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Editor Writes

October, 2025

Dear Friends,

‘A Very Happy & Prosperous Diwali 2025°, | am glad to inform you that with great zeal
Atishay Kalit is on its way to publish its 12 Volume LOTUS (July-December) issue 2025.

As usual our journal is Peer Reviewed Referred International Bilingual Research Journal of
Humanities, Social Science and Fine Arts and is continously in line since 2012.

It has been our earnest effort to give an equal platform to all Academicians and Scholars—
thereby following Peer Review and Plagiarism check before its publication.

We have our Journal website: https://www.atishaykalit.in where updated information like
submission guidelines and preview publications are loaded.

For the forthcoming issue ROSE (January to June, 2026) articles will be invited by March
2026 only.

Suggestions are also welcome by out readers.
With best wishes.

—Dr. Rita Pratap
(Editor)
Atishay Kalit
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National Integration and Cultural Development

Dr. Sarat Sarma
Associate Professor & HOD, Department of Philosophy, Dhanamanijuri University, Imphal, Manipur

Kongbrailatpam Vidyarani
Assistant Professor & HOD, Department of Philosophy, Waikhom Mani Girls’ College, Thoubal Okram, Manipur

Abstract

In a diversified country like India, where people of different religions, languages, castes, and
cultures live side by side, national integration is essential to harmony, stability, and advancement. It
describes the growth of a shared identity among residents that cuts beyond national, cultural, and
ethnic divides and promotes a sense of unity. Because it fosters tolerance, respect for one another,
and an appreciation of diversity, cultural development is equally important in this process. The idea
of “unity in diversity” is upheld and harmony is fostered through cultural development, which
includes shared traditions, holidays, literature, art, and education. But issues like regionalism,
casteism, communalism, and political exploitation still pose a danger to unity. Value-based education,
inclusive policy, intercultural communication, and equitable development are crucial for overcoming
these challenges. Therefore, national integration and cultural development are interdependent
processes that preserve a nation’s rich cultural heritage while advancing democratic ideals, peace,
solidarity, and sustainable development.

Keywords: Cultural Development, National Integration, Unity in Diversity, Social Harmony,
Education, Democracy, Pluralism, Heritage, and National Identity.

Introduction

Despite its age, India is a young country with a vast array of castes, creeds, languages, religions,
and customs. People from various communities have resided here for many ages. Our society has
been multiracial, multireligious, and multilingual since the dawn of time. Numerous racial and
cultural groups have met here. India is actually a world unto itself. She has also been praised for
being a beautiful example of “unity in diversities.” “India’s profound underlying core unity is
undeniable far deeper than that produced either by geographical isolation or by political suzerainty,”
claims Vincent Smith. The many differences in race, colour, language, attire, customs, and sect are
transcended by that unity. Unfortunately, as soon as we gained freedom, the nation’s unity was
broken. There was a horrific bloodbath that the world had never seen before. Even today, communal



6 ATISHAY KALIT

riots are still taking place in different parts of the country. Our cohesion and unity are seriously
threatened by the evil forces of communalism. In certain regions of the nation, the polarising factors
are also very powerful.

What we hear from Kashmir and North-East are not the stories of the beauty of Indian
diversities. The state of lawlessness which prevails in these regions with all kinds of terrible violences
is not expected in this great land of Buddha, Mahavira, and Gandhi who preached the high ideal of
non-violence, love, compassion, tolerance, sacrifice, etc. If men’s minds are still influenced by
regionalism and communal consciousness, the country will never be powerful. There cannot be an
India if we deicide to go in for innumerable independent states in this already partitioned sub-
continent. That is why we must dream of an India where people of different regions think themselves
as their own brothers and sisters so as not to make India a family that is separated by caste, language,
religion, group, etc.

The big barrier between the rich and poor, the haves and the have- nots is another important
element which threatens the very backbone of our national integration. It is regrettable that we have
yet to successfully create an egalitarian society more than 60 years after gaining our independence.
There remains a significant disparity between the rich and the poor. The billionaires who live in
lavish homes with a large number of staff and all the conveniences of a modern, wealthy lifestyle
and the impoverished man who is constantly taken advantage of and refused access to are extremely
different from one another. How can we think of national integration out of these differences? If, at
all, we want to achieve the goal of national integration, then this gap is to be bridged. The evil of
untouchability is another significant factor that jeopardises our unity. Some parts of the country still
engage in this atrocity in spite of our best efforts to eradicate it. Corruption and other social evils
also play a role in the country’s breakdown, either directly or indirectly. These days, corruption has
become so entrenched in our societal structure that no one is sure how to eradicate it. Countless
people in our country are corrupt. These are only a few of the significant obstacles we must overcome
in order to fulfil the objective of national unity and demonstrate to the rest of the world that we still
have “Unity in diversities.”

The goal of national integration can be achieved by strengthening the bond of unity and
understanding among the varied sections of the people. It is contingent upon the gradual diminishment
and eventual elimination of our existing distinctions. The fight for national unity will be fought in
men’s hearts and thoughts. The love of the nation has to grow silently in the minds and hearts of our
people. For this we must transform our evil nature. We are to extend our minds and enlarge our
hearts.

Human being is a complex whole. He may be the ideal fusion of substance, intellect, and
spirit. His physical entity does not exhaust his totality. He has got a rational dimension. Above all,
he is also a moral and spiritual being. Perhaps the latter is more important than the others. The finer
things in life are the higher ones. We have immense possibilities hidden within us. In addition to our
cerebral and physical potential, we also possess a third, deeper, and more nuanced category of
possibilities. It constitutes the divine possibilities in man centred in his infinite and immortal
dimension, with its own unique and enormous energy resources. This finds expressions in the taming
and creative uses of the other energy resources, so that he does not use his strong body or trained
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mind or powerful will, to exploit others or to harm others, but to love and serve them to achieve life
fulfilment. The last attainment is the highest growth of man.

When man grows spiritually he becomes capable to express himself in love and compassion.
And when there is love and compassion there will be unity and understanding. And when there is
unity and understanding we shall be able to achieve the goal of national integration. Therefore, what
is important for us is to have the highest growth of man.

Here comes the importance of cultural Development. The term ‘Culture’ in its wider sense
covers almost all the aspects of human life. There are two significant facets of culture: material and
non-material.

The material aspect of culture is related with our material needs; where the non- material
aspect is related with our spiritual needs. It is because of our spiritual needs that we write poetry and
other forms of literature, compose song, plays on musical instruments, organise religious associations
for holding discussions on spiritual matters, organise art exhibitions and indulges in various other
such activities. Through these cultural endeavours, we might uncover our own spiritual potential.
Once this energy is discovered and unfolded we shall be different from what we are now. We shall
attain the highest growth.

As a result, our culture must be valued for the sake of national unity. We need to try to
understand and appreciate the beauty of different cultures. These should be taught in our academic
institutions. In fact, our education system must be reconstructed to emphasize the composite nature
of our culture. For the progress of our culture, we should also build cultural organisations. They will
help us to cultivate refines tastes and manners. Furthermore, they will teach a sense of values and
raise awareness of the higher purposes of human existence in the minds of the members. These
associations will also facilitate exchange of ideas and feelings among the members of our society.
In actuality, they serve as hubs for social interaction between people of all racial, religious, and
class backgrounds. They help individuals to establish cordial and intimate relations with one another.
They fortify the nation’s unity and solidarity by cultivating goodwill and amity among its members.
Therefore, cultural associations are useful instruments for promoting social cohesiveness. Actually,
by exposing us to new ideas and principles, they help us stay current.

This will bring us closer to each other. As a result, cultural growth is crucial to our quest for
national integration.
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Abstract

Paper is a versatile, sensitive, and sophisticated material that can be used in many different
ways. It can be shaped into objects that are completely different from its original form and has a
wide range of applications. An ordinary sheet of paper can be transformed into something incredible
through the art of papier-maché, which is believed to have originated in China as early as 200 BC,
where early forms of paper were already being made. The paper explores the history and evolution
of Kashmiri papier-maché, an intricate form of craftsmanship that reflects the region’s rich cultural
legacy. This technique originated in China and was later influenced by Persian artisans who brought
it to India in the fourteenth century. The study highlights the meticulous processes involved in
creating papier-méaché artifacts, particularly Sakhtsazi (the forming of molds) and Naqqashi (painting),
both of which require a high level of skill and precision. These items not only showcase Kashmir’s
artistic heritage but also serve decorative and utilitarian purposes. Additionally, the paper examines
the impact of European trade in the 19th century, which popularized Kashmiri papier-maché beyond
its borders and elevated it to a valued art form. Ultimately, the study emphasizes the significance of
papier-maché in preserving Kashmir’s cultural identity while also incorporating modern artistic
expressions.

Keywords: Paper, Papier Maché, Kashmir, Sakhtsazi, Nagqashi

Introduction

With the evolution of human culture and civilisation, various means of communication have
also developed, enabling the expression of emotions and the preservation of information. Among
several types of soft and hard materials used for creating written documents, paper proved to be the
most suitable and appropriate for printing, writing, and packaging. The word “paper’ has its origins
in the Latin name for the reedy plant, “Papyrus,” and the French word “Papier.” Paper of various
types and kinds was used all around the world.
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Paper has become an indispensable part of human life and culture, playing a significant role
in our daily lives. We use paper in some form in our everyday lives from books to newspapers to
cash. It is a versatile, sensitive and sophisticated material that can be used in many ways. It can be
used to write or mould into something entirely new. An ordinary sheet of paper can be transformed
into something incredible through the art of papier mache, a cost-effective eco-friendly art form,
believed to have originated in China as early as 200 BC, where early forms of paper were already
made. They made helmets out of papier mache and hardened them with multiple coats of lacquer.
There are surviving examples from the Han Dynasty (BC 202—-AD 220). The Han Dynasty is widely
recognized as the first to utilize papier-méché around 200 AD, shortly after the introduction of
paper-making techniques. It is theorized that the process of developing paper contributed to the
discovery of papier-maché. This innovative material was employed to create a variety of objects,
including ceremonial masks, snuff boxes, mirror cases, and even helmets designed for warriors.

The vibrant legacy of intricate papier maché art, characterized by its exquisite designs and
rich colours, alongside the breathtaking landscapes of lush valleys and towering mountains, deeply
inspires the current generation of craftsmen in Jammu and Kashmir. Papier-maché is a unique art
form that highlights the perfect combination of traditional craftsmanship and fine art. It originated
in the Kashmir Valley, India, where this technique is known as Kar-e-Kalamdani. This name is
derived from “kalamdan, ” which refers to the pen cases (Figure 1) that were the first items created
using this craft. This intricate craft has developed over centuries, embracing a variety of influences
and techniques, resulting in a multi-layered and culturally rich heritage.

Figure |: Papier Mache Pen Box made in the 19th Century

In 19th century India, the Kashmir Valley attracted considerable attention from European
visitors, especially traders from France. These merchants were drawn to the exquisite quality of
Kashmiri shawls and began using papier-méché boxes to package these textiles. The boxes, known
for their intricate designs and vibrant colours, became objects of aesthetic admiration in their own
right. The functional role of these decorative boxes surpassed mere packaging; they emerged as
independent art pieces, desired for their craftsmanship and visual appeal. This dynamic led to their
sale in French markets, thereby elevating the status of papier-maché and facilitating its introduction
to Western consumers. Consequently, this trade not only popularized the art form but also fostered
a greater appreciation for the cultural legacy of Kashmir, as it was disseminated under its French
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designation, papier-maché, consequently bridging the artistic traditions of both regions. To make a
Papier-maché product, first used paper is soaked in water till it disintegrates,” says Abdul Hamid
Shah, a Papier-maché artisan associated with the trade from last 25 years. It’s then pounded, mixed
with an adhesive solution, shaped over moulds, and allowed to dry and set before being printed and
varnished (Nabi 2019). Papier mache is an eco-friendly material that serves as a sustainable art
form. It is easy to use and allows for efficient self-expression. This art is practiced differently across
various states in India. While it is most popular in Kashmir, the techniques and styles can vary
significantly from one region to another.

