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foundation for printmaking in India.
Western printmaking methods like litho-
graphy and etching were brought during
the colonial era, resulting in a fusion of
European and indigenous forms. In India,
printmaking is a rich art form with a history
that combines colonial influence, modern
innovation, and traditional skill. Its history
started with early woodblock printing,
which was mostly employed in ancient
India for holy writings and textiles. During
the medieval era, block printing and other
similar techniques were very popular,
especially in Gujarat and Rajasthan, where
elaborate designs were used to decorate
temples and textiles. Printmaking as an
artistic medium with a strong foundation
in spiritual symbolism and storytelling was
made possible by these early activities.

An important turning point in Indian
printmaking occurred during the colonial
era. Indian painters were exposed to new
possibilities when European artists and
organizations introduced lithography,
mezzotint, and etching. With his litho-
graphs, Raja Ravi Varma, a significant
figure during this time, transformed Indian
art and made classical themes and mytho-
logical tales broadly available. His art
established a standard for the blending of
local and foreign approaches by bridging
traditional Indian imagery with Western
realism. Printmaking became a field of
study and a social expressive tool in the
years following independence. The National
Institute of Design in Ahmedabad and
Kala Bhavana in Santiniketan were two
important art schools that promoted expe-
rimentation and creativity. By pushing the
limits of the medium, artists like Somnath
Hore and Krishna Reddy employed print-
making to highlight issues of sociopo-
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litical relevance. To produce powerful visual
narratives that captured the complexity of
a modernizing India, techniques such as
etching, woodcuts and serigraphy were
modified. While maintaining its distinct
personality, Indian printing has welcomed
worldwide influences in recent decades.
Modern artists create a hybrid art form that
appeals to both domestic and foreign audi-
ences by fusing traditional techniques with
new technologies. As printmakers experi-
ment with the medium’s adaptability,
themes of sustainability, cultural memory,
and cosmopolitanism are becoming more
and more common. Indian printmaking
now offers a vibrant forum for artistic exp-
ression that keeps evolving with the shifting
cultural milieu, standing at the nexus of
tradition and innovation.

Cosmopolitanism promotes intercul-
tural communication, which is consistent
with Indian philosophy’s inclusive attitude.
Through encouraging partnerships and the
sharing of methods, this framework has
enhanced Indian printmaking. Indian print-
makers have contributed distinctive Indian
themes and stories to the global canvas while
also taking inspiration from international
art trends like Surrealism, Cubism and
Abstract Expressionism. The ability of
artistic activities to transcend regional
boundaries and promote communication
between other cultures, traditions and
ideas is referred to as cosmopolitan beha-
vior in art. Cosmopolitanism in art, which
has its roots in the ideas of inclusivity and
global connectivity, honours and integ-
rates local characteristics while celebrating
the common human experience. Printmak-
ing, a medium that naturally encourages
replication, distribution, and cooperation
across cultural and geographic landscapes,
is one example of this behavior.
au-11,30®-21, 2025 (SH-I)
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When Indian painters were exposed
to Western forms and techniques during
the colonial era, cosmopolitanism in art
became increasingly apparent in India. Indian
printmakers were inspired to reimagine
their native stories through a global pers-
pective after being exposed to trends such
as Impressionism, Cubism and Surrealism.
Indian motifs like mandalas, temple sculp-
tures, and folk art patterns infiltrated
worldwide art settings and influenced
global aesthetics, demonstrating that this
interaction was not one-way. Cosmopoli-
tanism in modern contexts is demonstrated
by the embrace of universal themes such
as migration, identity, and environmental
concerns, as well as the integration of
many artistic styles. Indian printmakers
frequently blend contemporary techniques
like photogravure and digital layering with
more conventional approaches like wood-
cuts. This mixture of styles is a reflection
of a deeply ingrained cosmopolitanism
that strikes a balance between embracing
global innovation and preserving local
heritage.

Additionally, cosmopolitan conduct
encourages inclusivity and teamwork. To
foster cross-cultural interaction, Indian
artists now often participate in overseas
residencies, workshops, and exhibitions.
Technology is essential to this process
since it allows for immediate contact, idea
sharing, and the exhibition of art to audi-
ences around the world. As a result, cos-
mopolitan conduct in art fosters a world
where artistic expression flourishes across
national boundaries and cultural silos,
acting as a potent stimulus for innovation.
Indian philosophical concepts are often
reflected in printmakers’ use of symbols
like the lotus (spiritual purity) and the
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mandala (global order). Artists create a
distinctive cosmopolitan aesthetic by fusing
international techniques like screen prin-
ting and photogravure with ancient Indian
techniques like woodcuts.

Printmaking’s fusion of Indian philo-
sophy and cosmopolitanism produces a
singular artistic narrative that unites regional
customs with international discussions.
Indian philosophy’s focus on universalism,
interconnection, and aesthetic experience
fits very well with cosmopolitan ideals,
which support inclusivity and cross-
cultural exchange. This combination can
be explored through printmaking, which
is a versatile and reproducible media that
enables artists to participate in transcu-
Itural discourses and reflect indigenous
values at the same time. Indian printmakers’
themes and compositions represent philo-
sophical ideas such as the non-duality of
Advaita Vedanta. Cosmopolitan ideals, in
which various cultures collaborate to
produce common artistic languages, are
in line with this notion of unity in the face
of diversity. To represent harmony in
multiplicity, Indian printmakers might, for
example, combine contemporary abstract
forms or methods influenced by internatio-
nal art trends like Cubism or Minimalism
with regional symbols like the lotus or
mandala. This interaction is further
reinforced by the idea of rasa, or aesthetic
experience. With the use of rasa theory,
Indian printmakers create works that
arouse universal emotions in viewers
worldwide while maintaining cultural
uniqueness. For instance, the application
of vivid hues and elaborate designs can
arouse emotions that cut over cultural
boundaries, such as happiness (shringara)
or tranquility (shanta). The technical
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components of printmaking are also
influenced by cosmopolitanism. Indian
artists create hybrid forms that represent
their ancestry and global connectivity by
fusing traditional techniques like block
printing and etching with modern inven-
tions like digital manipulation and screen
printing. This combination of methods
reflects the cosmopolitan philosophy of
combining several traditions to produce
something that speaks to everyone.

Essentially, the interaction of cosmo-
politanism and Indian philosophy in
printmaking creates a vibrant conversation
that embraces global ideas while honoring
cultural heritage. It contributes to a more
interwoven global art narrative by positio-
ning Indian printmaking as a vehicle for
philosophical and cultural convergence in
addition to creative expression.

Raja Ravi Varma : Combining Moder-
nity and Tradition :

By experimenting with Western rea-
lism and making ancient topics approa-
chable, Varma’s lithographs democratized
art in India. An important person in Indian
art history, particularly in the development
of printmaking, is Raja Ravi Varma. By
creating images of mythological figures
and situations from Indian epics in large
quantities and making them broadly
accessible and reasonably priced, his use
of lithography transformed the accessi-
bility of art. Traditional Indian storytelling
and the burgeoning modernism of the
colonial era were reconciled by this demo-
cratization of art. Varma’s role as a cultural
mediator is best illustrated by his works,
which combine Western realism with
Indian symbolism. His avant-garde
method paved the way for the cosmopo-
litan integration of Indian printmaking’s
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indigenous themes with international
technology.

Jyoti Bhatt : Contemporary Printmak-
ing and Folk Traditions :

Through the integration of contem-
porary techniques with folk elements,
Bhatt’s art preserves indigenous traditions
within a global context. The interaction
between India’s rich folk traditions and the
contemporary sensibilities of printmaking
is profoundly explored in Jyoti Bhatt’s
work. Bhatt, a member of the Baroda
School, recorded and integrated themes
from tribal and rural art styles such as
Madhubani, Warli art and Pithora paintings.
His works show a continuous conversation
between modern aesthetics and old crafts-
manship. By combining contemporary
methods with native visual languages,
Bhatt preserves cultural heritage while
advancing the medium through his use of
screen printing and photograms. His work
demonstrates how, in a quickly moderni-
zing world, printmaking may act as a
storehouse for cultural memory.

Anupam Sud : Contemporary Social
Commentary :

In order to address topics such as
gender and identity, Sud uses printing,
which reflects both international human
rights concerns and Indian social stan-
dards. The work of Anupam Sud offers a
sharp, analytical critique of social conven-
tions and is firmly grounded in modern
social and psychological themes. Her
etchings, which tackle topics like gender
roles, identity, and existential challenges,
are renowned for their meticulous detail
and monochromatic intensity. Sud
frequently contrasts the universal with the
personal in his writings, which speaks to
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both Indian intellectual reflection and
universal human issues. She creates stories
that represent an international worldview
by combining contemporary subjects with
old techniques, such as intaglio printing.
Her work positions her as a significant
figure in modern Indian printmaking by
engaging with wider socio-political debates
in addition to making commentary on
personal experiences.

By interacting with international
movements and utilizing their cultural and
philosophical legacy, Indian printmakers
have shaped printmaking into a dynamic
and ever-evolving art medium, as these
case studies demonstrate. Printmaking has
been transformed by digital tools, which
allow for more complex designs and grea-
ter distribution. A cosmopolitan printing
community has been fostered by the
internet’s ability to promote international
collaboration. Printmaking has seen signi-
ficant change as a result of technology,
which has increased its potential as a
global art form. Technology bridges geo-
graphical and cultural gaps by bringing
new tools and platforms that allow artists
to create, collaborate, and reach audiences
throughout the world. Artists can now
experiment with complex patterns, layer-
ing techniques, and fine detailing that
were previously impossible with traditio-
nal methods thanks to digital developments
such as software like Adobe Illustrator and
Procreate. A global attitude of combining
cultural influences is reflected in these
instruments, which also make it possible
to integrate many styles and motifs.

The introduction of digital printing
has increased the medium’s adaptability
and made it easier to duplicate and alter
prints. Nowadays, artists can create hybrid
IEE-AH
ISSN : 2349-137X

_@_

works that appeal to both local traditions
and international aesthetics by fusing
traditional techniques, such woodcuts or
etching, with digital advancements. Fur-
thermore, new printmaking possibilities
have been made possible by 3D printing
and laser etching, which allow for tactile
and sculpture-based experiments that
complement current aesthetic trends.

Additionally, technology is essential
for promoting international cooperation.
Printmakers may share their work with a
global audience, take part in virtual exhi-
bitions, and have cross-cultural conversa-
tions through websites like Behance,
Instagram, and Etsy. Artists from a variety
of backgrounds can share ideas and
methods through virtual workshops and
residencies, which enhances their creative
processes. Furthermore, by lowering
prices and making the equipment more
affordable for up-and-coming artists, tech-
nological advancements have democra-
tized access to printmaking. Regardless of
where they live, artists can contribute to
global narratives thanks to this openness,
which is consistent with the universal
values of cosmopolitanism. Fundamen-
tally, technology serves as a link between
the past and the present, strengthening
printmaking’s capacity to represent global
ideals. It guarantees that printmaking will
continue to be a vibrant medium of cross-
cultural interaction and international arti-
stic discourse by encouraging creativity,
cooperation, and accessibility.

Nowadays, a lot of Indian printmakers
use environmentally friendly materials and
methods, which is consistent with the idea
of harmony with nature. In contemporary
Indian printmaking, sustainability has
become a central issue, mirroring a global
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trend toward environmentally sensitive
artistic practices. To lessen their influence
on the environment, Indian printmakers
are increasingly using sustainable mate-
rials including organic inks, biodegradable
equipment, and handcrafted recycled
paper. This is consistent with traditional
Indian philosophies, which place a strong
emphasis on ethical duty and harmony
with nature. Prints serve as a vehicle for
both artistic expression and a call to action
as artists integrate themes of ecological
interconnectedness, climate change, and
environmental conservation into their
creations. This relationship between sus-
tainability and cultural history is further
reinforced by the resurgence of low-impact,
traditional methods like block printing and
etching using natural dyes. Indian print-
makers respect their philosophical and
cultural heritage while adding to the global
conversation on sustainability by incorpo-
rating eco-friendly techniques.