Origin and Development

Papier-mache originated in China and then spread to Japan and Persia, where it was used for
festivals and mask-making. It eventually became popular worldwide. Large imports of papier-maché
items from Asia flooded European marketplaces. As a result, France began producing its own goods,
followed by England in the 1670s. Although there was periodic interest in papier-maché until the
late 1700s and early 1800s, it became widely utilized during that time. In the 14™ century, a Persian
mystic named Mir Syed Ali Hamdani introduced papier mache to India. He brought expert craftsmen
and artisans from Persia who were touring the Kashmir region. As a result, a unique form of papier
mache developed as the Persian technique blended with related Central Asian art styles. Over time,
Kashmiri artists added their own decorative touches, making their work stand out on a global scale.

The craft, known by the French term papier-maché (literally paper pulp), is locally known as
Kar-e-Kalamdani, pen case work, after its traditional Iranian name. Papier-maché was practiced as
a form of decoration executed on the wooden panels of walls and wooden furniture and was eventually
adapted to paper moulds as well. Trays, small boxes and book covers were made for royal patrons
and members of their courts. The two major processes involved in the craft are sakthsazi (mould
making) and naqqashi (painting). The naqqash renders the surface in intricate floral patterns or
highly stylized scenes of hunts and battles. In the case of floral motifs, the painting may be executed
entirely in gold or silver. The local term for gold or silver work is son tehreer. The motifs are derived
from the profusion of local flora; some of the frequently used images are the bumtchuthposh (apple
blossoms), dainposh (pomegranate), kongposh (saffron flowers) and yambarzal (narcissus). (Ranjan
& Ranjan 2005) The art, originally known in Kashmir as Kar-e-kalamdan, was dedicated to the
exquisite decoration of cases designed to hold pens and various small personal items. Additionally,
it was referred to as Kar-i-munaqqash, highlighting its application in ornamenting smooth surfaces
made from paper pulp and layers of polished paper.

The Mughal period witnessed a significant expansion in the use of art across various items,
including palanquins, ceilings, bedsteads, doors, and windows. During this time, many beautifully
crafted and painted palanquins were produced in Kashmir under Mughal patronage. Remarkable
examples of exquisite papier-maché art can be found in museums throughout Europe and America.
Historically, this technique was skillfully applied to woodwork, including windows, wall panels,
ceilings, and furniture. According to Saraf (1987), A great variety of richly painted products like
flower vases, wall plaques, bowls, trays, boxes of various shapes and sizes, bangles, mirror holders
and frames, caskets, lamp vases, screens and items of furniture are made and liked for their functional
appeal and decorative charm. There is much more scope for pleasing functional items, such as
bedstead legs, candle stands, trinket boxes and fine packaging for expensive items.
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King Zain ul Abideen (1420-1470) was a pioneer in the use of papier-maché for decorative
items in the early 15th century, showcasing a remarkable blend of artistry and elegance. This
innovative technique set a standard for beauty, inspiring royal households to incorporate exquisite
papier-maché pieces into their décor. Papier-maché has been used for architectural purposes, notably
in the ceilings of the Shah Hamdan Mosque (Figure 2) and the Madin Sahib Mosque in Fatehkadal,
as well as in the Mughal gardens at Shalimar in Srinagar. During the Mughal era in Kashmir,
traditional papier-maché art was combined with newly discovered techniques and methods. This art
form was applied to various surfaces, including woodwork, and remnants of this craftsmanship can
still be seen in some areas of Kashmir. The Madin Sahib Mosque, constructed in 1444 in Srinagar,
is an example where papier-maché was artfully applied to woodwork. Over time, Kashmiri artisans
added their unique touch to this art, infusing the rich culture of Kashmir into the techniques brought
from Central Asia.

Figure 2: Papier-mache Art inside the Mosque

Process

Numerous handicrafts that are a major source of income for regional craftspeople may be
found in Kashmir. Among the many crafts that are practiced in the area are silverware, phulkari, and
crewel embroidery. These handicrafts have their roots in the 14th-century introduction of Islam to
Kashmir. Sayed Ali Hamadani was accompanied by Sadat (prophetic descendants) from Iran, Iraq,
Kabul, and other places. They brought a group of craftsmen and artists with them, who gave Kashmir’s
fading art a new lease on life. Paper maché is one such craft that has been handed down through the
generations by talented craftspeople. Any exquisite paper mache product must first go through two
easy steps: Sakhtsazi and Naqqgashi. In Sakhtsazi, the base product is fashioned from paper pulp into
the required shape, whereas in Naqqashi, it is painted.

Sakhtsazi

After soaking paper in water for few days, the paper pulp is pounded with a wooden pestle
known as Muhul in a stone mortar called Kanz to achieve a consistent consistency (Figure 3) . Atij
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(rice mixture) is then combined with the pulp after paper pulp is left to sundry. While the pulp is still
a little moist, the artist moulds it (Figure 4). After a while, the paper pulp is cut down the middle to
remove it from the mold, still slightly damp. The resultant object is called kalib.

Figure 3: Artisan Pounding raw paper Figure 4: Applying the mashed paper
after being soaked on the mould

Pishlawun

To smooth things out, the Kalib is subsequently given to the family’s female members. Applying
a thin layer of Saresh (lacquer) to an object is known as pishlawun. After that, a second layer is
applied using a mixture of Saresh, water, and chalk powder known as Gutchi. After then, the Kalib
is allowed to dry. After the surface has been smoothed, the item is rubbed with “Kirkut,” which can
be either pumice stone (sangh-i-paaya) or a tiny piece of overburned brick (Figure 5). The object’s
surface is lightly scraped with the kirkut. The fourth coat consists of rubbing the object with hand.

The artisan, the Naqqash, is now given the smoothed kalib.

Figure 5: Giving shape to the moulded mashed paper with Kirkut

Naqgqashi

The final stage, Nagqashi, involves a great deal of layering and detailing. Applying a foundation
coat of paint to the papier mache objects is the first stage. Then, considering the intricate detail of
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the intended patterns, the artist meticulously crafts designs with his hands (Figure 6). Traditionally,
the designers have used vegetable-based dyes and hues derived from organic minerals. It should be
noted that additional necessary procedures are used, which makes the complete papier mache
production process a drawn-out and time-consuming process.

The art form known as Naqqashi is what turns waste paper into the beauty that Paper Mache
items are known for. The majority of the artwork was painted by hand, and the paint may have a
metallic sheen that enhances the feeling of illumination. Additionally, shading is used to make the
patterns appear more natural. Gold is mostly utilized to draw attention to specific designs that are
applied with pointed brushes and then rubbed with a stone known as a “egged stone” to give them a
high sheen. To give the item its distinctive sheen, a layer or layers of varnish are applied when the
pattern is finished.

Figure 6: Naqqash giving details to the Papier Mache Objects

Naqqashi Colours

Mineral, organic, or vegetable-based pigments make up the majority of the colours used in
Paper Mache Naqqashi. Traditionally, the body white was derived from a local stone known as

Metals- Powdered and

applied w glue and - -
agate White Lead, Russia

Black- Lamp Blacks, Body White-
Walnuts, Burnt Shallaneen, Local stone
Cowdung

Ultramarine Blue-
Virdigris and Lapis Brown- Armenian Clay
Lazuli of Surat or
Britain

Violet and Blue- Indigo Light Brown- Walnut
and Weeds Husks

Green- Virdigris, weeds
Reds- Cochineal, local
forest wood “Lin’

Yellows- Local Flowers Orange- Saffron
Guli Ksu, Weftangil

Figure 7: Chart showing pigment source for Papier Mache Naqqashi
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Shallaneen, while the white lead was imported from Russia. The verdigris (green) was taken from a
mineral that originated from Surat, Gujarat; the red was from Cochineal, or the Kermis bug; and the
ultra-marine was from Yarkand as shown in Figure 7. The clay was sourced from the area around
Manasbal Lake in Srinagar. Local food, such as pomegranates, walnut shells, saffron, and turmeric,
contributed the yellow, brown, and orange hues. These days, contemporary poster colours and paints
have taken the place of these historic hues.

Several repetitive themes and patterns are skillfully portrayed in these pieces. They include
intricate calligraphic motifs as well as designs inspired by flowers and the natural world. A list of
some common motifs and designs in the craft is provided below:

¢  Gul-andar-Gul (Flower within flower): It is a different version of a pattern that displays
flowers in bunches, with the flowers arranged one behind the other.

e Hazaara (Thousand flowers): A commonly found traditional pattern is the hazaara
(thousand flowers) pattern. This design aims to represent every conceivable flower from
the local environment.

¢  Gul-e-Wilayat (Foreign flower): Gul-i-Wilayat is similar to hazaara, but it also includes
foliage and stems. Sometimes, Gul-i-Wilayat features birds, especially bulbul and
kingfisher.

e Irani Gulab: The floral motif used in Naqqashi features a dense rose flower in full
bloom, accompanied by numerous florets.

e Bagal Daar: This design is commonly used by many artists and features a boxed pattern
of flowers. Rendered in various shades and styles, it is often found on decorative boxes.

e  Mughal Arts: Drawing inspiration from the grandeur of the Mughal Era, this design
vividly captures the essence of the king’s court, his magnificent Darbaar.

e Jungle Tarah (Design): This design beautifully captures the essence of a jungle and its
vibrant wildlife through an abstract representation that sparks imagination and wonder.

e  Chinar: Chinar, the five-pointed leaf from the majestic tree of Kashmir, is a common
motif found in most contemporary Kashmiri ornamentation.

¢ Badam Tarah (Almond): The mango-shaped badam (almond) motif is a central design
element in Kashmir crafts, showcasing its significance as a key representative of the
renowned Kani shawl industry and the intricate Sozni craft. Emphasizing this motif can
further elevate the appreciation of these traditional art forms.

Conclusion

The rich cultural past of Kashmir is expressed through papier-maché art, which combines
traditional methods with local customs to produce a distinctive aesthetic. It began in China and
became a characteristic of Kashmiri artistry after being honed by Persian influence. Sakhtsazi (mould-
making) and Naqqashi (intricate painting) are highly skilled crafts that capture the region’s complex
aesthetics, which are frequently influenced by the surrounding flora and fauna. Kashmiri papier-
maché is known across the world for its exquisite designs, which exhibit both technical mastery and
cultural pride. Historically, throughout the Mughal era, this craft flourished under royal patronage
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and became an important component of royal décor. Later, in the 19th century, it became well-
known throughout the world thanks to European trade. In addition to making Kashmiri papier-
maché more widely known, the trade promoted intercultural communication that enhanced both
Eastern and Western artistic traditions. The art’s standing as a priceless artistic legacy was
strengthened by its acceptance in the international market, which increased its cultural significance.
Furthermore, Papier-maché’s sustainability as an environmentally friendly material is consistent
with modern environmental consciousness standards. This art form is still essential to sustaining
Kashmir’s cultural identity in the face of contemporary difficulties, as craftspeople continue to
innovate while upholding ancient methods. In Conclusion, Kashmiri papier-maché is a dynamic
manifestation of cultural resilience that connects the past and present, and it is more than just a
craft. It guarantees that this age-old art form will flourish in the modern world by encouraging
future generations to interact with their creative history, demonstrating the harmony between tradition
and innovation.