Digital platforms emphasize cosmo-
politan inclusivity by facilitating creative
expression and increasing access to a
worldwide audience. In Indian art, digital
printmaking is a groundbreaking move-
ment that provides previously unheard-
of opportunities for experimentation and
innovation. Artists are pushing the limits
of traditional printmaking by utilizing
technologies like digital layering, photo
manipulation and 3D printing to produce
works that combine craft and invention,
as well as realism and abstraction. More
accuracy, scalability and experimentation
with textures, colors and forms are made
possible by digital tools. This has demo-
cratized printmaking and broadened its
technical scope, allowing up-and-coming
artists to experiment with it without need-
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ing a large physical infrastructure. Digital
platforms have also made it easier for
Indian printmaking to be shared around
the world. Artists can participate in colla-
borative projects, exhibit their work glo-
bally, and get inspiration from a variety
of artistic traditions thanks to social media
and online galleries. The combination of
modern digital processes with traditional
Indian motifs represents the changing
character of Indian printmaking, which
appeals to a global audience by fusing
tradition with innovation. When taken
as a whole, these developments preserve
the profound cultural resonance of modern
Indian printmaking while establishing it
as a progressive, internationally relevant
art form.

Printmaking has been enhanced by
the fusion of Indian philosophy and cos-
mopolitan practices, which has created
a conversation that cuts beyond national
and cultural divides. By fusing traditio-
nal knowledge with contemporary met-
hods, Indian printmakers are still adding
to the world’s artistic heritage.
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Abstract :

Miniature painting, a gem in India’s artistic legacy is admired for its intricate
detail, cultural significance, enduring charm and above all- its timeless appeal. With
origins tracing back to the 11" century Pala period in Eastern India, Miniature painting
has evolved through various cultural influences, including Mughal, Rajput, Deccan,
Pahari, and Punjab Plains. These early works laid the foundation for a tradition that
would grow and evolve through various cultural influences over the centuries. In
fifteenth century, during the Mughal era, the establishment of karkhanas marked a
significant advancement in artistic techniques and narratives. In 16" century, different
regional schools of Rajput painting began to flourish. The late 18th and early 19th
centuries witnessed Lahore flourishing as a vibrant center in Miniature painting.
However, the decline of this art form followed Independence in 1947. This paper will
focus Contemporary Women artist, Amna Walayat who aimed to blend traditional
techniques with modern themes and expressions. Combining her deep understanding
of traditional Miniature techniques with her critical engagement with modern social
issues, her work challenges both the aesthetic and beyond the ideological boundaries
of the art world.

Keywords :

Principles, Shadanga, Karkhana, Contemporary Miniature painting,
Beyond boundaries.

Indian Miniature painting is a traditio-
nal style of painting that has been an essen-
tial part of South Asia’s cultural history
for centuries. These paintings are small-
scale artworks, admired for their exquisite
detailing, including intricate patterns, deli-
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cate and lyrical lines, and precise brushwork.
It is a meditative process that requires
incredibly delicate strokes and expertise
in blending colors. From the Illuminated
Manuscripts of the Pala’ period to the
Rajput’ and Mughal® courts, Miniature
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painting has undergone various transfor-
mations, reflecting the socio-political and
religious dynamics of the subcontinent.
The Palas (11th century) in Eastern India
produced Illuminated Manuscripts, often
focusing on Buddhist themes, such as
Ashtasahasrika Prajnaparamita. These
early works were characterized by earthy
colours and religious iconography. Similarly,
Jain Manuscript* paintings, which flouri-
shed in Jain Bhandar in Gujarat, followed
a manuscript format but depicted Jain
Tirthankaras® and religious figures like
those from the Kalkacharya Katha®, using
bold colors and intricate detailing. With
the introduction of paper in the 14th
century, a shift occurred in the production
of manuscripts.

During the Lodhi period’” (1451-
1526), the Sultanate school of Manuscript
painting emerged, signifying a stylistic
evolution in Indian painting. When Babur
founded the Mughal Empire in India in
1526, he initiated a rich cultural exchange
between Central Asia and the Indian
subcontinent. The arrival of Persian artists
like Mir Sayyed Ali and Abdus Samad
during Humayun’s reign marked a turning
point in Mughal art. He established a
karkhana, where he commissioned these
Persian artists to train Indian artists and
produce the finest aspects of Persian and
Indian artistic traditions. Under Mughal
rule, the establishment of karkhanas®
(Royal Workshops) at the imperial courts
initiated a new phase in the evolution of
Indian painting. The Mughal Miniature
painting tradition, deeply influenced by
Persian art, achieved a level of sophistica-
tion and detail that had not been seen
before. It introduced realistic portraiture,
historical scenes and courtly life, combin-
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ing fine lines, rich colours, and intricate
patterns. Despite their refinement, many
Mughal Miniatures remained unsigned,
reflective of the collective nature of work-
shops in royal courts. During the 14th cen-
tury Mughal era, Emperor Akbar relocated
his court and artisans to Lahore, transfor-
ming the city into a thriving hub of artistic
and cultural activity, paving the way for
the evolution of painting styles in the
region’. Under Akbar’s patronage, Lahore
was not only the heart of imperial archi-
tecture, murals and artistic creation but
also a crucible for the development of the
art of Miniature painting. Rajput painting,
prominent in the 16th century, primarily
focused on Hindu Epics, Mythology, and
the daily lives of the common people.
These paintings, rich in detail and colour,
showcased a vibrant visual culture that
reflected regional styles. While the Mughal
and Rajput painting styles began to decline
by the late 18th century, the Punjab Hill
States saw the flourishing of the Pahari
Miniature painting tradition, marked by
its varied colour schemes, styles and deli-
cate depictions of religious themes!®. Sikh
Miniature paintings also gained promi-
nence, offering unique representations of
Sikh culture and history!!.

In the late 18th and early 19th centu-
ries, when Maharaja Ranjit Singh'? ascen-
ded to power in Lahore, he recognized the
importance of art in shaping his empire’s
identity. Ranjit Singh’s 48 year rule is
often regarded as a golden era for Punjab,
marked by peace, prosperity, and a flouri-
shing of the arts. This period gave rise to
what is now known as the Lahore School
of Miniatures or the Miniatures of the
Lahore Darbar. Initially named ‘Darbar
Khalsa’, the Institution was later renamed
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Lahore Darbar to reflect the secular nature
of Ranjit Singh’s court. Paintings created
in Lahore, modern-day Pakistan, provides
testament of the city’s rich history and its
shifting political dynamics. Faqir Aijazu-
ddin'3 was a prominent figure in the court
of Maharaja Ranjit Singh, serving as a
physician, linguist, diplomat, and foreign
minister during the Sikh Empire. He remai-
ned a close and trusted advisor to the
Mabharaja, playing an instrumental role in
the diplomatic and political engage-ments
of the empire. Today, his legacy is preser-
ved through Fakir Khana, a private museum
in Lahore. It holds a vast collection of art
and artifacts from the Sikh Empire, inclu-
ding Mughal and Sikh miniatures, manu-
scripts and the Fakir family’s personal
items.

Following India’s independence in
1947, Miniature painting experienced a
decline as modernist movements in art
gained momentum. However, despite this
shift, some dedicated artists have commi-
tted themselves to preserving and evolving
this art form, blending tradition with inno-
vation. The revival of Miniature painting
in the 20" century, particularly through the
Contemporary Miniature can be traced in
India and Pakistan, that too specifically
the Miniature Department at the National
College of Arts of Lahore!, Pakistan.
Artists such as Shahzia Sikander, Nilima
Sheikh, Nusra Latif Qureshi, Saira Wasim,
Talha Rathore, Sumaira Tazeen and Meh-
reen Murtaza have made significant cont-
ributions to this movement. This new
group of new age contemporary artists was
an attempt to revive the dying art. One
such artist is Amna Walayat, who stands
at the forefront of this intersection of Indian
Miniature art, female empowerment, and
feminist critique.
IEE-AH
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Born in Rawalpindi, Pakistan, in
1979, Amna Walayat was introduced to
art by her mother, an art teacher. Though
she initially pursued medical school to
fulfill her parents’ wishes, her passion for
art led her to shift focus. She earned an
M.A. in Fine Arts from Punjab University,
Lahore, in 2002, and later contributed to
the National Art Gallery and Alhamra Arts
Council. After moving to the UK in 2007,
she eventually settled in Cork, Ireland,
where she established herself as a promi-
nent visual artist, particularly through her
unique reinterpretation of traditional Mini-
ature painting, blending it with contempo-
rary themes. In 2015, she completed her
post-graduation in Modern and Contem-
porary Art History, Theory, and Criticism
from University College Cork and has
since showcased her work in numerous
galleries and institutions across Ireland.
She is actively involved with several arts
organizations and is currently the Creative
Producer in residence with Cork County
Council."® Her extensive educational back-
ground, combined with diverse experiences
across different cultures and locations, has
provided her with a strong foundation in
both historical art forms and contemporary
theory.

Amna Walayat’s commitment to tradi-
tional Miniature painting techniques is a
key aspect of her work. Like Miniature
artists, she crafts her own brushes from
squirrel tail hair and often creates her own
colors from organic and natural resources.
Her use of materials like tea and coffee
washes, Gum Arabic, honey, gold, silver,
Lapis Lazuli, Malachite and Azurite stone
enriches her work with a tactile connection
to historical practices. Not only does she
draws on the rich tradition of Mughal
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Miniature painting but also explores new
materials and techniques, expanding her
practice into sculpture and installation art.
This allows her to move beyond the limits
of two-dimensional painting, creating
multi-layered experiences that engage
space, texture and form. By employing
these traditional methods, she connects her
contemporary feminist critiques to the
long lineage of Miniature painting, bridg-
ing the gap between past and present.

Amna Walayat approaches painting as
a form of language, one that surpasses the
limitations of text and speech. Her current
practice, rooted in traditional and neo-
Indo-Persian Miniature painting, reflects
her hybrid cultural experiences and her
identity as a migrant artist. Amna Wala-
yat’s art critiques societal control over
women’s bodies and actions, offering visual
resistance to these oppressive forces. Her
work aligns with feminist traditions, chall-
enging patriarchal systems and amplifying
marginalized voices. Inspired by Persian
poetry’s spiritual and metaphorical langu-
age, she comments on gendered expecta-
tions across cultures.

Half-length portrait depicting a woman’s
journey from her birthplace in Pakistan to
Ireland, which is metaphorically portrayed
by the chameleon, a creature known for
its ability to change colors, symbolizing
adaptation and transition. She holds two
passports, one with a maroon cover and
the other with a green cover. The former
indicates the artist’s connection with Ire-
land and the latter her Pakistani heritage.
The chameleon resting on her right hand,
spotted with maroon and green suggests
that she identifies with the act of camou-
flage, symbolizing her ability to navigate
and adapt to new cultural landscapes. The
IEE-AH
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transparent hijab she wears not only
reflects her Pakistani heritage but also
suggests transparency and openness in
embracing her roots. This painting is a
representation of dynamic interplay bet-
ween heritage and contemporary life.
(Plate 1)

In this painting, on the left, the artist
is portrayed holding a padlock and a
ribbon, and a bare glimpse of the Irish
landscape through a window. The padlock,
ribbon and her taped mouth suggests
barriers or restrictions. The stacked suit-
cases, though just out of frame, symbolize
the bridal dowry and the baggage, both
physical and emotional that the artist
brought with her to Europe, signifying her
personal journey and the complexities of
migration. In another, adjacent work, A
filament of golden wire runs between the
central figure’s fingers, ensnaring the
body, interweaving with a bridal veil. This
imagery evokes the entwined nature of
tradition, identity, and transformation. The
work’s subtitle, “building a home with
thread,” reflects the challenges and intrica-
cies of establishing a new life in a foreign
land, where threads of past and present,
heritage and adaptation, intertwine to
create an array of experiences and emo-
tions. (Plate 2)

Abhisarika, the mirror image, portra-
yed with lyrical lines, serves as a metaphor
for introspection and self-reflection, reve-
aling the inner thoughts and emotions of
the artist. The depiction of a lion and deer
engaged in a fight symbolizes power over
weakness. Abhisarika is known to defy all
the difficulties that comes her way. Addi-
tionally, the representation of nature repre-
sents the connection between the natural
world and human experiences. (Plate 3)
F-11,3/F-21, 2025 (SHRI-I)
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This self-portrait depicts a woman wea-
ring a moustache, symbolizing the concept
of female equality and challenging traditio-
nal gender stereotypes. The woman is shown
holding a needle, which serves as a meta-
phor for sewing her own future and repre-
sents how women often hold everything
together in their lives. Amna Walayat’s
monochromatic portrait captures a power-
ful message about female empowerment
and resilience. (Plate 4)

Amna Walayat represents the stru-
ggles and challenges faced by women in
society. The pregnant woman with her hair
tied in a knot symbolizes the societal res-
trictions and limitations imposed on women.
Her hand holding a lotus connected to her
umbilical cord signifies growth, fertility,
and the potential for new life, however,
the band of thorns above her head repre-
sents the hardships she faces. The necklace
worn by the woman, depicting a female
figure being chased by a male figure, sym-
bolizes the evils and threats that women
encounter in society. These elements colle-
ctively pain and obstacles experienced by
women during pregnancy and throughout
their lives. According to Islamic tradition
when a woman becomes pregnant, a para-
dise opens automatically under her feet.'®
However, women and children often
become victims of a “culture of shame”,
with murder, exploitation and related
violence common throughout the world.
This painting draws western influence on
the narrative of the fall of Adam and Eve!’
and their expulsion from the Garden of
Eden' to consider cultures of shame in a
contemporary moment. (Plate 5)

Amna Walayat’s work is a significant
contribution to the ongoing dialogue
around the preservation and evolution of
EE-eh
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traditional art forms, particularly Indian
and Persian Miniature painting. Her art is
not just a reflection of her personal expe-
riences but a powerful commentary on the
societal mechanisms. Her relocation to the
West has not diminished her connection
to her cultural traditions. Despite being in
a different geographical context, she
continues to uphold and promote traditi-
onal art forms. This fusion allows Walayat
to address the role of tradition in modern
art and the ways in which historically mar-
ginalized voices can reclaim and reshape
those traditions. Her ability to push the
boundaries of Miniature painting while
remaining rooted in its techniques and
materials highlights her role as both a
preserver and innovator of this ancient art
form. Her feminist vision goes beyond
appraisal; it envisions a world where
women are the creators of their own narra-
tives, actively shaping history and culture
rather than being defined by them.
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Abstract :

The article explores the transformative role of visual aesthetics in cinema and its
interconnection with literary studies, particularly within postmodernism. It examines
cinema s interdisciplinary evolution, integrating techniques from anthropology, sociology,
psychology, and linguistics. Drawing from W.J.T. Mitchell’s taxonomy of images and
the “Golden Section” principle, it analyzes how cinematic visuals parallel literary
devices, especially in representing imagery. Discussion extends from Félix Trutat’s Nude
Girl on a Panther Skin (1844) to feminist cinema theory, ecological cinema, subaltern
perspectives, and Marxist critiques, illustrating cinema s critique of societal and gender
dynamics. Through textual examples like poetic imagery and literary excerpts, the article
highlights selection and arrangement as essential in creating impactful visuals. Key
cinematic techniques, including continuity, camera angles, and composition, are explored
for their narrative significance. The evolution of aesthetics from the silent film era’s
montage to contemporary advancements in angles, lighting, and focus is traced, with
references to Mark Currie’s (1998) insights on camera movement and its parallels with
literary “stream of consciousness.” Emphasizing cinema s ability to evoke introspection
and universal resonance, the article underscores its dynamic nature in merging tangible
visuals with conceptual storytelling, continually shaping art’s aesthetic and emotional
dimensions across genres and eras.

Keywords :

Visual Aesthetics, Cinematic Imagery, Canvas, Cinema Theory, Interdisciplinary

. Narratives.
Introduction :

The discussion on the visual aesthetics  uniquely suited to analyzing the imagery
of cinema has grown into a significantarea  found in literature. Concepts like camera
influencing literary studies in the post- angles and perspectives have become
modern era. The visuals in cinema are central topics in this discourse. The
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Feminist perspective, for example, has
been an area of early exploration in cinema
studies. The 1844 painting Nude Girl on
a Panther Skin by French artist Félix
Trutat (1824-1848) exemplifies this influ-
ence. It vividly depicts the Male Gaze,
showing a nude woman being observed
by a man whose face appears in the back-
ground, partially obscured in shadows.
The painting sparks conversations about
the power dynamics of gender as repre-
sented in visual media. Such analyses have
evolved into streams like Feminist cinema
theory, ecological cinema theory, subaltern
cinematic perspectives and Marxist
critiques.

In other words, cinema studies have
increasingly drawn on disciplines like
anthropology, sociology, and psychology.
These methodologies emphasize interdis-
ciplinary approaches, which shift focus
from pure cinematic aesthetics to contex-
tual analysis connecting cinema to broader
frameworks. For a long time, most cinema
scholars did not perceive film as a literary
form. Initially, cinema was examined as a
technology-based art form. Though early
discussions incorporated psychological
insights, it was only later that fields like
linguistics and structuralism integrated
with cinema studies. However, it was with
postmodernism that cinema and its visual
aspects became indispensable components
of literary studies. “Cinema’s visual langu-
age transforms static imagery into a dynamic
narrative, guiding the audience to think,
feel, and perceive beyond the frame”
(Muraleekrishna, 2006).

As cinema began to be interpreted
through intertextual readings, its stylistic
and visual techniques were examined
alongside literary devices, as in the critical
IEE-AH
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study of Bhasha Bhushanam (a text on
ornamentation). This provided a fresh
perspective on cinematic aesthetics and
their connection to literature. The focus has
shifted to understanding how cinema influ-
ences life and art. Genres and their opera-
tional methods come together to form this
overarching discourse.

Cinema is not confined to a singular
aesthetic; it incorporates elements like
visuals, sound, music, dance, physicality,
and poetry, blending them into its narrative
framework. It also opens doors for explo-
rations into history, psychology, society,
science, rationality, family, individualism,
politics, globalization, and nationalism.
“The aesthetic beauty of cinema lies in its
ability to blend visuals, sound and emo-
tions, creating an immersive storytelling
experience” (Monaco, 2000). This diver-
sity is reflected in critical and academic
studies of cinema’s influence. Scholars
now focus on how cinema shapes and is
shaped by complementary perspectives,
emphasizing the possibilities of such
integration.

Aesthetic analysis of visuals is a comp-
lex, multilayered pursuit. Aesthetics,
rooted in sensory perception, often eschews
fixed experiences, leading to dynamic
interpretations. The examination of artistic
aesthetics depends on processes like
“selection” and “arrangement.” These pro-
cesses enhance the strength and clarity of
expression in poetry, stories, or novels. For
example:

“Eyes clouded with smoke fill
with tears,

Ash flakes entangled in flying

strands of hair,
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Soot smudges the nose wiped with
a palm,

Dirt and sweat mingle below
slouched shoulders,

Three-inch-long gashes mar the
skin,

Sweat stains blackened the torn
blouse between your sides.”

(Shantha,1995)

In these lines, images like “eyes clouded
with smoke,” “ash flakes,” “smudges of
soot” and “three-inch-long gashes” are
crafted through a deliberate choice of
words that align seamlessly with the
narrative’s tone. If alternative words were
used, they might not suit the context as
well. The poet effectively conveys to the
reader that these words are the most
fitting, making the selection meaningful.
The detailed imagery shifts from mere
explanation to heightened precision and
subtlety. This visual organization defines
the poem’s beauty. The arrangement of
words draws the reader into a poetic expe-
rience while engaging with their intrinsic
meanings. “In cinema, the continuity of
visuals is not just about sequence but
about crafting a seamless narrative that
resonates with the viewer’s emotions”
(Nichols, 1993).

Such intricacies also apply to studies
of the visual medium. Words’ external and
internal forms are crucial discussion points
here. Visual studies often echo this dyna-
mic, reminding us of external observations
and touching upon deeper internal mean-
ings. Narratives thus intertwine external
events with internal resonance, offering
profound layers of understanding. When
taking a novel as an example, similar chara-
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cteristics are integrated, albeit with a more
direct form of elaboration. Consider this
excerpt:

“Sitting on a bench there, Ravi
tried to absorb the scenery of
Koomenkaavu. Koomenkaavangadi
consisted of four or five stacks of
hay placed on teak twigs scatte-
red on the ground. At the end of
the path was a small clearing,
surrounded by these stacks of
hay. Behind them were huts lost
amidst clusters of plantains and
scrub forests. Above them all, like
sturdy old men standing tall, were
the sprawling jackfruit trees,
their blue-veined, broad shades
stretching out.”
(Shantha,1995)

Here, the aesthetic is created through
the choice of words:

tried to absorb the scenery,
teak twigs scattered on the ground,

huts lost amidst clusters of plan-
tains and scrub forests,

like sturdy old men standing tall,
the sprawling jackfruit trees,

blue-veined, broad shades.
(Vijayan, 1990)
The novelist’s deliberate effort to craft
the surroundings forms the beauty of this
passage. These descriptions, functioning
as literary imagery, deliver an elegance
and sweetness to the reader, akin to what
poets achieve through their verses. The
profound visual experience conveyed to
the reader facilitates both emotional
engagement and nuanced appreciation,
making the aesthetic experience actively
effective. Consider another example:
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“Across the sky, the horizons, and
the intergalactic realms, reverbera-
ting and scorching the universe,
echoed Kunti’s voice. At that
moment, Draupadi saw the blue
moon in the sky turn red. She also
saw thin veins of clouds bursting,
their streams thick with blood,
flowing and filling the celestial
pathways. From the jagged rocks,
flames shot upwards toward the
sky. She felt an intense urge to cry
out from the depths of her being.”

(Balakrishnan, 2010)

In this excerpt, the colors-blue and
red-dominate the imagery. The narrative’s
background of internal conflict, moral
dilemmas, and memories transforms
words into vivid and magnificent visual
landscapes. When visual elements are
deeply understood and appreciated, they
engage most effectively. As mentioned
earlier, selection and arrangement are
crucial. To represent a specific context or
action, precise words and their mutual
alignment are indispensable. This align-
ment can occur in two forms: harmonious
and contrasting. The meanings derived
from harmonious sentence structures and
those constructed through contrasts both
contribute to the narrative. Narratives
come to life through structures (narrative
components) that shape the context and
distinguish elements within it. When
narrative components work together to
project contextually appropriate meanings,
the narrative is realized. More than the
events themselves, it is the elements that
help construct the emotional depth of the
events that matter.

These narrative components operate
on both vertical and horizontal planes. The
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vertical plane adds depth by anchoring
itself to the event and achieving a new
dimension, while the horizontal plane tar-
gets the reader’s understanding and enjoy-
ment. In essence, writing and reception are
interdependent processes. Both the writer
and the reader share equal responsibility
in this process. The writer considers the
reception and the reader reflects on the
creation, manifesting mutual comprehen-
sion and interaction.