Figures for Visual Reference

Papier-Mache box with Jungle tarah motif = Papier-Mache box with Badam tarah motif

Gul-e-wilayat design for Papier-Mache box
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Papier-Mache bowl with Hazara motif Papier-Mache box with Chinar leaves motif
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Abstract

The Aravani Art Project is a symbol of hope and transformation that empowers India’s
transgender individuals through art in the public realm. Poornima Sukumar and a team of visionary
artists founded this initiative. The project aims to challenge societal prejudices and encourage
acceptance and recognition for marginalized identities. India has an ironic cultural heritage and a
longstanding history of gender fluidity, and transgender people continue to face significant
discrimination; in this context, this initiative provides a definitive platform for representation. This
research emphasizes the effectiveness of creative methods in advancing urban equity as well as
fostering empathy in regard to the urban environment. The transformative role of art as a healing
tool and as a form of resistance. The case study of the Aravani Art Project, which utilizes street art
to foster the visibility and acceptance of India’s transgender community, illustrates how the public
realm can be transformed to foster awareness, dialogue, and empowerment. The initiative challenges
societal norms and fosters a feeling of belonging by integrating artistic expression with community
engagement. The initiative’s conception, its influence on public attitudes, and the challenges it
faces are equally important. This initiative serves as a potent case of art-led social change with
ramifications far beyond India.

Keywords: Street art, Transgender, Aravani Art, Equality, Community, Social Change.

Introduction

Artis a powerful instrument of storytelling, resistance, and change, especially for the oppressed
and marginalized groups for whom art represents visibility and social justice. Public art is a recent
creation that aims to challenge the existing framework by reclaiming and including urban spaces, as
well as integrating social inclusivity. The Aravani art project, an Indian collaboration of Trans and
cis women, is a powerful example of this. It creates street art to showcase the perspectives and
experiences of the LGBTQIA+ and transgender communities.
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It has developed into a platform for the transgender community to express themselves, take
back spaces, and fight for acceptance in a society that frequently makes them invisible. However,
nothing is known regarding the representation of LGBTQIA+ individuals in Indian street art. Studies
on transgender identity in India indicate that a continuous balancing effort between tradition and
modernity shapes trans lives (Nanda, 1990; Reddy, 2005). The Aravani Art Project fills this gap by
merging visual expression with social inclusion, positioning trans women not as subjects of art but
as co-creators of cultural narratives collective promotes awareness, emotional well-being, and active
social engagement through public art. Their mission is to create safe and expressive spaces where
transgender individuals, along with LGBTQIA+ members and cisgender allies, can collaborate on
meaningful artistic initiatives. The project works closely with transgender artists who receive training
in mural-making and are involved in the creation and execution of commissioned artworks. In India,
a notable aspect of public art involves urban beautification, specifically self-expression by local
cultural groups and art collectives. This analysis focuses on the Aravani Art Project, which employs
street art to amplify the voices of the transgender community, addressing their marginalization across
various cities, towns, and villages in India. Established in 2016 by muralist and community artist
Poornima Sukumar, the collective redefines the perception of public spaces for urban residents.
Recognizing that transgender individuals often face violence, harassment, discrimination, and social
stigma as societal “outsiders” (Sen, J. 2018), their art interventions create safe environments for
self-expression, reflecting their identities within a challenging cultural landscape. As highlighted
by Jessica N. Pabon in her study of street art and women’s communities, members of the Aravani
Art Project draw strength from embracing their ethnic and gender differences, challenging the
stereotypes and expectations that typically marginalize them. Consequently, their art serves a political
purpose: by conveying powerful visual messages, they foster resistance and have the potential to
positively influence local public perceptions.

Figure |: “Aravani Art Project Artists”

Origin and Mission

The word “Aravani” comes from the Aravani Festival, which happens every year at the
Koothandavar Temple in Tamil Nadu. During the festival, several transgender people participate in
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ceremonies symbolizing marriage to the deity Aravan, the patron god of the transgender community.
This cultural reference highlights the Aravani Art Project’s strong connection to India’s transgender
history. The project aims to use art to change society’s views of the LGBTQIA+ community by
encouraging social involvement, awareness, and inclusion. Public walls are turned into vibrant
displays of identity, resilience, and solidarity through this initiative, which leverages the accessibility
of street art for trans and queer people to share their experiences and challenge traditional institutions.

The Aravani Art Project focuses on reclaiming public spaces—often sites of exclusion or
violence—through collaborative, community-driven art projects. By involving both transgender
individuals and cisgender women from marginalized communities, especially those in the informal
sector, the project emphasizes the importance of intersectionality in its empowerment approach.
Through workshops and mural creation, it creates spaces where stories are shared, voices are
amplified, and gender inclusivity is actively promoted.

The Aravani Art Project transforms contested urban environments into spaces for representation
and dialogue, using art as a tool for education and resistance as well as a medium for expression. It
promotes collective reflection on gender, identity, and visibility, and it turns the streets into
locations for the acceptance, celebration, and healing of a wide range of identities.

Objectives of the Project

¢ Empower Trans and Cis Women Artists: By involving them in public mural making and
storytelling.

e Reclaim Urban Spaces: Transforming walls into safe and expressive platforms for
visibility.

e Educate the Public: Through dialogue, workshops, and public art that challenge
stereotypes.

e Foster Community Healing: Art as a therapeutic tool for marginalized communities to
process trauma and build solidarity.

The Power of Street Art

The unique ability of art in the public realm is to turn the ordinary walls into a vibrant platform
for public conversation. Its accessibility and immediacy allow it to question societal conventions
and start conversations about significant topics like identity, equality, and belonging. Street art
speaks directly to people in the locations it occupies, making it accessible to all, in contrast to
gallery art, which sometimes comes across as elite or elitist. Street art is a daring and inclusive way
for underrepresented voices to reclaim space and make their presence known in the social and
cultural environment of India, where concerns of gender, caste, and sexuality are intricately
intertwined into everyday life. This transforming impact is demonstrated by the Aravani Art Project,
which uses public art to showcase the authentic experiences of gay and transgender people. By
collaborating with trans and cisgender women to create massive murals, the initia tive questions
prevailing visual narratives and gives voice to individuals who have historically been marginalized
or ignored. In addition to challenging preconceived notions, these murals serve as potent
representations of LGBTQIA+ empowerment, healing, and unity. Through the use of positive images



22 ATISHAY KALIT

and human narratives, the Aravani Art Project reclaims public space, redefining the urban landscape
as a site of inclusion, visibility, and resistance.

The Role of Art in Empowerment and Healing

Art turns into a political and personal act that enables people to recover their visibility, question
gender roles, and regain their sense of value. Examples of murals that use vibrant colors and symbolic
images to portray themes of change, fluidity, resilience, and identity include those found in places
like Bangalore’s Cubbon Park Metro, the Chennai street wall cooperation, and international venues
like the Venice Biennale. In addition to enhancing public areas, these pieces of art challenge onlookers
with messages that require respect and understanding. Additionally, by encouraging solidarity between
trans and cis women, the project’s participatory character promotes emotional ties, mutual healing,
and personal development. Participants who identify as trans frequently see the practice as therapeutic,
with each brushstroke serving as a sign of freedom from trauma and marginalization. The concept
turns art into a tool for social mobility and cultural inclusion by offering not just emotional expression
but also skills, financial freedom, and public recognition. The Aravani Art Project thereby reinterprets
public art as a force for empowerment, healing, and visibility—particularly for marginalized
populations.

The Journey of Transpersons in Indian Society

e Indian mythology and historical texts reflect a time when transgender individuals were
not only visible but also revered. They held esteemed positions in royal courts and spiritual
traditions, often regarded as bearers of divine power and insight. These stories remind us
that gender diversity once held a place of dignity and significance within the cultural
fabric of the subcontinent.

e In stark contrast, transpersons in modern India continue to grapple with systemic
marginalisation. Across social, cultural, economic, political, and legal domains, they face
persistent exclusion. The denial of basic rights and opportunities forces many into survival
economies such as begging and sex work—professions that are heavily stigmatised and
offer little in the way of security, recognition, or dignity. Figure 1 shows a portrait at
Sonagachi, in Kolkata, the biggest red light district in Asia. The portrait acts as a generic
representation of all transgender people and sex workers to put forward a message of
empowerment. They have the right to be respected despite their work. We are not what
we do but who we are.

e This forced invisibility is compounded by widespread societal apathy. A lack of
understanding, fear of the unknown, and entrenched stereotypes have led to the social
isolation of Trans individuals. Many are rejected not only by institutions and communities
but even by their own families. They become strangers in their own homeland—robbed
of identity, respect, and voice.

The Aravani art project has had a notable impact over the last decade, especially in terms of
changing society and making it more accessible for the transgender community, primarily in India.
Transgender artists in Bangalore express both personal and community identities by creating self-
portraits on the city’s walls. A notable example is the art project ‘Naavu Idhevi’ (We Exist), where
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five collective members painted a symbolic depiction of a transgender citizen, reminding viewers of
their presence in modern society. By gaining visibility similar to political leaders in propaganda
posters, transgender individuals engage in collaborative and dialogical art. On the other side, according
to Kaster, this strategy is to challenge the existing stereotypes and encourage a deeper knowledge
and empathy for the community among the far-reaching public. Transgender artists have travelled
around India, completing more than 14 projects in a variety of urban contexts, such as ghettos,
slums, and red-light districts, through the initiatives led by Poornima and the Aravani Collective.
Artists spend weeks with new participants throughout these creative endeavors to exchange tales,
learn about different experiences, and comprehend local cultures and specific challenges. By creating
lively portraits that include local symbols and captions either in Hindi or English, transgender
individuals effectively interact with the public and showcase their unique identities.

Case Study of Murals Created by Aravani Art Project

The Aravani Art Project has become a potent movement redefining public places through
identity and inclusion as a lens. The initiative has produced over 80 murals around India, which
stand as live examples of resiliency, pride, and community, from the streets of Bengaluru to the
bustling flyovers of Mumbai and the ancient alleyways of Delhi. In addition to beautifying neglected
areas, the Aravani Art Project has raised awareness among residents, tourists, and policymakers by
turning walls into canvases of gender expression and solidarity. This has turned cities into an outdoor
gallery of empathy and inclusivity. This transformation has attracted not only locals but also everyday
individuals, foreign tourists, and international dignitaries seeking to explore the dynamic and creative
expression of street art.

"
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Figure 2: “Gender Dysphoria” by Aravani Art Project, Venice, Italy 2024

Among the remarkable artworks of the Aravani Art project, Figure 1 stands out prominently
as a compelling piece titled “Gender Dysphoria.” The artwork “Gender Dysphoria” is a remarkable
mural for the Venice Biennale that stands as a compelling case study in how public art can engage
with complex questions of identity, transition, and representation. Created by a collective of cisgender
and transgender women, the mural integrates depictions of Trans bodies with elements of nature,
metaphorically representing the processes of transformation, gender dysphoria, and eventual
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acceptance. The artwork subverts binary gender norms by visualizing the feeling of alienation within
one’s own body while simultaneously celebrating the journey toward self-recognition and
empowerment. Through its vibrant palette and symbolic layering, the mural not only reflects the
rich visual culture of India—drawing inspiration from the country’s colorful textiles, spices, and
architectural motifs—but also consciously amplifies the colors of the LGBTQIA+ and trans flags to
promote inclusivity and pride. The bright colors are not merely aesthetic but serve as a cultural and
political statement, reclaiming visibility and challenging the limited stereotypes that society imposes
on trans identities. This mural transforms the space of the Biennale into a site of global dialogue,
highlighting how art can serve as both resistance and healing, offering alternative narratives and
possibilities for trans lives beyond marginalization.

The artists employ a striking color scheme that also highlights the colors of the LGBTQIA+
and trans flags, drawing influence from India’s visual traditions—its textiles, spices, and
architecture—making inclusiveness and visibility a key component of the piece. The mural redefines
the Biennale space as a platform for global dialogue, demonstrating how public art can act as both
resistance and healing. Ultimately, “Gender Dysphoria” stands as a testament to art’s power to
challenge stereotypes, foster empathy, and encourage a more equitable and accepting society.