Unique Elements in Cinema :

In cinema, it is evident that visuals
highlight the aesthetic beauty of words and
articulate the emotions they convey. The
continuity of visuals holds the viewer’s
attention as they transition seamlessly
from one to the next. The projection of
meaning in these visuals is shaped by
elements like angles, types of shots, and
the components of sequences. From these
elements, viewers derive the overall
meaning that aligns with the narrative of
the story. “The essence of cinematic aes-
thetics is rooted in the deliberate selection
and arrangement of visuals, mirroring the
poetic precision of literature” (Kadamma-
nitta, 1995).

What truly communicates with the
audience is not the images seen on the
screen but rather what the visuals direct
them to interpret or observe. In essence,
visuals guide the audience on what to read
or perceive. This means that cinematic
imagery influences the viewer’s perspective.
It is a progression from visuals to thoughts
and from thoughts to words. The subtleties
and variations in this progression determine
whether a film resonates with viewers as
engaging or fails to connect. “The camera’s
movement transforms ordinary perspectives
into extraordinary experiences, merging
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perception with creativity in the cinematic
realm” (Jithesh, 2017).

This transactional process encompasses
all physical and spiritual contemplation.
Cinema presents an aesthetic experience
intertwined with possibilities that can be
constructed from personal experiences.
Instead of merely showcasing what is
directly visible, cinema provides cues that
encourage viewers to relate it to their own
lives. It enables individuals to identify
themselves within the narrative and moves
them toward personal levels of understan-
ding and interpretation.

Visual Language Constructed by the
Camera :

The connection between visuals and
thought has been evident since prehistoric
times. In the process of communication,
not just language but also body move-
ments and images play a vital role. Cave
paintings, which predate written scripts,
are proof of this. These images serve both
physical and internal purposes in commu-
nication. They not only convey direct
information but also express the forms and
concepts that arise in the mind. It is clear
that the movements they generate in the
brain are more significant than the stillness
of letters or pictures. There exists a dyna-
mic world of thought beyond words, and
cinema seeks to articulate this realm. This
can be achieved in two ways: through the
movement within the frame (character
actions) and by moving the visuals along
with the frame (camera movement).
Together, these elements form the visual
language of cinema.

Visual language is not simply created
by assembling a series of images. Instead,
it is constructed by arranging a sequence
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of interconnected visuals in a meaningful
way. This arrangement is referred to as
composition in cinema, where the visuals
are crafted to be both aesthetically and
narratively effective. The concept of visual
representation has its roots in the deep
reflections of ancient sculptors and pain-
ters. They realized that attention does not
naturally focus on the center of a frame
but rather on specific points. For instance,
dividing a rectangular frame into thirds
vertically and horizontally creates inter-
secting points that draw greater attention.
Leonardo da Vinci (1452-1519) referred
to this as the “Golden Section.” This is
essentially the brain’s natural reaction to
visual stimuli. Da Vinci introduced this
idea to painting under the name “Divine
Proportion.”

In cinematic visuals, objects are often
arranged in alignment with these princi-
ples. Ignoring such phenomena makes it
challenging to achieve a distinctive visual
language. These arrangements guide the
viewer’s gaze, inspire brain activity in
aesthetically pleasing ways, and enhance
the overall visual experience. This propor-
tion aids in crafting a more captivating and
harmonious viewing experience. It has
been emphasized that every object inclu-
ded in a visual must have a relationship
with the others. Along with this inter-
relationship, the objects in the visuals must
also maintain continuity. When presenting
each event, the objects and characters
included should maintain consistency,
even as angles change or shots vary. Even
minor discrepancies can disrupt the conti-
nuity of a visual, creating an impression
of artificiality rather than realism. When
continuity between different visuals is
preserved, scenes align cohesively. This
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alignment allows the visuals to communi-
cate effectively as a narrative. This concept
is referred to as continuity.

The framework for storytelling in
cinema is developed based on a clear
understanding of what needs to be trans-
formed into visuals. Shots, sequences, and
scenes evolve as elements that help trans-
late visuals into narrative dimensions. The
camera’s angle plays a critical role in deci-
ding where the perspective should origi-
nate. The presentation and editing of
visuals ensure that the audience’s attention
is directed to the most important areas of
the frame. This process completes the
visual language. Consequently, the concept
of visuals in cinema can be seen as an
evolution rooted in the principles of pain-
ting. Various techniques elevate visuals to
a three-dimensional level, taking them
beyond mere representation. For instance,
realism focuses on direct representation
and communication, while movements
like cubism or symbolism provide an
alternative layer to visual experience.
They shift the perception of visuals into a
higher dimension by transcending imme-
diate representation and delving into
conceptual realms.

To explore how the camera approa-
ches visuals, let’s examine a specific
method: the downward movement of the
camera from a high angle. This approach
ensures that the audience’s attention is
directed to specific details while creating
a sense of immersive observation. When
evaluating such a downward perspective,
it becomes a dynamic, self-contained
experience-crafted intentionally to shape
how the audience perceives and feels the
scene. Mark Currie (1998) evaluates this
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phenomenon, noting that the camera’s
movement naturally facilitates this immer-
sive viewing experience. It bridges the
realms of perception and creativity, enab-
ling viewers to differentiate and simul-
taneously evaluate the physical world and
the imagined world. “From prehistoric
cave paintings to modern cinema, visuals
have been the cornerstone of human comm-
unication, transcending the limitations of
words” (Currie, 1998).

In literature, a similar tradition exists
for portraying the inner world-mental and
emotional layers-through characters rather
than merely describing the external world.
This approach is known as stream of
consciousness. Such narratives bridged
the gap between modernism and the
Renaissance, offering an evolved form of
expression. When transitioning to the
domain of visuals, audiences attempt to
identify the epistemological context and
function of the imagery. Such interpre-
tations, linked to social perspectives,
transform visuals into metaphors. This
represents the higher plane of visual
language. It moves beyond the tangible
universe depicted through visuals, offer-
ing an objective and dynamic perception
of an alternate reality.

Visual Aesthetics in Cinema :

W.J.T. Mitchell (1942) identifies five
types of images: graphic, perceptual,
optical, mental and verbal. These catego-
ries help understand how visuals interact
with the audience on fundamental levels.
When discussing visual communication,
the significance of these types cannot be
overlooked. When projecting an image
onto the basic level of a frame, it becomes
possible to shift the perspective to various
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points and angles. “By using techniques
like montage and continuity, early cinema
explored the potential of visuals to
communicate complex ideas without the
need for words” (Nichols, 1993). Gene-
rally, focus tends to be uniform, but when
visuals are incorporated into a frame, the
focus shifts. It moves to different visual
planes, such as the objects within the
frame, the foreground, the mid-ground, or
the background. Transforming an ordinary
perspective into a visually dimensional
one can create a more engaging and enjo-
yable experience.

Films that stand the test of time often
emphasize visual aesthetics. By presenting
unique experiences or interpretations
through visual design, films can transcend
limitations and offer profound sensory
experiences. The advent of sound in films
marked a significant transformation dur-
ing the era of silent cinema. This technical
innovation led to widespread discussions
about the evolution of visuals. In the early
stages, the aesthetic potential of montage
was explored, emphasizing visual aesthe-
tics in cinema. This period evaluated editing
not just as a means of adding meaning but
also as a way to elevate visuals to a third
dimension. “Cinema’s visual aesthetics
reveal a narrative fluidity that encourages
audiences to see themselves within the
story, fostering profound personal connec-
tions” (Monaco, 2000). Later, as sound
and other techniques were incorporated,
filmmakers began exploring additional
storytelling possibilities more seamlessly.
However, as photography and videography
advanced into newer technologies, there
is no doubt that the focus on and interest
in visuals and visual aesthetics will
continue to develop further.
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Conclusion :

The selection and arrangement of
words play a pivotal role in transforming
a literary work into profound and complex
layers of meaning. Similarly, the careful
selection and arrangement of visuals in
cinema are what lend distinct meaning and
aesthetic value to its visual language. From
the beginnings of painting to the present,
art in every era has communicated by
focusing on visual characteristics. Often,
this has led to effective models being
shaped in accordance with advancements
in technology. In cinema, significant prog-
ress has been made in elements such as
angles, focus and lighting. These advance-
ments have gone beyond merely creating
emotional intensity and atmosphere; they
have uncovered new possibilities and
brought notable transformations through
unique structures.

Narrative, however, is not just about
presenting events in a sequence; it is about
communicating effectively and meaning-
fully. When the visuals in cinema help
transcend linguistic boundaries, they enable
the language of literature to expand visual
characteristics based on the reader’s imagi-
nation and personal experiences. There-
fore, visual elements in literature tend to
be more introspective than those in cinema.
Across all genres, whether in literature or
film, the importance of visual aesthetics
is evident. Consequently, every era intro-
duces and experiments with new metho-
dologies. These experiments are consis-
tently shaped by the interplay between
evolving social, cultural, and historical
perspectives and technological innova-
tions. It is not difficult to find examples
that demonstrate that these transforma-
tions are rooted in visual characteristics.
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As art and literature transition into
modern avenues, movements adapt to and
evaluate these changes, often adopting
approaches that, while different, develop
as a continuation of previous experiences.
These continuities address the ambiguities
of the new. Hence, it can be concluded that
fundamental narrative structures do not
change but instead evolve at each stage by
incorporating visual characteristics.
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Abstract :

Indian Writing in English (IWE) has emerged as a vibrant platform for showcasing
the depth and diversity of Indian art and culture. This study explores how Indian
authors, writing in English, bridge the gap between tradition and modernity, offering
nuanced insights into the country s cultural ethos. By examining seminal literary works
and recurring themes, the research highlights the ways in which these writers capture
the complexities of India’s heritage while engaging with global literary landscapes.
The article underscores the dual role of IWE as both a preserver of traditional values
and a medium for cultural reinvention, reflecting India’s dynamic evolution. Through
an in-depth analysis, the study sheds light on how IWE contributes to a global
appreciation of Indian identity, fostering cross-cultural dialogue and understanding.
Key themes include cultural hybridity, identity, tradition, modernity, and globalization.
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Introduction :

literary landscape, offering narratives that
reflect India’s artistic and cultural ethos.

Indian Writing in English has emer-
ged as a powerful vehicle for expressing

the multifaceted dimensions of Indian art
and culture. Rooted in a history of colonial
encounter and postcolonial resurgence,
IWE straddles the line between traditional
Indian values and the forces of moderni-
zation. Writers such as Rabindranath
Tagore, R.K. Narayan, Salman Rushdie,
and Arundhati Roy have enriched the
IES-Alh
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This paper explores the ways in which
IWE encapsulates the themes of art and
culture, analyzing its representation of
traditional practices, modern adaptations,
and the tension between the two. It also
evaluates the global impact of these works
in promoting a nuanced understanding of
Indian identity.
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The Representation of Tradition in
IWE :

Indian culture, deeply rooted in tradi-
tions, finds its vivid representation in Indian
Writing in English (IWE). Authors often
weave myths, rituals and classical art forms
into their narratives, thereby showcasing
the richness of India’s cultural heritage.
For instance, R.K. Narayan’s The Guide
(1958) [1] explores the transformation of
Raju, a tourist guide, into a spiritual figure,
highlighting the enduring influence of
traditional beliefs and practices. The novel
portrays the intersection of human aspira-
tions with cultural norms, emphasizing the
relevance of tradition in contemporary life.

Similarly, Raja Rao’s Kanthapura
(1938) [2] exemplifies the integration of
traditional oral storytelling with the
Gandhian philosophy of non-violence and
self-reliance. Set in a rural Indian village,
the novel uses a mythic narrative style to
depict the villagers’ resistance against
colonial rule. This blending of folklore
and political ideology underscores the
inseparability of tradition from India’s
socio-political fabric.

Traditional art forms also find promi-
nence in IWE. Bharati Mukherjee’s Jasmine
(1989) [3] juxtaposes the protagonist’s
traditional Indian upbringing with her
experiences in the modern West. The
narrative reflects the resilience of cultural
traditions even as they adapt to changing
environments. Similarly, Anita Desai’s
Clear Light of Day (1980) [4] delves into
the role of classical Indian music in sha-
ping familial and individual identities,
portraying music as a vessel for preserving
cultural memory.