Figure 3: “Trans Lives Matter” by Aravani Art Project at Lodhi Colony, Delhi, 2019

The Aravani Art project mural titled “7rans Lives Matter” represents a significant milestone
as the collective’s first public artwork in Delhi, located prominently in front of the N.P. CO-ED
Senior Secondary School in Lodhi Colony. This large-scale, vividly colored mural serves as both a
visual archive and a celebration of the Trans community, featuring intimate portraits of Trans women
with whom the artists have collaborated over time, as well as women who have influenced the
project’s philosophy. Created with the participation of 15 Trans women and numerous volunteers,
the artwork exemplifies the project’s core values of inclusion, collaboration, and representation.
The composition weaves together individual stories into a unified narrative, transforming a public
wall into a collective assertion of identity, dignity, and belonging. By integrating traditional Indian
motifs with contemporary visual language and placing trans lives at the center of urban visibility,
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the mural challenges societal exclusion. It creates a space for dialogue and recognition. As a living
testament to the idea that art must reflect and serve an inclusive world, this mural stands not only as
a powerful act of expression but as a statement of community, solidarity, and resistance.

Figure: 4 “Lakshmi Mills” by Aravani Art Project at Kannagi Art District, Chennai, 2020

In 2019, the Aravani Art Project transformed a 225-foot-long wall at the historic Lakshmi
Mills in Coimbatore into a vibrant mural that celebrates the city’s rich textile legacy. As the mill
underwent a metamorphosis into a commercial space, the mural served as both a tribute and a
narrative tool, tracing the evolution of textile production—from the cotton fields and handlooms to
mechanized mills. By incorporating vivid pastel tones and dynamic imagery, the mural highlighted
the integral role of women and workers in preserving Coimbatore’s weaving heritage. This public
art initiative not only honored the labor force behind the textile industry but also reclaimed space
through the lens of inclusivity, bridging art, industry, and community history.

During the COVID-19 crisis, India’s transgender community—largely employed in the
unorganised sector—faced disproportionate hardships due to the absence of welfare safety nets.
With no access to steady income or benefits, many transgender individuals, including manual laborers
and blue-collar workers, were thrust into economic insecurity, risking their lives to access crowded
workspaces. A social media post from a grassroots collective documented their response, highlighting
how confusion and uncertainty dominated the daily lives of this marginalized group. Amid these
challenges, the collective mobilized efforts to raise funds and offer direct support, urging the public
to share, support, and enable the transgender community through solidarity, visibility, and active
participation in fundraising initiatives. This digital activism became a vital tool in amplifying
transgender voices and needs during a period of national crisis.
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Figure 5: Me/We by Aravani Art Project at Dharavi Mumbai in 2020

The “Me/We” mural project, conceptualized by the Aravani Art Project in collaboration with
St+art India and the FB AIR program, brought the spirit of kindness, identity, and community solidarity
to life through vibrant twin murals in Mahim (E) Art District, Mumbai. Developed over eight days
following a two-week-long participatory process involving open workshops with women from Sneha
Foundation, students, and Dharavi residents, the murals were rooted in lived experiences and visual
observations from the community. These murals portray everyday moments of connection—Ilike
friendly smiles, shared conversations, and local street scenes—that reflect the deeply interwoven
lives in Dharavi. Celebrating the ethos of the Mahim (E) Art District since 2014, this project not
only honors the local people but also fosters belonging and emotional well-being. Through its visual
narrative, “Me/We” becomes a testament to kindness and shared humanity in an urban setting.

Conclusion

The Aravani Art Project demonstrates the transformative role of art as a medium for visibility,
empowerment, and inclusion of marginalized communities. By actively involving transgender
individuals in mural-making, the initiative reclaims public spaces that have historically excluded
their voices, turning them into platforms of dialogue, recognition, and acceptance. Beyond symbolic
representation, the project has enabled participants to develop artistic skills, build confidence, and
strengthen their sense of belonging within society. It also illustrates how urban spaces can be
reimagined as inclusive environments where creativity challenges stereotypes and fosters empathy.

The four case studies examined in this research further reinforce these observations. Whether
in Delhi, Chennai, Mumbai, or Italy, each mural reflects a shared commitment to co-creation, authentic
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representation, and the assertion of dignity through visibility. Together, they reveal how collaborative
art practices can generate community pride, reclaim neglected spaces, and spark meaningful public
conversations. At the same time, these examples highlight certain limitations: while murals succeed
in creating awareness and empowering participants, their long-term impact relies heavily on sustained
community engagement, institutional support, and systemic reforms.

In conclusion, the Aravani Art Project stands as a compelling example of art-led activism that
bridges the gap between cultural expression and social justice. It underscores the power of creativity
to influence public attitudes, challenge structural inequalities, and inspire more inclusive urban
futures, offering valuable insights for both cultural practice and policy-making.
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Abstract

Present investigation depicts the prevailing socio-economic challenges faced by street vendors
in Imphal, Manipur in the aftermath of COVID-19, pandemic and its impact to this vulnerable
group. Based on a mixed-methods approach, a pilot survey of 30 vendors operating near the Ima
Market was conducted, the research highlights many areas to cope up the situation faced by a
demographic dominated by women with low-income, low-level of education, low level of skill
purely dependent on street vending as a primary means of livelihood. The findings of the study
further reveal other areas to emphasize such as lack of working capital, workspace harassment, lack
of health care facilities, improper sanitation and weather dependencies which are to be looked after.
The study reports a severe drop in weekly income for 80% of respondents and a heavy reliance on
high-interest loans from private money lenders. Though national policies like the Street Vendors
Act, 2014 and the PM SVANIidhi scheme exist, a large percentage are not aware it and hence still
there is a gap to avail the benefit of the schemes by the vendors. This study concludes that the
income of the vendors takes a massive blow during the Covid 19 due to long closure of market and
restrictions as well as public’s apprehension to go to crowded marketplace. To address the various
issues and challenges the welfare schemes are to be made to reach them with transparency. Further
government, non-governmental organisations and association of street vendors and other financial
institutions should come together and take up stringent action in a holistic manner. to make Manipur
an empathetic, sustainable and inclusive state.

Keywords: Street Vendors, Informal Economy, Socio-Economic, COVID-19, Livelihoods.

Introduction

Street vending constitutes a major component of the urban informal economy in India, providing
a source of livelihood for millions who are excluded from the formal sector on account of low
education and lack of skills (National Policy of Urban Street Vendors, 2004). Accounting for



To Mitigate Uncertainties: Post Pandemic Studies on the Socio-Economic... 29

approximately 14% of non-agricultural urban informal employment, this sector is characterized by
low income precarity, insecurity, uncertainty, and lack of social protection. Manipur, a small state in
Northeast India, the woes of this vulnerable group in this sector is aggravated by adding other
regional challenges such as frequent bandhs (strikes), blockades and conflicts.

The COVID-19 pandemic and the ensuing nationwide lockdown delivered a severe blow to
this already fragile sector, pushing vendors to the brink of subsistence. This study aims to provide
dynamics of the socio-economic profile and the various challenges faced by street vendors in the
post pandemic focussing its impact during aftermath by the street vendors in Imphal, Manipur. It
seeks ways and means to bridge the gap between existing policy frameworks and the ground-level
realities experienced by these marginalized women of the state.

Literature Review

Academic or scholars who work on street vending highlights several existing themes of
vulnerability, policy gaps, and their vital role in society.

A study conducted by Bhowmik (2005) puts street vending as a vital source of employment
across Asia, particularly for urban migrants and the poor. The study highlights the universal challenges
street vendors face, including a perpetual lack of legal recognition, constant harassment from
municipal and local authorities, and eviction drives. (Chen et al., 2003) Bhowmik argues that despite
their economic contribution, vendors are rarely integrated into urban planning, rendering them
invisible and vulnerable to state-led clearance operations. This literature is supported by the findings
of this research, where harassment by law enforcement is prevalent among the street vendors of
Imphal.

Expanding on the theme of vulnerability, Saha (2011) delves into the financial exclusion of
street vendors in India. In his research, the findings highlight that the absence of access to formal
credit is a primary constraint on business growth and stability. Vendors are therefore forced to rely
on informal lenders who charge high interest rates, leading them to a debt trap. This creates a
precarious financial existence where any shock, such as illness or bad weather conditions, can lead
to catastrophic economic consequences. Our findings strongly support this, showing 70% dependence
on moneylenders and a complete lack (0%) of access to bank loans.

The COVID-19 pandemic presented an unprecedented shock, and its impact on the informal
sector has been a recent focus of research. A study by The World Bank (2020) on South Asia’s
informal workforce documented widespread job losses, depletion of savings, and increased food
insecurity. Similarly, an assessment done by the Institute of Social Studies Trust (2020) on women
in the informal economy in India found that female street vendors were among the worst hit, facing
a near-total loss of income and increased domestic burdens. This study also contributes to this
existing literature by providing empirical evidence through data from Manipur, confirming the severe
income decrease (80% earning below ' 2000/week during lockdown) and increased debt (80% of
respondents) highlighted in these larger reports.

This review establishes that while the macro-level challenges are well-documented, there is a
need for localized studies that capture regional nuances, such as the impact of bandhs and blockades
in Northeast India, especially in Manipur, and provide detailed ethnographic study to inform effective
policy implementation by the law-enforcing agencies.
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Review of Policy Framework

The Government of India enacted The Street Vendors (Protection of Livelihood and Regulation
of Street Vending) Act in 2014, a landmark legislation aimed at regulating street vending in public
areas and protecting vendors’ rights to the maximum extent. The salient features of the Act include
the promotion of vendors’ rehabilitation, access to social security and credit, and the amendment of
restrictive municipal and police acts to integrate vendors into urban plans.

In response to the pandemic, the Central government has taken up certain initiatives like
Pradhan Mantri Street Vendors Atmanirbhar Nidhi (PM SVANidhi) scheme was launched to
provide affordable working capital loans, incentivize digital transactions, and help the street vendors
resume their livelihoods post-lockdown. Despite these frameworks, their on-the-ground
implementation remains a significant challenge, which is very much evident from the findings of
our study.

Objectives
This study aims to:

1. Document the demographic and socio-economic profile of street vendors plying in
Khwairamband Keithel, Imphal.

2. Explore the primary challenges impacting their livelihood and subsistence.

3. Study the post-pandemic impact on the street vendors’ economic stability.

Methodology

The study is descriptive in nature and employs a mixed-methods approach of research
combining both quantitative as well as qualitative methods, utilizing both primary and secondary
data. The primary data was collected from a sample of 30 street vendors on the periphery of
Khwairamband Bazar (Ima Market) using a semi-structured questionnaire through interviews. A
convenience sampling technique was employed. The study is delimited to vendors selling vegetables,
fish, garments, and groceries, excluding other categories due to time constraints. Secondary data
was also gathered from government policies, reports, and existing literature.

Findings and Discussion

|. Socio-Demographic and Vending Profile

The study highlights a unique characteristic of the /ma Market of Manipur is that it is entirely
run by women (100%), underscoring their role as main bread earners in many households. A majority
(70%) of the respondents lived in their own houses, while 30% lived in rented accommodation,
indicating a certain level of residential stability but not economic security in the state. The educational
profile highlights significant marginalization that as 43% of the respondents were illiterate and 57%
had only primary-level education, which confines them to the informal sector because of their limited
skills and low level of education, which further limits their awareness of and access to supportive
policies which has been framed to improve their social security net.
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Table 1: Socio-Demographic Profile of Respondents

31

Characteristic Category Number Percentage
Gender Female 30 100
Male 0 0%
Residential Status Own House 21 70%
Rented House 9 30%
Educational Level Illiterate 13 43%
Primary Education 17 57%

Source: Primary Source

Vegetable sellers formed the largest group among the respondents (40%), followed by fish
sellers (20%), grocery sellers (20%), and garment sellers (20%). The main drivers for entering
street vending were unemployment (46.67%) and poverty (33.33%), with only 20% continuing a
family business, highlighting the role of vending as a critical fallback option for the economically

vulnerable and a section of society.