Poetry in IWE also serves as a reposi-
tory of tradition. Nissim Ezekiel’s “Night
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of the Scorpion” [5] vividly captures the
rural Indian ethos, depicting a community’s
collective response to a natural calamity.
The poem’s imagery and themes resonate
with the cultural and spiritual dimensions
of Indian life, highlighting the coexistence
of superstition and human empathy.

The representation of tradition in IWE
reflects the enduring significance of India’s
cultural heritage. Through their works,
Indian writers not only preserve traditional
practices but also reinterpret them in the
context of contemporary challenges. This
dual role of preservation and reinvention
underscores the dynamic nature of
tradition in Indian literature.

Modernity and Cultural Adaptation :

Modernity, as a recurring theme in
Indian Writing in English (IWE), reflects
the dynamic evolution of Indian culture
in response to societal and global changes.
Writers often explore the tensions between
preserving traditional values and embra-
cing modern ideologies. Salman Rushdie’s
Midnight’s Children (1981) [6] exemplifies
this interplay by blending historical events
with magical realism to depict India’s jour-
ney through post-independence moder-
nity. Rushdie’s innovative narrative style,
characterized by non-linear storytelling
and symbolic elements, mirrors the cultu-
ral shifts and fragmentation brought by
globalization.

Arundhati Roy’s The God of Small
Things (1997) [7] delves into the comple-
xities of modern Indian society, addressing
critical issues such as caste discrimination,
gender inequality, and familial dynamics.
The novel’s fragmented narrative structure
reflects the fractured realities of a rapidly
changing India, where traditional values
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often clash with the forces of moderni-
zation. Roy’s work illustrates how cultural
adaptation involves not only societal trans-
formation but also individual struggles to
reconcile past and present identities.

In poetry, the theme of modernity is
explored through reflections on urbaniza-
tion and societal change. A.K. Ramanujan’s
works, such as “Small-scale Reflections
on a Great House” [8], juxtapose the gran-
deur of traditional family structures with
the disintegration brought about by modern
life. His poetry captures the essence of
nostalgia and loss, emphasizing the cost
of progress on cultural and familial bonds.

Amitav Ghosh’s The Shadow Lines
(1988) [9] explores the fluidity of cultural
and national boundaries in a globalized
world. Through a multi-generational
narrative, Ghosh examines how personal
and collective memories shape identities,
offering a nuanced perspective on the
cultural adaptation required in an inter-
connected world. The novel underscores
the importance of understanding history
and memory in negotiating modernity.

Jhumpa Lahiri’s The Namesake (2003)
[10] provides a diasporic perspective on
modernity, focusing on the experiences of
Indian immigrants in the United States.
The novel portrays the challenges of
balancing traditional Indian values with
the demands of Western culture, highligh-
ting the hybrid identities that emerge in
such contexts. Lahiri’s work emphasizes
the resilience of cultural roots even as they
adapt to new environments.

The modernity in IWE is portrayed
as a multifaceted phenomenon that resha-
pes cultural identities and societal norms.
Indian writers, through their nuanced
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narratives, capture the complexities of
adaptation, illustrating how tradition and
modernity coexist in a dynamic and evol-
ving cultural landscape. By addressing
themes of globalization, urbanization, and
diasporic experiences, IWE offers valuable
insights into the on-going dialogue between
the past and the present.

Art as a Reflection of Identity :

Art has long been a medium through
which individuals and communities exp-
ress their identities. In the context of Indian
writing in English, art serves as a powerful
tool for exploring and reflecting the comp-
lexities of identity in a multicultural and
multilingual society. This exploration
often delves into themes such as colonia-
lism, post colonialism, cultural hybridity,
and the negotiation of tradition and moder-
nity.

One of the most significant aspects
of Indian writing in English is its ability
to articulate the struggle for identity in a
postcolonial context. Authors like Salman
Rushdie and Arundhati Roy have used
their works to address the tension between
the colonial past and the independent pre-
sent. Rushdie’s Midnight’s Children
exemplifies this by intertwining personal
and national identities through the lens of
magical realism, portraying the complexi-
ties of post-independence India. Similarly,
Roy’s The God of Small Things captures
the intersection of caste, gender, and fami-
lial identity in Kerala.

The concept of cultural hybridity, as
articulated by Homi K. Bhabha, finds a
vivid representation in Indian English
literature. Jhumpa Lahiri’s The Namesake
explores the diasporic identity of Indian
immigrants in the United States, highligh-
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ting the challenges of navigating dual
cultural affiliations’. This hybridity is not
limited to geographical displacement but
extends to the blending of languages,
traditions and worldviews within India
itself.

Another significant theme in Indian
writing in English is the redefinition of
gender identities. Writers like Kamala Das
and Anita Desai have used their works to
critique patriarchal structures and explore
the inner lives of women. Das’s confe-
ssional poetry, such as in My Story [11]
challenges traditional notions of female
identity and sexuality. Desai’s novels,
including Fire on the Mountain [12], delve
into the psychological complexities of
women’s lives, reflecting their struggles
for autonomy and self-expression.

The interplay of tradition and moder-
nity is another recurrent theme in Indian
English literature. R.K. Narayan’s Malgudi
Days [13] captures the essence of small-
town India, juxtaposing traditional values
with the encroachment of modernity. This
tension is also evident in the works of
Vikram Seth, whose A Suitable Boy [14]
portrays the socio-political and cultural
landscape of post-independence India
through the lens of familial and romantic
relationships,.

Art serves as a crucial medium for
expressing and preserving cultural identity
in Indian Writing in English (IWE). Anita
Desai’s Clear Light of Day (1980) portrays
the role of classical music in shaping fami-
lial and individual identities. Similarly,
Amitav Ghosh’s The Shadow Lines (1988)
examines the fluidity of cultural bounda-
ries, using art and memory as tools to
bridge the past and present. Poetry, too,
plays a vital role in reflecting Indian art
IEE-AH
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and culture. Nissim Ezekiel’s poems, such
as “Night of the Scorpion”, juxtapose
traditional rural settings with modern
sensibilities, capturing the essence of
Indian life. Ezekiel’s works highlight the
coexistence of tradition and modernity, a
recurring theme in IWE.

Indian writing in English also reflects
the voices of marginalized communities.
Dalit literature, represented by authors like
Bama and Omprakash Valmiki, sheds light
on the lived experiences of caste oppre-
ssion. Bama’s Karukku [15] and Valmiki’s
Joothan [16] are seminal works that
foreground the intersectionality of caste,
class, and identity.

Artin Indian writing in English serves
as a multifaceted reflection of identity,
addressing the interplay of history, culture,
and individuality. Through their narra-
tives, Indian authors articulate the diverse
and dynamic identities of a nation in flux,
offering readers a profound understanding
of the human experience in its myriad
forms.

Global Impact of Indian Writing in
English :

IWE has significantly contributed to
the global understanding of Indian art and
culture. Writers like Jhumpa Lahiri and
Vikram Seth have brought Indian sensibi-
lities to international audiences. Lahiri’s
Interpreter of Maladies (1999) [17] explores
diasporic experiences, bridging cultural
gaps through themes of longing and
belonging.

The Booker Prize-winning works of
Arundhati Roy and Kiran Desai have
further cemented the global stature of
IWE. These authors address universal
themes through uniquely Indian lenses,
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fostering cross-cultural dialogue and
appreciation.

Challenges and Critiques :

Indian Writing in English (IWE) occu-
pies a unique space in global literature,
balancing the threads of tradition and
modernity. While this genre has received
widespread acclaim, it has also faced
challenges and critiques that merit explo-
ration. These issues stem from linguistic,
cultural, and thematic complexities that
often accompany the representation of a
multifaceted society like India.

One significant critique of IWE is its
perceived alienation from regional langu-
ages and cultures. Writers who choose
English as their medium of expression are
sometimes accused of catering to a Western
audience, leading to questions about
authenticity and cultural representation?.
This critique is particularly relevant in the
context of works like Salman Rushdie’s
Midnight’s Children (1981) [6], which,
while globally celebrated, has been critici-
zed for prioritizing narrative techniques
like magical realism over the nuances of
local dialects and traditions.

Another challenge is the balancing act
between tradition and modernity. Writers
like Arundhati Roy and Kiran Desai have
been lauded for addressing contemporary
issues through a uniquely Indian lens.
However, this approach has sparked
debates about whether their works truly
reflect the lived realities of diverse Indian
communities or whether they are shaped
by global literary trends. Roy’s The God
of Small Things (1997) [2], for instance,
intertwines personal and political
narratives but has been critiqued for its
depiction of caste and gender dynamics.
IEE-AH
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The question of audience also looms
large in discussions about IWE. Jhumpa
Lahiri’s Interpreter of Maladies (1999)
[17] explores themes of diaspora and
identity, resonating deeply with Indian
immigrants and global readers alike.
However, such works often face scrutiny
for prioritizing the diasporic experience
over the voices of those residing in India.
This critique highlights the tension bet-
ween representing a globalized India and
addressing the concerns of its diverse local
communities.

The commercialization of IWE has
further complicated its reception. Authors
like Chetan Bhagat have been criticized
for simplifying narratives to appeal to
mass audiences, raising concerns about the
literary quality of contemporary Indian
English fiction. This trend underscores the
broader challenge of balancing artistic
integrity with market demands.

Gender representation is another area
where IWE faces challenges. While wri-
ters like Kamala Das and Anita Desai have
paved the way for nuanced portrayals of
women’s lives, there remains a need for
more diverse and intersectional narratives.
Desai’s Fire on the Mountain (1977) [12],
for example, explores the psychological
complexities of its female protagonists but
has been critiqued for its limited engage-
ment with broader societal structures.

Finally, IWE’s engagement with mar-
ginalized voices remains an on-going
challenge. While Dalit literature has
gained prominence through translations,
works like Bama’s Karukku (1992) [15]
and Omprakash Valmiki’s Joothan (1997)
[16] offer a stark reminder of the gaps in
representation within mainstream IWE.
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These narratives challenge the dominance
of upper-caste perspectives and call for a
more inclusive literary canon.

In continuation, Indian Writing in
English continues to enrich global litera-
ture; it must navigate the challenges of
authenticity, representation and commer-
cialization. By addressing these critiques,
IWE can further strengthen its role as a
bridge between tradition and modernity,
offering a richer and more inclusive port-
rayal of India’s diverse cultural tapestry.

Conclusion :

Indian Writing in English serves as a
vital bridge between tradition and moder-
nity, offering profound insights into India’s
artistic and cultural heritage. By exploring
themes of identity, adaptation and resilie-
nce, IWE not only preserves India’s rich
traditions but also redefines them in the
context of a globalized world. As a dynamic
and evolving literary tradition, IWE conti-
nues to enrich the global literary canon,
fostering a deeper appreciation of Indian
art and culture.
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Abstract :

In modern Indian art, printmaking has seen a spectacular comeback and
development, evolving from a specialized craft to a vibrant medium that addresses a
broad range of social, political, and cultural issues. The growth of printmaking in
India throughout the colonial era, its post-independence trajectory, and its
contemporary standing in the international art market are the main topics of this
paper. This study illustrates how printmaking has evolved into a crucial form of
expression in Indian art, reflecting the complexity of contemporary Indian society, by
looking at the works of both innovative and modern artists. In recent decades,
printmaking has experienced a resurgence, driven by technological advancements
and the efforts of contemporary artists who blend traditional techniques with digital
innovations. While printmaking coexists with other major art forms like painting,
sculpture, digital art, and photography, its unique ability to produce multiple allows
forwider accessibility and deeper engagement with diverse audiences. By incorporating
elements of installation and performance art, contemporary printmakers are pushing
the medium beyond its conventional boundaries.

Keywords :
Printmaking, 2D & 3D Art, Miniature Painting, Digital Art, Sculpture,

Over the past century, printmaking
which was often thought of as a subordi-
nate art form in India has experienced
substantial change. Printmaking was first
used as a commercial and educational tool
during the colonial era, but it has since
developed into a potent artistic expression
tool.! With the use of cutting-edge techni-
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ques and a wide range of subjects, from
personal stories to international issues,
contemporary Indian art has transcended
its historical bounds. The purpose of this
essay is to investigate the development of
printmaking in Indian art, looking at its
historical foundations, ascent to promi-
nence in current practice, and influence
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on contemporary Indian aesthetics. This
study will demonstrate how printmaking
has developed into a broad and significant
medium in the current Indian art scene by
analyzing important artists and trends.?

In the 18th century, the British brought
printmaking to India, mostly to create
pictures for official documents, books, and
maps. Early Indian printmaking techniques
like woodcut and lithography were mostly
practical and met the demands of the colo-
nial government. However, Indian painters
quickly acquired these methods and started
experimenting with them as a way to exp-
ress themselves artistically.> As seen by
the works of artists such as Raja Ravi Varma,
who reproduced his paintings using litho-
graphy, the earliest Indian printmakers
were heavily influenced by European
styles and techniques. Because Varma’s
prints were widely available and reasonably
priced, they played a significant role in
democratizing art.

India’s attitude to printing saw a dra-
matic change in the years following inde-
pendence. The development of printma-
king as a significant art form was greatly
aided by the founding of art schools like
the Faculty of Fine Arts at Maharaja Saya-
jirao University in Baroda and the Kala
Bhavana in Santiniketan.* Pioneering
artists who investigated the possibilities
of printmaking to communicate social and
political concerns included Somnath Hore,
Chittaprosad Bhattacharya, and Krishna
Reddy. Somnath Hore’s artwork, especia-
lly his lithographs and etchings, was
greatly impacted by the social and political
unrest of the era, including the 1943 Bengal
Famine.’ His prints, which were distingui-
IEE-AH
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shed by their strong lines and vivid images,
captured the anguish and suffering of the
oppressed. Known for his politically char-
ged prints, Chittaprosad Bhattacharya also
used the medium to draw attention to societal
injustices, with a particular emphasis on
the working class’s difficulties. On the
other side, Krishna Reddy significantly
advanced the technical aspects of printma-
king. Reddy brought cutting-edge techni-
ques like viscosity printing to Indian art
after studying under renowned sculptor
Ossip Zadkine and printer Stanley William
Hayter in Paris.® His abstract prints, which
are distinguished by intricate color layers
and textures, stretched the limits of print-
making and made it a medium with enor-
mous creative potential.

Printmaking has had a renaissance in
India in recent decades, thanks to a new
generation of artists who are creatively
experimenting with the medium. By using
digital technology, mixed medium, and
experimental processes in their prints,
modern Indian printmakers have broadened
the genre’s appeal.” As a result, the lines
separating printmaking from other artistic
mediums including painting, sculpture,
and installation art have become increa-
singly hazy. The opening of printmaking
studios and workshops all over the nation
is one of the main reasons for the resur-
gence of printmaking in India. By giving
artists the facilities and resources they need,
organizations like the Delhi Art Gallery, Bharat
Bhavan in Bhopal, and the Lalit Kala Aka-
demi have been instrumental in advancing
printmaking. These areas have developed
into centers for cooperation and innovation,
supporting a thriving printing scene.
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The complexity of contemporary
Indian society is reflected in the diverse
issues that contemporary Indian printma-
kers are tackling. Contemporary prints
frequently employ symbolism, story, and
abstraction to examine topics like identity,
gender, globalization, environmental deg-
radation and social justice.

Leading this thematic investigation
have been artists such as Anupam Sud,
Jyoti Bhatt, and Laxma Goud. Themes of
loneliness, sexuality and existential sorrow
are frequently explored in Anupam Sud’s
prints, which probe the human psyche.
The observer is drawn into the emotional
depth of her work by the eerie mood created
by her use of chiaroscuro and minute
details.

In his prints, Jyoti Bhatt, who is well-
known for using traditional Indian patterns
and symbols, has examined issues of
cultural identity and history. The hybrid
character of modern Indian culture is
reflected in Bhatt’s work, which blends
modernist aesthetics with traditional art
components. Conversely, Laxma Goud
has explored rural life and the interaction
between humans and nature through print-
making. His prints capture the energy and
sensuality of rural India with their earthy
hues and organic shapes.

Technology’s Place in Today’s Print-
making :

Printmaking in India has been signi-
ficantly impacted by the development of
digital technology, which has allowed
artists to explore new methods and broaden
the medium’s potential. Digital printing,
which creates and manipulates images
IEE-AH
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using computers and digital tools, has
grown in popularity among Indian artists
of today.® Artists can now create hybrid
works that defy preconceived notions of
printmaking by fusing traditional print-
making methods with digital processes
thanks to digital technology. Artists such
as Gogi Saroj Pal and Paramjit Singh, for
instance, have integrated digital compone-
nts into their prints to produce visually
arresting and intellectually intricate pieces.
The use of digital technology has also
democratized printmaking by making it
more accessible to a wider audience. Online
platforms and social media have enabled
artists to share their work with a global
audience, bypassing the traditional gate-
keepers of the art world. This has led to a
greater diversity of voices in contemporary
printmaking, as artists from different
backgrounds and regions have been able
to contribute to the medium’s evolution.

Modern Indian printmaking has been
greatly impacted by globalization, which
has made it easier for Indian and foreign
artists to share ideas and methods. A cross-
pollination of ideas and influences has
resulted from foreign exhibits, residencies,
and partnerships that have exposed Indian
printmakers to worldwide trends and tech-
niques. Printmakers like Zarina Hashmi
and Nalini Malani have become well-
known worldwide for their prints, adding
to the conversation about modern art.’Ref-
lecting her own experiences as an immig-
rant, Zarina Hashmi’s prints, which are
frequently minimalist and abstract, examine
themes of home, memory and displacement.
In addition to tackling universal themes
of loss and longing, her use of Islamic
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geometric patterns and Urdu writing gives
her work a feeling of cultural identity.
Nalini Malani, who is well-known for her
multimedia installations, has used print-
making to explore postcolonial and femi-
nist issues in her work. Her prints frequ-
ently depict the intricacy of current world
challenges through fractured imagery and
multi-layered storylines.'® Malani has
demonstrated via her art the value of
printmaking in tackling pressing social
and political issues.

Indian prints are being displayed and
sold at significant international art fairs
and auctions, demonstrating the growing
interest in modern Indian printmaking
among the global art market. This has
challenged Indian printmakers to explore
the limits of the medium while simultane-
ously giving them more attention and
chances for financial success.

Indian printmaking is now available
to a worldwide audience thanks to the
growth of internet marketplaces and
online art platforms. The market for
modern Indian printmaking is expanding
as a result of the ease with which collec-
tors and art lovers from all around the
world can now buy Indian prints. Indian
printmakers must, however, negotiate the
difficulties of cultural representation and
business needs in the global market. The
monetization of cultural symbols and ideas
can occasionally result from the need to
satisfy global tastes, casting doubt on the
work’s integrity and authenticity.

In India, printmaking has traditionally
served as a vehicle for social and political
criticism and this technique is still preva-
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lent today. Indian printmakers have addre-
ssed a variety of societal themes through
their art, ranging from urbanization and
environmental degradation to gender
inequity and caste oppression. Printma-
king has been used by artists such as Rm.
Palaniappan and Vivan Sundaram to
advocate for change and criticize societal
injustices. Environmental degradation and
the effects of industrialization on rural
communities are common themes in Vivan
Sundaram’s prints. His interest for sustai-
nability and environmental preservation is
evident in his prints’ use of recycled mate-
rials and discovered things. In his work,
renowned abstract printmaker Rm. Pala-
niappan has tackled themes of displace-
ment and identity. His prints frequently
depict the intricacies of contemporary
existence in a world that is changing qui-
ckly through fractured forms and layered
textures. Through his work, Palaniappan
has highlighted the role of printmaking as
a medium for exploring personal and
collective identity.

In modern India, artists have also emp-
loyed printmaking as a political activism
weapon, questioning the current quo and
opposing power. Prints are perfect for
spreading political ideas and influencing
public opinion since they can be produced
in large quantities." Printmaking has been
utilized as a political protest tool by artists
like Tushar Joag and Vivan Sundaram to
address topics including censorship,
corruption, and human rights abuses. In
his prints, Tushar Joag frequently critiques
the abuses of power and the decline of
democratic norms in modern-day India
with satirical imagery and scathing criticism.
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Throughout his career, Vivan Sundaram
has been active in a number of political
groups and has utilized printing to record
and react to political events. His prints
frequently evoke a sense of urgency and
resistance through their strong designs and
harsh images. These artists have shown
via their work how printmaking can be used
as a vehicle for social change and political
participation.'?

With origins in ancient techniques like
miniature painting and the Bengal School,
painting has long been the most popular
medium in Indian art. Painting still plays
a major role in today’s world, thanks to
the important contributions of painters like
M.F. Husain, Tyeb Mehta, and Anjolie Ela
Menon. Painting is frequently praised for
its expressive capabilities, color utilization
and directness."?

Printmaking has the advantage of
creating multiples, which can democratize
art by making it more accessible, whereas
painting is typically thought of as the
creation of one-of-a-kind, distinct artworks.
Because of its reproducibility, artists may
share their work more broadly, which is
especially important in a country as dive-
rse and populated as India. Additionally,
the process-oriented nature of printing
encourages experimentation in a variety
of ways. For instance, Jyoti Bhatt frequ-
ently incorporates traditional motifs and
patterns into his prints, but he also uses
printmaking techniques to add layers of
significance and complexity that could be
more challenging to accomplish with
painting alone.'* Compared to painting,
printmaking allows for a distinct kind of
narrative depth because of its ability to
IEE-AH
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layer and add detail. India has a long
history of sculpture, ranging from prehis-
toric temple sculptures to modern works
by artists like Anish Kapoor and Subodh
Gupta. Through the examination of three-
dimensional space, materiality, and form,
sculpture frequently produces works that
are both intellectually and physically cha-
llenging.'’ Printmaking, while essentially
two-dimensional, has increasingly crossed
with sculpture, especially in current prac-
tice. Sculptural elements were added into
prints by artists such as Somnath Hore,
who used materials like metal and fabric
to provide depth and texture.!® This combi-
nation of printmaking and sculpture
pushes the limits of both disciplines and
increases their potential. Furthermore,
some printmaking methods, including
collagraphy and embossing, have a tactile
aspect that can give a two-dimensional
image a sculpture-like appearance. For
instance, the distinction between sculpture
and print is frequently blurred in Kavita
Nayar’s work as her prints engage with
texture and physicality in ways that
resonate with sculptural practices.!’

Digital art is a new media in contem-
porary Indian art that has emerged with
the development of digital technology.
Digital tools are used by artists like Baiju
Parthan and Raghava KK to produce
works that address modern issues inclu-
ding globalization, identity, and the effects
of technology. Infinite reproducibility,
interaction and media integration are all
possible with digital art.

Printmaking retains a closer bond
with traditional craftsmanship while
sharing the possibility for repeatability

F-11,3/F-21, 2025 (SHRI-I)
UGC CARE - Listed Journal



with digital art. Printmaking is a physical
process that necessitates a thorough under-
standing of materials and procedures,
whereas digital art can frequently be altered
indefinitely. Printmaking can have a sense
of authenticity and tangibleness that
digital art might not have because of its
ties to tradition. However, the distinction
between the two arts is becoming increa-
singly hazy as modern printmakers integ-
rate digital tools into their work. For ins-
tance, new types of experimentation are
made possible by the use of digital techno-
logies to produce or modify pictures that
are subsequently printed into plates. The
creative potential of printmaking has
increased as a result of the combination
of digital technologies and conventional
printmaking methods.!?