Table 2: Vending Profile of Respondents

Category Number Percentage
Vegetable Seller 12 40%
Fish Seller 20%
Garment Seller 20%
Grocery Seller 20%

Source: Primary Source
Table 3: Reason for Taking up Street Vending
Main Driven Force Number Percentage
Poverty 10 33.33%
Unemployment 14 46.67%
Family Business 6 20%

Source: Primary Source

2. Economic Profile and Impact of COVID-19

The data in Table 4 shows that during Pre-pandemic, 20% of vendors earned below ¥ 2000
per week, with 50% in the ¥ 2000-4000 bracket, while 30%earned above ¥ 4000 per week. During
the pandemic, the economy in the state collapsed, with 80% reporting weekly incomes below
% 2000. This represents a decline of over 50% for most vendors, pushing them into a vicious cycle
of poverty and indicating an extreme level of income shock.



32 ATISHAY KALIT
Table 4: Weekly Income Profile

Income Range (%) Pre-Pandemic During Pandemic

No. %o No. %o
Below 2000 6 20% 24 80%
2000 - 4000 15 50% 5 15%
4000 - 6000 6 20% 1 5%
6000 and above 3 10% 0 0%

Source: Primary Source

From table 5, it can be seen that for the source of capital 70% relied on private money lenders
who charge an exorbitant rate of interest, 20% on their own savings, and only 10% rely on their
friends and relatives to run their business. The complete absence of formal bank loans (0%) in the
sample underscores their exclusion from the formal financial institutions. These further highlight
financial exclusion and vulnerability from the mainstream. This dependence on informal credit

creates a debilitating cycle of debt, as identified by Saha (2011).
Table 5: Source of Capital

Source of Capital Number Percentage
Own Saving 6 20%
Money Lenders 21 70%
Friends & Relatives 3 10%
Bank Loan 0 0%

Source: Primary Source

3. Survival During the Lockdown

The pandemic’s impact was catastrophic and multifaceted in nature, as shown in Table 6,
confirming the trends identified by The World Bank (2020) and ISST (2020).

Table 6: Impact of Lockdown on Livelihoods

Enquiry Response Number Percentage
Business Shut Down Yes 17 56.67%
No 13 43.33%
Increase in Debt Yes 16 80%
No 4 20%
Management of Business Self-financing 3 10%
Bank loan 0 0%
Private money lenders 21 70%
Relatives 4 20%
Switched Business Yes 4 20%
No 16 80%

Source: Primary Source
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¢ Business Closure & Debt: The findings shows that 56.67% of the respondents had to
shut down their businesses completely during the lockdown, and an overwhelming 70%
reported a significant increase in debt to meet basic subsistence needs during these difficult
situations.

¢  Coping Mechanisms: To run their business during the pandemic 70% of the street vendors
borrowed from private money lenders at high interest rates, 20% relied on friends and
relatives, and only 10% could self-finance their business. The complete lack of access to
formal bank loans (0%) during a crisis highlights the lack of awareness among the street
vendors about various schemes of the Government.

e Livelihood Switching: Only 20% could switch to another business, while §0% had no
alternative source of livelihood during the lockdowns and shutdowns, relying heavily on
government, NGOs, and local authorities’ aid for food rations and other items, which are
basic necessities.

The lockdown exposed a complete absence of social security with no assets to mortgage or
sell, vendors were entirely dependent on external aid from government and local authorities for
survival, highlighting a critical need for formal safety nets designed for the informal workforce,
which need to be included by the planners while making policies.

Conclusion and Recommendations

This study confirms that street vendors in Imphal operate under conditions of extreme socio-
economic uncertainties, which were critically exposed and worsened by the COVID-19 pandemic.
This sector is completely dominated by women, unlike in other parts of the world with a low level
of education and less skill. In addition, this vulnerable section faces severe challenges of financial
exclusion, harassment by authorities, and policy neglect from the government side. The existing
national policies, though well-intentioned, have failed to trickle down effectively to provide tangible
support, as evidenced by zero access to formal credit and devastating income loss during such
situations.

In the light of uncertainties faced by the street vendors in Imphal, Manipur, the following
recommendations are proposed:

1. Localized Implementation of Laws: The Street Vendors Act, 2014, must be actively
implemented at the municipal level. For this the concerned authorities such as law enforcing
agencies, Municipal authorities etc are to be sensitized.

2. Facilitate Access to Formal Credit: Mechanisms to link vendors with formal banking
institutions and micro-finance options must be strengthened to break their dependence on
predatory money lenders. Awareness and facilitation centres for schemes like PM SVANidhi
are essential.

3. Create Participatory Governance: Establishing town vending committees with fair
representation from vendor associations, NGOs, local authorities, and residents’ welfare
associations to ensure orderly and inclusive management of street vending is highly needed.
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4. Build Resilience for Future Shocks: To develop a crisis-responsive framework that includes
access to emergency funds, insurance products, and social security schemes like pension,
health insurance, tailored for informal vendors.

5. Organize and Empower Vendors: Promote the formation of street vendor unions,
associations, and cooperatives to facilitate collective bargaining, empowerment, and easier
access to government schemes.

By integrating street vendors into the formal urban economic framework, policymakers can
not only protect a vulnerable population but also harness their significant contribution to local
economic growth and development. Lastly, the policies are to be devised in a holistic manner so that
Manipur may become a sustainable state. At the end, it is a call for the recognition of street vendors
not as encroachers, but as essential players in the socio-economic landscapes of Manipur.
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Abstract

The article begins from a common assumption or hypothesis which takes depictions of
traditional games referenced in Indian miniature paintings to represent nothing more than courtly
pastimes or humorous scenes of decorative leisure. However, through close inspection of Chaupar/
Pachisi Chaturangana and MokshaPatam boards, the study has demonstrated that such
representations conveyed multiple socio-political and moral implications. Therefore, decorative
representations found in Indian miniature paintings value further investigation because, located in
additional realms, they serve as visual representations of strategy, authority, ethical order, and
community identity, religious symbolism and were not simple decorative ornaments.

This paper begins from the assumption that the depictions of traditional games in the history
of miniature painting represent only recreational activity, or at most an aristocratic pastime. In fact,
these representations as mere decorative imagery are accepted so readily, as visual evidence of
aristocratic leisure or family amusement, that it seems unworthy of further questioning. However, it
is needed to question this assumption further. By working in concert with epic narratives and visual
representations of games in miniature paintings, it is observed that games are not at all peripheral;
they are aspects in the complex of questions that deal with fate, morality, and politics, Strategy,
religion, social bonding, pedagogy, ethics, learning and many more. Secondary sources have been
used for incorporating epic works, art-historical works and visual sources that share Indian games
in the historical, artistic, and social contexts of the time.

Keywords: Traditional Indian Games, Miniature Paintings, Society, Chupar/Pachisi,
Chaturangana, MokshaPatam.
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Introduction

Traditional Indian games have often been viewed as recreational pastimes — brief entertainment
for kings, queens, and courtiers, with little impact on cultural history. It is this assumption that
seems to inform a great deal of Indian miniature painting studies. In fact, these scenes of dice games
and Chaupar/ Pachisi have often been easily dismissed from scholarly interpretation and casual
viewing alike, simply as embellishment of a painting; dolling up the private amusements of an elite
rather than of historical or social consequence. But even if these representations were not only
decorative, we will think intuitively they represent the exquisiteness of elite leisure, indulgence and
embellishment, rather than beholding some deeper significance.

To begin with, this paper presumes hypothetically that the representation of games in miniature
paintings were just representations of pastimes and leisure activity undertaken by nobility. This
paper seeks to challenge that assumption, through detailed analysis. The primary investigation will
be whether these images of games are simply representations of cultural leisure or, whether they
possess deeper sentiments, such as sustaining political authority, communicating moral education,
or maintaining cultural memories. More generally, can the visual culture of games within miniature
painting be interpreted as addressing larger concerns regarding power, morality, destiny, religion,
and community that shaped the cultures in which they existed? Through secondary data collection
that built on epic narratives, art historical readings, and examples of painted pieces, such as the
Chaupar/Pachisi, MokshaPatam and Chaturangana boards, the paper illustrated how games were
not peripheral pastimes. They were visual metaphors that societies used to negotiate governance,
moral order, and cultural cohesion.

Review of Literature on Games, Art and Society

Many Scholarly literature on Indian miniature painting has generally emphasized its visual
brilliance, courtly patronage and symbolic richness — showing how miniature paintings served as
containers of political authority and cultural memory resource (resources.metmuseum.org).
Accordingly, scholarly papers on traditional Indian games generally emphasizes the folk-ness, play-
ness, or educational-ness of these games — focus on their symbolic association with a moral world,
their presence in epic, or scope within household and domestic ritual (Academy). However, the
significant potential of games, such as the dice game in the Mahabharata — which itself amounts to
one of the major turning points in political and ethical narrative — has not been reciprocated the
extent of similar scrutiny in art-historical analysis. In the context of visual arts scholarship, B.N.
Goswamy (Abirpothi, 2023) stands out for advocating for miniature paintings to be interpreted as
dense “visual texts” — vehicles encoding cultural and philosophical value not as instruments of
aesthetic extravagance. Yet there has not been a thorough examination that brings together the
depiction of games across miniature paintings with larger questions of authority, ethics, Morality
and community. This study aims to fill a crucial void by demonstrating how, seemingly trivial, the
games in the paintings functioned, as visual devices that developed social identity, moral discourse,
pedagogy, learnings etc.

The study makes an argument that games like Chaupar, Chatruangana, Mokshapatam etc
were not merely a leisure pursuit but they were also learning tools intended to impart patience,
ethics, social behaviour, and strategic thinking. What was recognized as games were in fact games
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with significant cultural force that formed governance, morality and communities in the early modern
historical society of India; and therefore, far from trivial, these games reveal that what masquerades
as leisure in miniature paintings carries enduring significance for politics, morality, and community.

Dice Game of Mahabharat, Epic and Miniature Painting

In Indian epic Mahabharata, on the dusty boards of Chaupar, the story opens dramatically as
Yudhishthira’s fatal wager against Duryodhana transforms into a moment that alters the entire epic
universe rather than just a game. Kingdoms, honour, relationships, and morality are all on the line,
and the dice cup turns into a weapon. Yudhishthira stakes his kingdom, his brothers’ freedom, and
even his wife Draupadi in this crucial scene. The dice game becomes more than just a game when
Draupadi is humiliated; it became a means of spiritual collapse, political manipulation, and narrative
crescendo. It impacted as establishing exile, civil war, and cosmic upheaval, it demonstrates how a
game can provoke moral dilemmas, divine intervention, and transform society (Ganguli).

This motif also had its continuation in miniature traditions. There was continuous depiction
of this epic scene of Dice game of Mahabharata in almost every school of miniature paintings like
Rajasthani, Mughal, Pahari (Image/ and Image2). Several illustrated folio manuscripts of the
Razmnéama (the Persian translation of the Mahabharata commissioned by Akbar during the 1580s)
depict the dice game—represented as a form of Chaupar—framing the scene within a Mughal
framework for visual storytelling. As Audrey Truschke points out, these translations and paintings
recontextualize epic content within formats that suited imperial contexts. Providing an example of
how games served not only to entertain, but also to dramatize providence, fate, and political
consequence (Truschke, 2016.).

Image 1| Image 2

Image 1: The Disrobing of Draupadi Attributed to Nainsukh Indian ca. 1760—65, Pahari painting
Image 2: The Great Gambling Scene in Mahabharata Albert Hall
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Chaupar carried a number of meanings in social life, beyond the Mahabharata, which were
encoded into miniature paintings in different ways. In a fitting reference, the Ain-i-Akbari, compiled
by Abu’l Fazl in the late sixteenth century, mentions Chaupar (Pachisi), as one of the preferred
amusements at the court, which gave enjoyment, while also requiring skill and strategy to play.
Abu’l Fazl has it that Akbar even had a life-sized board of Chaupar made in the courtyard of
Fatehpur Sikri, with living retainers as pieces, demonstrating how the game could be a spectacle of
imperial magnificence alongside its function as a strategy game (H. Blochmann, 1873, p. 304) Thus
in the Mughal and Rajput courts, Chaupar was subtle tool of both diplomacy and display of acumen,
magnificence. Chaupar was therefore not just an amusement but could also be considered a nuanced
form of diplomacy and display of wit. Miniature paintings from Pahari for example /mage3, show
emperors and nobles engaged around the Chaupar board, suggesting the game was linked to
exhibitions of wit, negotiating, and courtly court politics. /mage4 shows a zenana image, especially
in Rajput and later Mughal ateliers, Chaupar had specific gendered aspects. Women were portrayed
in intimate circular spaces, Chaupar board centrally placed, suggesting that Chaupar presented an
experience of sociability, entertainment, story-telling and cultural transmission and bonding.

Image 3 Image 4

Image 3: A painting of araja and his courtiers playing Chaupar india, punjab hills, Guler or Basohli,
circa 1720

Image 4: Domestic Zenana scene featuring four aristocratic women playing Chaupar indoors Image:
By author

Religious symbolism would also attach to a game similar to Chaupar, Image 5 shows Shiva
and Parvati enjoying a game of Chaupar, as recounted in the Skanda Purana. In this scripture,
Parvati urges Shiva to play with her Chaupar, and there is a quarrel at the game because Shiva loses.
Their playful game and quarrel turn into an emblematic performance of cosmic forces—the tension
of chance and design, fate and human determination. In this way, Chaupar represents more than
mere amusement; it is a philosophical dialogue inscribed within cultural history. Beyond textual
and visual accounts, there are examples of Chaupar boards carved into the floor of temples, which
were used in rituals and festivities. In these spaces, the sacred and the social converged, turning the
recreational game into a nexus of divine play, religious life, and community.
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Image5: Shiva and Parvati Playing Chaupar: Folio from a Rasamanjari Series Devidasa of
Nurpur ,dated 1694-95

Chaturanga - A Game of Strategy and Statecraft

While many assume Chaturanga was only leisure, a closer reading of the texts and visual
culture challenges this conclusion. The game, named for the “four divisions of the army,” emerged
during the Gupta period as something more than leisure activity. References in Banabhatta’s
Harshacharita (7th century CE) are already connecting Chaturanga with princely households,
indicating it existed as some form of elite culture rather than simple play (Bana & Cowell, 1897).
The very form of the game (a battlefield with infantry, cavalry, elephants, and chariots) —ignites
the goal to be a strategic simulation, and make players mindful of foresight, discipline, and judgment,
all key qualities of rulers and administrators (Courier, 2024).

Miniature paintings also dismantle the ‘leisure-only’ hypothesis. Mughal-era text clearly
explains rulers and courtiers engaged with ‘play’ while involved with the court and ceremonial
political events in the Diwan-i-Khas implying some connections between ‘play’, power and
governance (Beach, 1987) . Rajput and Pahari miniatures show nobles like /mage 7 and women
Image 6 participating with deliberate focus or with formal grace, indicating an intellectual activity
versus merely rec leisure (Archer, 1973).

The game’s very form, as the fourfold army, resonated with Vedic cosmology: the elephants,
cavalry, chariots, and infantry represented the forces of maintenance, sustaining [ta (cosmic order),
and the formal advancement of pieces represented dharma. This iconic meaning is further accentuated
in devotional miniatures depicting Radha and Krishna playing Chaturanga Such as Image 8. In the
images, the game is rendered as 1113, the divine play in which cosmic truths are revealed, with Radha
representing bhakti (devotion) and Krishna the ultimate strategist of the cosmos. Scenes like these
sacralise the game of Chaturanga, transforming it into a figure for divine love and cosmic balance.
Collectively, the courtly, cosmological, and devotional framing of Chaturanga demonstrates that it
was never simply a good time or leisurely activity, but a cultural practice with political significance,
religious representation, and theological meaning in early modern India.
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Image 6 Image 7

Image 6: Ladies playing Chess, Arki School of Art, attributed to Basant Singh, circa 1930
CE, Bhuri Singh Museum, Chamba, Himachal Pradesh

Image 7: Painting of Mian Gopal Singh of Guler (left) playing chess with Pandit Dinamani
Raina (right). Ascribed to Pandit Seu of Guler. Dated ca.1720—1725. 18cm x 25.8cm. Acc. No. 214

This devotional framing immediately challenges the assumption of Chaturanga as “mere
leisure.” If the gods are playing games, then play is elevated to the religious realm, carrying multiple
layers of religious and symbolic meaning. These representations also supported the notion that
games could embody spiritual lessons—strategy as wisdom, Radha’s devotion as bhakti, and Krishna’s
mastery as “God” or the complete control of Gods over cosmic order. Consequently, even in miniature
paintings, Chaturanga operates not only as a courtly or intellectual pursuit but also metaphorically
as a theology representing the relationships that exist between the divine and human.

Image 8: Krishna and Radha playing chess, Late 19th century CE, Kangra School of Art, Himachal
State Museum, Shimla
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Thus, the first assumption that Chaturanga is simply a game and a pastime is more misguided
than one might think. Its representation in miniature paintings, literary traditions, and religious
iconography suggests that the game had multiple meanings—interpreted as a metaphor for warfare,
leadership, or ethical restraint. Chaturanga was not merely leisure time; it was a way to teach the
strategic and moral concerns of the cultures that depicted it.

MokshaPatam: A precursor of Snake and Ladder

Although often appraised to be representative of modern Snakes and Ladders, MokshaPatam
was not simply a game of chance. The game was conceived of as part of the moral- religious framework
of Hindu thought where the board illustrated the spiritual journey of the soul, with each square
representing a stage in life. Ladders signified virtues (for example, truthfulness, devotion, or
generosity) while snakes were representative of vices (e.g., greed, anger, and lust). The end goal- as
in the game- where the players attempted to get to the highest square, was to achieve moksha which
is liberation from the cycle of rebirth. As Gopalan (1969) and Parlett (Parlett, 1999)argued, the
game represented a form of didactic allegory which intended to educate the player about moral
conduct and to remind the player of the consequences of their actions.

Miniature paintings and illustrated boards of the late medieval/early modern time period
visualize a particular expression of this moral pedagogy. Boards depicting MokshaPatam games
were retained in temples and monastic libraries in the context of Jain (/mage 9) and Hindu traditions
(Image 10), and the game acted as a vehicle for moral instruction.

v Tera AN uAT
3<1 WA v

g, B3 330 AAR i
AN e w MRaNy | Tpay £
paulwTAd s3q e Qa0 2aTm | aoh Rovm a5 ang n
L‘? ‘!‘A‘a v | me | | o (TANLTHAN e

+

Image 9 Image 10
Image 9: Gyan Chaupar (Jain version of the game), National Museum, New Delhi

Image 10: Gyan Chaupar (Snakes and ladders) game, ¢ 1850. The 360 Squares make Aware the
Players about Results of Various Acts of Sins & Charity, Good Deeds, going to Heaven & Vicious
condemned to a Cycle of Rebirth. On display at Bhuri Singh Museum, Chamba, India.[1404%x1600]
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The cosmological symbolism is unambiguous: the board is not merely a playing surface, but
a sacred mapping of samsara, representing the entanglements of worldly existence and laborious
climb uploft towards liberation. Some painted examples that survive include scenes of deities, sages,
and celestial beings; like in painting and painting. The board formats become a portable moral /
religious pedagogue (Gupta, 2006) . The ancient Indian game MokshaPatam, later recognized around
the world as Snakes and Ladders, went by many names. In Northern India, it was correlated to
MokshaPatam or Gyan Chaupar (“game of knowledge”) meanwhile in South India there existed
references such as Paramapada Sopana Patam in Tamil and Vaikunthapali in Telugu. In Nepal,
Nagapash, as shown in /mage 11 or “entanglement of snakes,” was the game’s name, signaling the
hindrances faced along the journey to liberation (Topsfield, 2006). In concept and use, for example,
it was stated that within Muslim Sufi manifestations of MokshaPatam as shown in Image 12 the
game is an imaginative adaptation of Shatranj al-"urafa, or Qadimah-i ‘irfani (“mystical chess™)
whereby ladders become virtues on the liberation and the snakes symbolized the sins on that journey,
with the ultimate square representing jannat, or paradise (Safvi, n.d.) , (Topsfield, 2006). The
incredible names indicate the ways this one game was altered for localization, while maintaining its
historically purposeful moral and spiritual lessons.

Image |11 Image 12

Image 11: NAGAPASA (Snake & Ladder Game) Pigments on Cloth ,19th Century ,25 Inch X 24.5
Inch, Nepal, Sold at Christie’s Auction, New York,11 September 2019

Image 12: A Note on Sufi Snakes and Ladders | Journal of the Royal Asiatic Society | Cambridge
Core

MokshaPatam was a family and communal game and was played not only in courts but also in
cultic spaces, especially during holidays or festivals, which provided access to the moral lessons for
both adults and children. Whereas Chaturanga provided rulers with a social training regiment through
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strategy, MokshaPatam educated society on righteousness. The game’s democratized religious
teaching transmits the values of karma (action) and dharma (righteousness) into a playful form. The
experience of playing became a microcosm of life’s journey, chance through-will (the rolling of the
dice) echoes fate (daiva) and the movements represent moral action.

Therefore, the argument that MokshaPatam was simply a form of play is implausible. The
input provided above suggests the structure, symbolism, and representation of MokshaPatam indicated
its deeper engagement as a religious and ethical tool. The game encoded cosmology, bolstered
moral instruction, interreligious gaming adaptability, and kept the ultimate aim of Hindu, Jain
philosophy- moksha- at the forefront. In miniature and painted form, Moksha Patam synthesized
leisure, pedagogy, spirituality- not again demonstrating, how games in premodern India surpassed
entertainment and engaged cultural and religious consciousness.

Conclusion

The combined evidence from Chaupar, Chaturanga, and Moksha Patam renders improbable
the “leisure-only” hypothesis. Each of the games contained overlapping layers of meanings that
extended into the political, the intellectual, the social, and the religious. Chaupar, which is celebrated
in the Mahabharata, and was played in Mughal courts, was not only a tool of kingship and diplomacy,
but also a cosmic allegory of fate that reminded players of the greater connection of human destiny
to divine will. Chaturanga, which served as the predecessor to chess, trained rulers to think
strategically, cultivated intellectual sophistication amongst elites, and had religious meaning when
painted as the 1ila of Radha and Krishna as they represented the cosmic play of order and chaos.
MokshaPatam articulated the moral and religious philosophy most clearly, turning a simple board
game into an adult spiritual pedagogy where the ladders of virtue and the snakes of vice were a
dramatic representation of the karmic ascent and fall. Collectively, these games were more than
simply entertainment: they were part of a transformative set of practices and endeavoured to shape
and transform society by instilling a sense of discipline, strategic thinking, moral responsibility, and
spiritual pondering. They mediated power through the courts, transmitted ethical practice through
the household, and mobilized cosmological truth through temples and artwork. As it is known from
miniature paintings and illustrated boards, existing traditional Indian games functioned as cultural
institutions, which cultivated, disciplined, and invigorated the collective experience of their
communities by embedding philosophical and social ideals as part of quotidian life.
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Abstract

The Gopi Diaries by Sudha Murthy is a three-part children’s book series that explores human
life, relationships, and emotions through the eyes of a Labrador dog named Gopi. This series is
Narrated in the first person from Gopi’s perspective, the trilogy—Coming Home, Finding Love,
and Growing Up —offers a refreshing and innocent lens on everyday experiences. This paper critically
examines the narrative style, thematic depth, and emotional undertones of the series. While this
book is primarily written for children, the books engage with universal issues such as love,
companionship, aging, and mortality. This trilogy tells about moral value and importance of pet
animal . Sudha Murthy’s simple yet profound storytelling effectively combines entertainment with
moral education. The work highlights the bond between humans and animals, and serves as a subtle
commentary on values like empathy, kindness, and emotional intelligence. The trilogy stands as a
significant contribution to Indian children’s literature, blending warmth, wisdom, and cultural context
in a unique and accessible way.