Similar to printmaking, photography
is a naturally reproducing media. Photo-
graphers from India, like Raghu Rai and
Dayanita Singh, have documented and
commented on the country’s social, poli-
tical, and cultural landscapes. The medium
is a potent instrument for expression and
communication because of its realistic and
detailed qualities. Photography and print-
making are similar in that they both use
procedures to create particular effects and
can create multiples. However, a wider
variety of methods and supplies are availa-
ble in printmaking, enabling more experi-
mentation and image alteration.'® Printma-
king enables more interpretative and abstract
techniques, whereas photography frequently
concentrates on capturing a moment or
truth. Printmaking has been employed by
artists such as Somnath Hore to produce
works that, albeit based on observation,
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transcend simple depiction to express
depths of emotion and psychology. For
example, Hore’s “Wounds” series evokes
the psychological and physical wounds of
violence through the tactile properties of
printmaking, a degree of representation
that may be more difficult to do with pho-
tography alone. With artists like Subodh
Gupta, Shilpa Gupta, and Nalini Malani
use these mediums to interact with space,
time, and the viewer’s experience, installa-
tion and performance art have grown in
popularity in modern Indian art.?’ These
forms can combine a variety of artistic
disciplines, such as sculpture, sound, and
video, and frequently include multimedia
components.

Printmaking has historically engaged
the viewer visually and strategically, but
installation and performance art are intrin-
sically experiential and frequently include
many senses. Nonetheless, modern print-
makers have started investigating the
possibilities of printmaking in installation
settings. Incorporating prints with envi-
ronmental or sculpture components allows
artists to produce immersive experiences
that go beyond the conventional limits of
printmaking. For instance, because Susha-
nta Guha’s layered and textured prints
reflect the sensory experience of city life,
his work, which frequently deals with
urban themes, can be considered as interac-
ting with the spatial concerns of installa-
tion art. Artists can produce prints that
engage the viewer and the surroundings
in fresh and engaging ways by placing
printmaking into a broader spatial context.

In contemporary Indian art, print-

making has transformed from a colonial
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import to a vibrant and expansive medium
that engages with international artistic
trends and reflects the complexity of
contemporary Indian society. Due to the
discoveries of modern practitioners and
the inventions of trailblazing artists, the
medium has experienced tremendous
change. Printmaking is now acknowled-
ged as a potent medium for artistic expre-
ssion that can speak to a variety of subjects
and audiences.

As Indian printmakers continue to
push the frontiers of the medium, printing
is expected to remain a major and promi-
nent genre of art in India. The medium’s
versatility and durability, as well as its
ability to address the opportunities and
problems of the modern world, are demons-
trated by the continuous growth of print-
making in contemporary Indian art.?!
Printmaking continues to be a vital com-
ponent of the global art debate because to
the contributions of modern Indian print-
makers, who are leaving behind a rich and
varied artistic heritage. In modern Indian
art, printmaking has become a flexible and
growing medium that can coexist with
other well-known art forms including
painting, sculpture, digital art, photogra-
phy and installation art. Printmaking has
established a unique position in the Indian
art scene thanks to its special attributes,
which include its technical diversity, ability
to create multiples and experimentation
potential.

Printmaking provides a process-orien-
ted method that permits more material and
technique experimentation than painting.
Regarding sculpture, printmaking has
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transcended its two-dimensional limita-
tions to include physicality and texture
components that are in line with sculptural
techniques. Printmaking embraces new
technologies while retaining a strong link
to old craftsmanship, whereas digital art
and photography offer their own forms of
reproducibility and realism.

As contemporary Indian artists conti-
nue to explore the possibilities of print-
making, the medium is likely to grow in
prominence and influence, contributing to
the rich and diverse landscape of Indian
art. Whether through its engagement with
social and political issues, its exploration
of personal narratives or its ability to
incorporate new forms of technology,
printmaking remains a dynamic and
evolving medium that reflects the comple-
xities of contemporary Indian life.
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Abstract :

Music represents a significant art form that reflects the cultural values and
assessment of societies. This article examines the profound cultural impact and artistic
contributions of the Mughal Empire, with a particular focus on musical representation
in Indu Sundaresan’s selected novels. Analysing the intricate relationship between
historical context and artistic expression, the demonstrates how Sundaresan
incorporates musical elements to enhance the Mughal court culture and art forms
during their era. The significance of music as a cultural artefact is explored,
highlighting its reflection on the complexities of Mughal society, including diverse
influences and socio-political dynamics. Through a close reading of key texts, this
analysis reveals Sundaresan’s portrayal of music as not merely a narrative device but
also a means of preserving and honouring the rich heritage of the Mughal era.
Ultimately, this study emphasizes the enduring legacy of Mughal artistic contributions
and their continuing resonance in contemporary literature.

Key Words :
Art, Culture, Mughals, Music and Society

Culture is fundamentally understood
as the amalgamation of collective behavi-
ours and principles that govern social
order among individuals. It encompasses
a diverse spectrum of expressive forms,
prominently including the arts-specifically,
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literature, music, theatre, dance, spoken
word, and film-alongside various cultural
practices such as culinary traditions, archi-
tecture and attire. In particular, performing
arts denote artistic expressions that engage
the body, voice or inanimate objects to
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convey creativity, setting them apart from
visual arts that focus on the production of
physical relics through mediums like canvas
and paint. Each culture boasts its unique
performance forms, which encompass
music, theatre, object manipulation, and
dance. Building on Michael Allis’ comm-
entary regarding Lawrence Kramer’s asse-
rtion that “a song... is a reading, in the
critical as well as the performative sense
of the term,” one can analyse the various
musical representations of literature as
critical interpretations that reflect the
cultural and societal structures of their
time. The Mughal Empire employed this
strategy to disseminate their culture and
traditions in India through the medium of
music.

This article seeks to delve into the
significant cultural impact and artistic
contributions of the Mughal Empire, with
a concentrated focus on the manifestation
of music within selected novels by Indu
Sundaresan. The Mughal era in India was
marked by a remarkable flourishing of
artistic endeavours, characterized by a
pronounced emphasis on both the perfor-
ming and visual arts. This period was
pivotal in forging new cultural frameworks
across diverse domains, including culinary
arts, architecture, painting, dance, and
notably, music. The Mughal rulers exem-
plified a profound reverence for music,
integrating it as a cornerstone of courtly
life and patronage. The era’s musical
landscape was further enriched by the
blending of various regional styles and
forms, leading to a rich tapestry of genres
such as gawwali and classical Hindustani
music. The Mughal courts not only served
as fertile grounds for innovation in music
but also facilitated the cultivation of distin-
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guished musicians, fostering a cultural
milieu where music thrived as a vital
expression of identity and artistic legacy.

Indu Sundaresan adeptly delineates
the pivotal role of music in her 7aj Trilogy,
emphasizing its intricate relationship with
the performing arts. Through her narrative,
she skilfully immerses contemporary
readers in the rich world of musicians and
their instruments, set against the opulent
backdrop of the Mughal Empire, a period
renowned for its patronage of the arts.
Historical assertions reveal that Humayun,
who harboured a profound affection for
artists and vocalists, established specific
days-Mondays and Wednesdays-dedicated
to musical performances. Likewise, Akbar,
a notable enthusiast of music, curated a
diverse assembly of artists encompassing
Hindus, Iranis, Turanis and Kashmiris within
his court. Jahangir’s particular appreciation
for music is evidenced by his patronage
of an expansive array of musicians, while
Shah Jahan actively engaged with the
finest musical performances during the
evening hours. The routine proceedings
of the imperial court prominently featured
both vocal and instrumental music,
underscoring the fervent admiration the
Mughal Emperors held for this art form.
Their courts, or Darbar, were graced by
distinguished musicians, who received
high ranks comparable to that of Amirs.
Furthermore, the Mughal era acknowled-
ged the contributions of female court
singers and dancers, with royal figures
such as Nur Jahan Begam demonstrating
exceptional talent in both musical perfor-
mance and composition. The significant
contributions of the Mughal dynasty to
music are manifest in the development of
various forms, including Qawwalis, Ghazals
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and Shayari, alongside a diverse array of
musical instruments.

Indian music has historically been
considered pervasive across various cultures,
with Mughal rulers especially noted for
their appreciation and lively engagement
with it. Despite the influences from foreign
music, Indian music has maintained its
intrinsic characteristics. The Golden Age
of Indian music, which occurred during
the reign of Akbar, produced remarkable
poets and musicians such as Mira, Surdas,
Tulsidas, Tansen, Swami Haridas, Pundari-
kha, Vitthal, and Baba Ramdev of Gwalior.
During this period, notable Muslim perfor-
mers adopted Dhrupad, showcasing the
intermingling of cultural influences. The
evolution of music between the fourteenth
and eighteenth centuries marked a signifi-
cant period, where the music of northern
India began to merge with Persian musical
traditions, facilitated by the Pathans and
Mughals. This era also saw the develop-
ment of various traditional forms such as
Dhrupad, Dhamar and Khayal, which
contributed to the richness of Hindustani
music.

The examination of musical represen-
tation in Indu Sundaresan’s novels can be
effectively analysed through Edward Said’s
theory, particularly his concept of Orienta-
lism. In his foundational text, Said articu-
lates how Western depictions of Eastern
cultures frequently rely on stereotypes and
a deficient understanding of these cultures.
By applying Said’s framework to Sunda-
resan’s literary work, one can investigate
how she engages with the cultural legacy
of the Mughal Empire, thereby either
challenging or reinforcing established
narratives pertaining to this historical
epoch. As an author of Indian descent,
IEE-AH
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Sundaresan possesses the capacity to offer
a more nuanced and authentic representa-
tion of Mughal culture, particularly through
the medium of music, which serves as a
lens for exploring the complexities of iden-
tity, power relations and artistic expression
within her narratives. A thorough analysis
of the musical elements in her novels invi-
tes consideration of whether Sundaresan
subverts Orientalist tropes by providing a
rich, multidimensional portrayal of Mughal
society, or if her narrative choices inadver-
tently conform to Western perspectives.
Said’s insights compel a critical exploration
of how cultural artifacts, such as music,
reflect broader historical and political
contexts, thus enriching the understanding
of' the artistic contributions of the Mughal
Empire and their representation in contem-
porary literature.

The Mughals were notable patrons of
music during their reign. Humayun, for
instance, had a particular affinity for artists
and singers, designating specific days of
the week, namely Mondays and Wednes-
days, for musical gatherings. Badauni notes
that the Mughal court was captivated by a
diverse array of sensory enchantments,
showcasing their appreciation for the arts.
Similarly, Akbar was an ardent supporter
of music; according to Abul Fazal, “His
Majesty gives watchful thought to music
and is the advocate of all who sharpen this
enrapturing workmanship.” Among the
musical instruments prevalent during the
Mughal era, the pakhawaj, a type of barrel
drum, emerged as a significant element.
The sitar, another prominent instrument,
was favoured and played within the domain
of courtesans in the Harem. As noted in
her novel The Feast of Roses, “In Emperor
Jahangir’s apartments, music floated through
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the courtyard, stopping and tripping in the
still night air as the musician’s slick
fingers slipped on the strings of the sitar”
(TFR 2).