Introduction

The Gopi Diaries is a heartwarming trilogy written by renowned Indian author and
philanthropist Sudha Murthy. The series presents a unique perspective as it is narrated from the
point of view of a Labrador dog named Gopi. Through his innocent eyes and pure heart, readers—
especially children— get a glimpse into the world of humans, relationships, emotions, and values.

The three books in the series—Coming Home, Finding Love, and Growing Up —trace Gopi’s
life from puppyhood to old age. Each part of the story is filled with moments of joy, love, learning,
and loss, making it more than just a pet’s story. It becomes a reflection of life itself . Written in
simple and affectionate language, The Gopi Diaries carries Sudha Murthy’s trademark style—rooted
in empathy, moral lessons, and cultural sensitivity. The books are not only entertaining but also
serve as gentle moral guides for young readers, teaching values like compassion, respect, family
bonding, and care for animals.
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Narrative Techniques in The Gopi Diaries

Sudha Murthy uses several distinct and effective narrative techniques in The Gopi Diaries
trilogy (Coming Home, Finding Love, and Growing Up ), making the series engaging, emotionally
resonant, and suitable for young readers. These techniques help convey deeper themes such as love,
empathy, and the passage of time through a gentle and relatable voice.

I. First-Person Animal Narration

The entire series is told from the first-person point of view of Gopi, a Labrador dog . This
unique perspective creates empathy and allows readers to see human behavior from a non-human,
emotionally honest lens . The technique bridges the gap between animals and humans, giving Gopi
a voice full of curiosity, loyalty, and innocence.

2. Simplicity and Clarity

Murthy uses clear, simple language suitable for children and early readers. The short sentences
and straightforward vocabulary ensure accessibility while still offering emotional depth. This
simplicity enhances the storytelling, focusing attention on emotions and life lessons rather than
complex plots.

3. Realism with Emotional Depth

The events in Gopi’s life are grounded in realistic domestic settings—an urban Indian
household, parks, vets, and family routines. Everyday experiences like being adopted, forming bonds,
visiting the vet, or dealing with loss are narrated through a dog’s perspective, lending emotional
warmth and relatability . Murthy masterfully portrays feelings such as joy, confusion, jealousy, and
grief in ways children can understand.

4. Chronological Narrative Structure

The trilogy follows Gopi’s life in a linear timeline: from being a puppy in Coming Home, a
growing companion in Finding Love, to old age in Happy Ending. This progression mirrors human
life stages— childhood, youth, aging—and helps young readers understand growth and change over
time.

5. Dialogues and Internal Monologue

While animals don’t speak in real life, Gopi’s inner thoughts and emotions are articulated
clearly.

Conversations between human characters are included, but Gopi’s interpretations and
reflections are central. These internal monologues often include subtle humor and insightful
commentary on human behavior.

6. Didactic Tone (Moral Teaching without Preaching)

Murthy’s style is gently didactic. She doesn’t preach, but the stories naturally convey values
such as: kindness to animals, respect for elders and helpers, sharing and empathy. These lessons are
embedded in the story rather than imposed, making them more impactful.
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7. lllustration-Enhanced Storytelling (in printed editions)

The printed editions of The Gopi Diaries contain illustrations that complement the narrative.
These visuals enhance comprehension, especially for younger readers, and add a playful dimension
to the story. Sudha Murthy’s narrative techniques in The Gopi Diaries blend simplicity with emotional
wisdom, making the books accessible yet profound. By choosing a dog as the narrator, she invites
readers to look at life through a lens of loyalty, love, and innocence. Her storytelling is not just
entertaining but also morally and emotionally enriching, making the trilogy a standout example in
Indian children’s literature.

Writing Style of Sudha Murthy in The Gopi Diaries

Sudha Murthy’s writing in The Gopi Diaries reflects her signature qualities of simplicity,
clarity, warmth, and moral depth. While intended for children, the series speaks to all age groups
due to its emotional sincerity and universal themes. Her writing style is carefully crafted to
communicate effectively with young readers without compromising on meaning or message.

I. Simple and Lucid Language

Murthy uses easy-to-understand vocabulary and short, clear sentences, making the books
accessible to children, beginners, and even those unfamiliar with English. There is no literary
complexity or ornamental language, which supports early reading development.

2. Empathetic and Emotional Tone

Her tone throughout the series is gentle, loving, and empathetic, reflecting the emotions of a
dog living in a human family. Whether it’s joy, confusion, fear, or grief, the emotional expressions
are honest and relatable.

3. Child-Centered Narrative Approach

The writing is structured to suit the child’s worldview, with frequent emotional cues,
explanations, and moral lessons . Themes are introduced naturally through events, not forced or
over-explained.

4. Anthropomorphic Voice

Gopi, the dog, speaks in first person, expressing his thoughts, feelings, and observations in a
human- like way. Murthy balances this anthropomorphism carefully—Gopi never becomes too
human, retaining his animal instincts and innocence.

5. Observational and Reflective Style

Murthy often allows Gopi to observe human behavior and reflect on it in simple, thought-
provoking ways. These reflections carry subtle criticism or praise of human values, behavior, and
relationships— without ever being judgmental.

6. Didactic yet Gentle

As in many of her works, Murthy imparts moral lessons in a non-preachy manner. Lessons on
kindness, honesty, empathy, and acceptance are embedded within the story, not imposed from outside.
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7. Descriptive without Being Dense

She provides minimal yet effective descriptions—just enough for readers to visualize people,
places, or situations .This keeps the pace brisk and avoids overwhelming young readers Sudha
Murthy’s writing style in The Gopi Diaries is a blend of childlike innocence and adult wisdom. With
straightforward prose, emotional honesty, and moral depth, she creates a world that is comforting,
thought-provoking, and inclusive. Her style ensures that children enjoy the story while quietly
absorbing valuable life lessons.

Emotional Nuance in The Gopi Diaries

Although The Gopi Diaries is written in simple language and meant for children, Sudha Murthy
skillfully weaves in emotional nuance—the subtle shades of feelings that give depth and richness to
the story. Through the eyes of Gopi, a Labrador dog, readers experience a wide range of emotions:
joy, curiosity, jealousy, confusion, loneliness, and love—all presented in a gentle, accessible manner.

I. Subtle Shifts in Mood

The tone shifts naturally from playful and light-hearted to serious and reflective as Gopi
grows older. For example, Gopi’s excitement on being adopted in Coming Home slowly gives way
to his realization of aging and mortality in Happy Ending.

2. Complex Feelings in Simple Words

Gopi may not fully understand human emotions, but he feels them deeply, and Murthy captures
this in lines that are emotionally rich despite being easy to read. His feelings of longing when his
humans are away, or his jealousy when another dog gets attention, reflect emotions children often
experience but cannot always name.

3. Empathy Without Sentimentality

Murthy avoids over-dramatizing. Instead, she creates genuine emotional moments, such as
Gopi comforting a sad family member or feeling scared during a thunderstorm .These moments are
touching yet restrained.

Chronological Growth in The Gopi Diaries

One of the most effective narrative techniques in The Gopi Diaries is its use of chronological
growth—the progression of time as Gopi, the dog, moves through different stages of life. The three
books in the series—Coming Home, Finding Love, and Happy Ending—are structured in a linear
timeline, reflecting Gopi’s journey from a playful puppy to a wise, aging dog. This narrative structure
not only shows Gopi’s physical and emotional development but also mirrors the life stages of a
human being, making the story relatable and meaningful for readers of all ages.

Book-wise Growth:

I. Coming Home - Childhood and Adjustment

Gopi is a young puppy, newly adopted, learning to adjust to human surroundings .He
experiences separation anxiety, joy, curiosity, and early bonding.
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2. Finding Love

Adolescence and Social Awareness other dogs, and his environment. He starts understanding
emotions like jealousy, affection, and sharing love.

3. Happy Ending

Old Age and Wisdom Gopi reflects on his life with maturity . He experiences slowing down,
health issues, and contemplates life, love, and even death—gracefully and peacefully.

4. Significance of Chronological Growth

Emotional Development: Just like humans, Gopi learns through experiences. His emotions
become more nuanced as he grows. Life Lessons: Children learn about stages of life—growing up,
aging, loss—through a soft, non-threatening story .Character Depth: Gopi’s personality becomes
richer with each book, making him more than just a pet—he becomes a symbol of unconditional
love and loyalty.

Sudha Murthy’s use of chronological growth in The Gopi Diaries gives the trilogy a strong
narrative backbone. It helps readers not only follow Gopi’s life but also reflect on their own growth,
relationships, and emotions. This structure makes the story emotionally engaging, realistic, and
deeply human—even when told through a dog’s eyes.

Theme of The Gopi Diaries

Sudha Murthy’s The Gopi Diaries revolves around a central theme of unconditional love and
emotional growth, told through the innocent and observant eyes of a pet dog, Gopi. The trilogy
explores life’s everyday joys and challenges, reflecting on human-animal bonding, family values,
and the emotional journey of growing up and aging. Though simple in form, the books are rich in
meaning, offering gentle moral guidance and deep emotional resonance.

I. Unconditional Love and Loyalty

Gopi’s relationship with his human family, especially Ajji, is rooted in pure, selfless affection.
His love isn’t based on conditions or rewards—he gives love freely, and this becomes a model for
readers to understand true emotional bonds.

2. Family, Belonging, and Home

The trilogy emphasizes the warmth and security of family life. Gopi feels safe, valued, and
connected to his home, showing children the importance of care, routine, and respect within a
family setting.

3. Human-Animal Relationship

Murthy highlights how animals observe and feel emotions just like humans do. Gopi’s story
teaches readers to treat animals with empathy, kindness, and responsibility—not as property, but as
emotional beings.

4. Growth, Change, and Life Stages
Each book mirrors a stage in life—Coming Home (childhood), Finding Love (youth/
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adolescence), and Happy Ending (old age). The series subtly explores how emotions mature over
time, and how love, loss, and acceptance are part of the life cycle.

5. Kindness and Empathy

Gopi, through his reactions and feelings, teaches readers to be sensitive to others’ needs and
emotions—whether it’s humans, animals, or domestic workers. Murthy conveys that being kind is
more important than being right.

6. Loss, Mortality, and Acceptance

Especially in Happy Ending, the theme of aging and death is treated with dignity and peace.
It teaches children that death is a natural part of life, and that memories and love endure beyond
physical presence. The central theme of The Gopi Diaries is to view life through the lens of love,
loyalty, and empathy—values that are often overlooked in a fast-paced world. Sudha Murthy uses a
dog’s simple yet profound experiences to reflect human truths in a way that touches readers
emotionally while teaching life’s most essential lessons.

Philosophical Undertones in The Gopi Diaries

While The Gopi Diaries is written in a simple and accessible style for children, Sudha Murthy
subtly weaves in philosophical undertones that deepen the narrative and offer readers—especially
adults—thought-provoking reflections on life, love, and existence. These quiet philosophical idea
are conveyed through the innocent yet observant voice of Gopi, the Labrador, who becomes a mirror
to human behavior and a gentle guide to life’s deeper truths.