In North India, the majority of the
gharanas were comprised of Muslim
musicians, and it is often asserted that the
contributions of Muslim entertainers to
Indian music are unparalleled. Genres
such as Khayal, Dhrupad, Qawwali, Rag-
darpan, Thumari, Ghazal and Tappa
represent significant advancements in the
Indian musical tradition. The synthesis of
Persian and Indian musical forms illust-
rates the mutual influences between the
two cultures. Lahjat, the seminal Persian
text on Indian music, serves as a founda-
tional reference in this area. Indian music
also draws extensively from Sanskrit texts,
including the Sangit Ratnakar, Nritya
Sangrah, Sangit Binod, Sangit Kalpana,
and the works attributed to Matang, all of
which were translated into Persian. It can
be confidently asserted that Indian Muslim
culture, in its entirety, has played a vital
role in enriching Indian music. This cultu-
ral interplay is further exemplified in the
Mughal era, where culinary practitioners
were equally engaged with musical tradi-
tions. As depicted in the novel The Shadow
Princess,

The cook was the singer, she thought,
for each time she moved, the singing
stopped. And then it began again, a lusty,
guttural voice, full of promise, picking out
the words in a folk song to the accompani-
ment of a faint dholak. It was a song about
lovers-Laila and Manju, both members of
a Bedouin tribe and when he fell in love
with Laila, her father did not consent to a
marriage, so her hand was given else-
where. (TSP 166)
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Music held a central significance in
the lives of individuals during the Mughal
era, playing an essential role in their
overall existence. It enhances cognitive
abilities and significantly contributes to
skill development in children, as well as
influencing their educational processes.
Furthermore, music therapy has been
evidenced to facilitate recovery from severe
and chronic illnesses. Distinct characteris-
tics define Mughal music, setting it apart
from other musical traditions and cultures
of the time. Many Mughal princesses and
emperors became proficient in musical
instruments and emerged as accomplished
singers and performers within the court.
The courts established rigorous standards,
leading to a synthesis of Indian classical
music with elements of Persian and Pakis-
tani music, thereby embedding it as an
integral aspect of life in the Mughal
Empire. Throughout its history, Mughal
music has consistently retained its pro-
found harmony, exquisite beauty and
unique identity. “The woman below
finished her song and a silence followed
from her companion as the last notes of
the dholak rumbled into the dark. Jahanara
leaned out as far as she could to see if she
could identify the singer.” (TSP 166).

In conclusion, the examination of the
cultural significance and artistic contribu-
tions of the Mughal Empire, as manifested
through the musical representations in
Indu Sundaresan’s selected novels, reveals
a complex interplay between historical
legacy and artistic expression. Sundaresan
deftly integrates musical elements into her
narratives, providing readers with an opp-
ortunity to engage with the rich tapestry
of Mughal culture. This analysis empha-
sizes that music functions not only as a
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vehicle for characterization and emotional
resonance but also as a cultural marker that
reflects the values and aesthetics of the
time. The nuanced depiction of music
within these works’ sheds light on the
lasting impact of the Mughal era on conte-
mporary literature and underscores the
importance of cultural memory in shaping
narrative structures. Through this perspec-
tive, one gain insight into the intricate
relationships among art, history, and
identity, thereby reaffirming the essential
role of the Mughal Empire in the develop-
ment of Indian cultural heritage.
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Abstract :

The Champa Lal Banthia Haveli in Bikaner stands as a testament to the city's
rich artistic and architectural heritage. This study explores the Haveli's exquisite blend
of intricate stone carving, vibrant painted glass panels depicting historical scenes,
and opulent Deewankhanas adorned with Usta art. The delicate depictions of nature,
combined with the masterful use of ivory and Kaner wood inlay on Burmese teak,
showcase the exceptional crafismanship of the era. Through an examination of its
unique features, this paper offers a glimpse into the grandeur of Bikaner's past and
the legacy of Seth Champa Lal Banthia, whose vision brought this remarkable structure
to life.
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1. Introduction :

Bikaner, a jewel in the heart of Rajas-
than (Goetz, 1950), resonates with tales
of valor, resilience, and artistic brilliance.
The city’s rich cultural heritage is vividly
etched in its majestic forts, bustling bazaars
and, most notably, it’s magnificent Havelis.
These grand residences, once homes to
wealthy merchants and dignitaries, stand
as silent witnesses to a bygone era (Glynn,
2001), showcasing the architectural skill
and artistic sensibilities of their time (Jain,
2004). Among these architectural gems,
the Champa Lal Banthia Haveli stands out
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as a particularly exquisite example, a trea-
sure trove of art and history. This study
offers a glimpse into the grandeur of this
remarkable Haveli, exploring its intricate
architecture, its breathtaking Usta artwork,
and the legacy of the man who brought it
to life.

2. Methodology :

Qualitative Research method (Kothari,
2004) was selected for this research study.
The steps followed for data collection
were :
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i) Archival Research
i1) Fieldwork and Observations.

During fieldwork, photographs were
taken of various architectural elements and
artworks. Data was analyzed using Visual
analysis technique.

3. Artistic Marvels :

The Champa Lal Banthia Haveli com-
mands attention from the moment one sets
eyes upon its grand fagcade (Fig.-1). The
intricately carved stone, a hallmark of Bika-
ner’s architecture (Kochar & Quadri, 2010),
forms a mesmerizing tapestry of patterns
and motifs. Intricate carving using floral
patterns and geometrical designs, cover
almost every inch of the fagade. The main
gate has been constructed using high quality
Burmese teak. Teak is a durable and highly
prized wood, indicating the importance
and expense associated with this feature.
But what truly sets this Haveli apart are the
eight painted glass panels, each a miniature
window into Bikaner’s history. These panels,
strategically placed along the facade, depict
scenes from the city’s past, offering a gli-
mpse into its historic places: Kote Gate,
Ratan Bihari Park (Fig. 2), Laxmi Nathji
Temple, Maharaja Dungar Singhji Statue,
etc. The vibrant colors and delicate brush-
work of these paintings, though faded
slightly with time, still evoke a sense of
wonder and provide a unique historical
record. The overall effect is one of majes-
tic elegance, a testament to the artistry and
craftsmanship of the builders (Kramrisch,
1954).

Beyond the painted panels, the facade
itself boasts intricate detailing. Red sand-
stone from Dulmera mines and marble,
have been primarily used for creating
various architectural elements, such as:
3TEe- AR
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Jharokha windows (Fig. 3), Jaali work,
Pillars, Chajjas, Brackets, etc. A blend of
Rajput, Mughal, and European architec-
tural styles prevail the entire structure. The
interplay of light and shadow on the
carved surfaces adds depth and texture,
further enhancing the visual appeal.

Stepping through the grand entrance
of'the Haveli is like entering another world
(Fig. 4). The layout, typical of traditional
Bikaner havelis, centers around a central
courtyard. This open space provides a sense
of tranquility and serves as a focal point
for the different sections of the Haveli.
Leading off the courtyard are the Deewan-
khanas, one for men and the other for
women, each a testament to the refined
tastes of the Banthia family. These elabo-
rately decorated halls served as spaces for
social gatherings, business meetings, and
private family functions.

The Champa Lal Banthia Haveli stands
as a testament to the vision and perseverance
of Seth Champa Lal Banthia. The const-
ruction of this magnificent residence
spanned three decades, a testament to the
dedication and meticulousness of the
artisans involved. Usta artwork was done
by Nizamyji, Padmsree Hisamuddin Usta
and Mohd. Bakshji, while the stone
carving work was completed by Premji
Bhairji (Kochar & Quadri, 2010). The
sheer scale of the project, coupled with
the intricate detailing and artistry, speaks
volumes about the resources and patronage
that went into its creation.

4. Artistic Treasures :

The true artistic heart of the Champa
Lal Banthia Haveli lies within its Deewan-
khanas, where the walls come alive with
the exquisite artistry of the Usta painters.
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This unique style, known for its delicate
brushwork, intricate detailing, and vibrant
colors, transforms the walls into a canvas
of captivating scenes (Pareek & Sonia
Rani, 2023). The Usta artists’ mastery of
perspective and shading adds depth and
realism to their creations, creating a mesme-
rizing visual experience (Sharma, 2005).

A particularly enchanting aspect of
the Usta art in the Haveli is the recurring
motifs of nature. Delicate paintings of
flowers, trees, forest animals, rivers and
ponds adorn the walls, bringing the out-
side in. These depictions are not merely
decorative; they reflect a deep appreciation
for the natural world and its beauty (Fig.
5). The artist’s keen observation of nature
and their ability to capture its essence on
the walls adds a touch of serenity and tran-
quility to the Haveli’s interiors.

The artistic treasures of the Champa
Lal Banthia Haveli extend beyond the
painted walls to the exquisite woodwork
and inlay that adorn its furniture and
architectural details. The rich, warm tones
of Burmese teak are masterfully combined
with the delicate shimmer of ivory and the
subtle texture of Kaner wood (Fig. 6). The
intricate work showcases the remarkable
skill of the craftsmen, who meticulously
carved and inlaid these materials to create
stunning patterns and designs.

The woodwork and inlay also serve
as a medium for depicting Hindu deities.
Images of Goddess Lakshmi, the deity of
wealth and prosperity and Goddess Saras-
wati, the goddess of knowledge and arts,
grace the almirahs and other prominent
surfaces. Hindu deities like Lord Vishnu
(Fig. 6) and Veer Hanuman, are also
observed in these depictions. These repre-
sentations, meticulously crafted with ivory
3TEe- AR
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and wood, not only add to the aesthetic
beauty of the haveli but also reflect the
religious beliefs and cultural values of the
Banthia family. The intricate details of
these divine figures speak to the devotion
and artistry of the craftsmen.

5. The Legacy of Champa Lal Banthia:

The Champa Lal Banthia Haveli is
more than just a beautiful building; it is a
testament to the vision and dedication of
one man: Seth Champa Lal Banthia. His
decision to embark on this ambitious
project, spanning three decades, reflects
not only his personal taste and wealth but
also his commitment to preserving and
promoting local arts and crafts. The Haveli
stands as a symbol of his patronage, provi-
ding opportunities for skilled artisans and
contributing to the flourishing of Bikaner’s
artistic traditions. It is through his fore-
sight that we can still appreciate the mastery
of the Usta painters, the skill of the wood-
workers, and the overall grandeur of Bika-
ner’s architectural heritage.

The Champa Lal Banthia Haveli offers
a fascinating glimpse into the social and
cultural context of its time. The opulent
interiors, the intricate artwork and the very
scale of the Haveli speak to the prosperity
and refined tastes of the Banthia family
and the merchant class of Bikaner. The
division of spaces, with separate Deewan-
khanas for men and women, reflects the
social customs and family structures pre-
valent during that era. The themes depicted
in the Usta art and the representations of
Hindu deities in the woodwork provide
insights into the religious beliefs and cultural
values of the community. In essence, the
Haveli serves as a microcosm of Bikaner’s
society, encapsulating its artistic traditions,
social hierarchies, and cultural norms.
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Today, the Champa Lal Banthia Haveli
stands as a cherished landmark in Bikaner,
a reminder of the city’s glorious past. The
haveli is currently being well-maintained
by the family. Its continued presence is a
testament to its architectural strength and
artistic value.

The legacy of Champa Lal Banthia
extends far beyond the walls of his magni-
ficent Haveli. He left behind a treasure
trove of art and architecture, a testament
to the skill and creativity of Bikaner’s arti-
sans. His patronage played a crucial role
in preserving and promoting local tradi-
tions, ensuring that they would continue
to flourish for generations to come. The
Champa Lal Banthia Haveli stands as a
lasting symbol of his vision, a reminder
of the grandeur of Bikaner’s past, and an
inspiration for the future.

6. Conclusion :

The Champa Lal Banthia Haveli is a
jewel in the crown of Bikaner’s architec-
tural heritage. It is a place where art and
architecture converge to create a masterpiece
of beauty and craftsmanship. It is a testa-
ment to the vision of one man and the skill
of many artisans. And it is a reminder of
the importance of preserving our cultural

Visuals of Champa Lal Banthia Haveli
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Fig.-1 : Facade of Champa Lal Banthia Haveli (Source : Self)
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treasures for future generations. The haveli
stands as a symbol of Bikaner’s grandeur,
a place where the past whispers its stories
to those who take the time to listen.
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