Key Philosophical Ideas in the Trilogy

|. Perspective and Non-Judgment

Gopi, as a non-human observer, sees people without prejudice. He doesn’t divide them by
class, race, status, or age. His unbiased perception encourages readers to question their own
conditioned judgments. This reflects a philosophy of acceptance and equality—an essential moral
and spiritual value.

2. Unconditional Love as a Higher Virtue

Gopi’s love for his family is pure and undemanding. He doesn’t expect praise, gifts, or
recognition.

His behavior symbolizes selfless love, which is often spoken of in Indian philosophy (like
bhakti or devotion) as the highest form of emotion.

3. The Cycle of Life and Death

The final book, Happy Ending, introduces young readers to the philosophical acceptance of
aging and mortality. Gopi senses his body slowing down and eventually accepts death peacefully—
presenting a stoic, graceful attitude toward life’s end. This idea is deeply rooted in Indian philosophical
traditions that emphasize detachment (vairagya) and the natural cycle of life (samsara).

4. Mindfulness and Present Living

Gopi lives in the moment—he enjoys food, play, affection, and rest without overthinking the
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past or future. His way of being encourages readers to embrace mindfulness, a concept found in
both Eastern (Buddhist/Hindu) and Western philosophy.

5. Compassion as a Way of Life
Gopi’s reactions to other animals, humans, and even strangers are based on instinctual empathy.

This reinforces the idea that compassion is not taught, but inherent—a philosophy aligned
with Gandhian and Jain principles of ahimsa (non-violence).The philosophical undertones in The
Gopi Diaries make it more than just a children’s series—it becomes a meditation on life, viewed
through the clear, innocent, and deeply wise eyes of a dog. Sudha Murthy succeeds in blending
simple storytelling with spiritual insight, making the trilogy both emotionally moving and
intellectually enriching.

Cultural and Educational Significance of The Gopi Diaries

Sudha Murthy’s The Gopi Diaries trilogy holds strong cultural and educational value, making
it more than just a set of children’s stories. Through the experiences of Gopi, a lovable Labrador
dog, Murthy subtly introduces young readers to Indian family life, ethical values, and the importance
of emotional intelligence. The books serve as both a reflection of Indian culture and a practical tool
for moral and social education.

I. Cultural Significance

Representation of Indian Family Structure .The story is set in a typical Indian joint or semi-
joint family, where grandparents, parents, children, and household staff coexist. It reflects
intergenerational bonds, respect for elders (like Ajji), and shared responsibilities—core elements of
Indian social life.

2. Cultural Practices and Settings

From Gopi’s diet to household festivals, the books subtly showcase Indian customs, food
habits, and daily routines. Indian names, languages, and social roles (like domestic helpers and
drivers) are portrayed respectfully and realistically.

3. Inclusiveness and Empathy in Indian Society

Murthy emphasizes the inclusive spirit of Indian homes where animals, guests, and helpers
are all treated with care. The stories reflect Indian values of tolerance, compassion, and duty.

4. Moral and Ethical Learning

Each book contains implicit lessons in honesty, kindness, loyalty, patience, and responsibility.
Children learn how to treat animals and people with respect and dignity.

5. Emotional and Social Learning

Gopi expresses emotions like fear, excitement, jealousy, and sadness—helping young readers
identify and manage their own feelings. The stories promote emotional awareness and empathy—
key goals of modern education.
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6. Awareness of Life Skills

Children understand the importance of care for pets, routines, discipline, cleanliness, and
family bonding. Themes like adoption, aging, illness, and death are introduced gently, helping children
cope with real-life situations.

7. Language Development

The simple and clear language used in the trilogy helps improve reading fluency and
comprehension among early readers. It also introduces rich vocabulary related to family life, feelings,
and social interactions

Conclusion

The Gopi Diaries by Sudha Murthy is culturally rooted in Indian values and socially relevant
for today’s children. It combines storytelling with life lessons, offering a gentle introduction to
emotional maturity, ethical behavior, and cultural identity. The trilogy is a valuable educational
resource and a mirror of everyday Indian life, making it ideal for use in homes, schools, and libraries.
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Abstract

Although most of the poems of Jayanta Mahapatra deal with religion, landscapes and ways of
life, one can discover an underlying theme of deprivation and unfulfillment in Mahapatra’s poems.
Such a sense of deprivation or unfulfilled aspirations can be brought under the umbrella term of
‘hunger’. Therefore, this paper attempts to focus on the thematic aspect of hunger and aims to study
how the theme of hunger plays an important role in select poems of Jayanta Mahapatra. Linking the
theme of hunger to the idea of scarcity, deprivation, unfulfilled desires, and even physical hunger,
this paper would try to analyse the representation of hunger in select poems of Jayanta Mahapatra
such as, “Dawn at Puri”, “Hunger”, ““The Whorehouse in a Calcutta Street”, “Taste for Tomorrow”,
“Lost” and “Slum”. This paper would borrow significantly from Michel Delville’s and Andrew
Norris’ conceptualisation of hunger for framing the theoretical framework. Thus, this paper would
present a thematic analysis of the idea of hunger and connect it to the societal descriptions as
depicted in the poems under study.

Keywords: hunger, flesh, desire, poverty, poetry, scarcity, society.
Introduction

The idea of yearning, the idea of a “dream deferred” or that of unfulfilled dreams and
aspirations, are few of the most recurrent themes of contemporary poetry. Such ideas can be connected
to the idea of hunger. The word ‘hunger’ implies not only the physical yearning for food for
nourishment and livelihood, but also the mental yearning of desires and aspirations. Thus, hunger
can be seen as a metaphor to the mental along with the physical longing for something. Such a use
of the metaphor of hunger is seen in the poetry of Jayanta Mahapatra. Jayanta Mahapatra is the first
Indian poet to win a Sahitya Akademi award for his poetry written in English. He has authored
several poems viz. “Indian Summer”, “Dawn at Puri” and “Hunger” and his poems are regarded as
classics in modern Indian English Literature. His poems explore myriad themes of cultural struggle,
an exploration of identity, societal issues and displacement. His poetry attempts to capture the
difficulties and complexities of balancing traditional ideals with the changing structure of the society
of the contemporary India by using certain metaphors such as that of “hunger”. This paper therefore
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aims to study how the theme of hunger acquires a significant stature and plays an important role in
some select poems of Jayanta Mahapatra. Linking the theme of hunger to the idea of scarcity,
deprivation, unfulfilled desires, and even physical hunger, this paper would try to analyse the
representation of hunger in select poems of Jayanta Mahapatra such as, “Dawn at Puri”, “Hunger”,
“Taste for Tomorrow”, “The Whorehouse in a Calcutta Street”, “Lost” and “Slum”. This study
would mainly focus on the thematic analysis and the motifs and images which build up and represent
the theme. This paper would borrow significantly from Michel Delville’s and Andrew Norris’
conceptualisation of hunger for framing the theoretical framework. This paper would rely heavily
on the pragmatic aspect of the theme and would attempt to throw significant light in the representation
of society in the study of the select poems.

Methodology

As this paper deals with certain ideas associated the theme of hunger and therefore this study
would mainly focus on the thematic analysis and the motifs and images which build up and represent
the theme. This study would borrow extensively from the idea of how hunger can be seen as a
metaphor. It will be qualitative in nature. Thus, this study would also have a humanistic approach
and would deal with certain ills and evils of the society. This paper would rely heavily on the
pragmatic aspect of the theme and would attempt to throw significant light in the representation of
society in the study of the select poems. Borrowing significantly from Michel Delville’s and Andrew
Norris’ conceptualisation of hunger for framing the theoretical framework, this paper would mainly
focus on the thematic analysis and the motifs and images which build up and represent the theme.

Discussion

When analyzed in the context of Mahapatra’s poetry, the theme of hunger is one of the most
recurring themes. The theme of hunger, as reflected in his poetry, have sexual and moral connotation
as well. Many a times, Jayanta Mahapatra juxtaposes the idea of hunger with the imagery of poverty
and sexual gratification to depict the society and the problems which infest upon the society.

In the poem, “Hunger”, the title can be interpreted in two ways: whereas hunger can mean to
eat something, it can also mean the desire for sexual gratification. The speaker of the poem upon
learning that the fisherman would provide his daughter for sexual gratification against payment,
agreed to his proposition of sexual gratification, but was however ashamed at the act. The speaker
then realized that it was sheer poverty that made the father-daughter take up such a means to meet
the ends. Here Mahapatra juxtaposes the image of flesh and fish to show the different connotation
of hunger, where flesh stands for the sexual gratification and fish stands for the poverty-striken
hunger of the family. The idea of a father making business by selling his daughter’s body is regarded
as something heinous, but it is the sheer poverty of the family that has led them to resort to such a
means, for when the stomach is hungry, morality remains at bay. Thus, here ‘hunger’ gains a very
important stature as to determining the livelihood of the family. The poor fisherman has to coax the
speaker of the poem to take his daughter so that he could make some money out of it, and the
speaker realizes the need of ‘fish’ or food which has led both father and daughter agree to it.

Similarly in the poem “Lost”, the manner in which the speaker looks at the lady can be seen as
an act of voyeurism, where by looking at her, his desire is quenched— “I watch your body ease off
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the seasons stretched out on the stone of my breath” (Mahapatra 2). In the light of gratification of
desire, the women’s body can be seen as a food for the speaker, rendering the woman into an object
of pleasure which is to satisfy the speaker’s desire. The speaker then continues the act of gratification
with physical contact, however the woman seems unresponsive. Seeing her unresponsiveness, the
speaker starts speculating whether the ohysical contact between the two of them would lead to a sort
of amiable development or if it would shatter the relationship between them which he ponders over
as “fateful encounter”. The mere moment of unresponsiveness by the woman had led him to self-
speculation and his hunger was suppressed with her unresponsiveness which had dwindled the
speaker’s confidence and his self-assertion on her. His ego was slighted, just like a child’s faith
which shatters like a defective toy- “the first faith of some child goes wrong/like some defect in a
mechanical toy” (Mahapatra 4-5). The speaker draws parallels of the woman’s body to a toy which
is interesting because by doing so, he is stripping it of its own subjective hunger. The woman’s body
is seen merely as an object. That she too might have some desire or hunger has been overlooked by
the speaker. The woman has been rendered as mechanical as a toy, a device for gratifying the desire
of the speaker. However, her “shrinking” body made the speaker comes in touch with reality which
led him to speculate the consequences of his actions. Thus, hunger here gains a connotation of
morality which leads him to speculating his actions and the consequences.

“Dawn at Puri” is one of the most remarkable works of Mahapatra that provides a brilliant
representation of hunger in myriad ways. The poem opens with a scene of crows crowing incessantly
and a skull which symbolically represents the poverty and hunger of the state-

“Endless crow noises
A skull in the holy sands
tilts its empty country towards hunger” (Mahapatra 1-3)

The scene then shifts to the widows clad in white, with exhausted eyes, waiting to enter the
Temple to offer their daily prayers. The crows, the skull and the widows represent hunger in three
different ways. The crows are scavengers, they hunt for food and consume even the dirtiest stuff.
However, the beach of Puri doesn’t have enough food to feed the crows, as a result of which they are
crowing. They symbolically represent the hunger of the masses, of the people who are too poor to
manage their daily bread and have to scrounge the city to fill their stomach.

The skull stands for the dead, buried in the soil. People who die an unnatural death in the
Hindu tradition are buried instead of cremated. One can almost make the idea that the scavengers
have fed upon the flesh and only the skull remains. Again, it can be interpreted that the fire has
consumed the entire body, only the skull is left. The skull, representative of the dead, can be seen as
the unfulfilled aspirations, those which will never be fulfilled and will remain half burnt like the
skull, lying amidst the sand.

The widows are shown having austere eyes which symbolizes that they have discarded all the
worldly desires. The widows are generally boycotted from several customs. In many traditions, the
widows are made to undergo a lot of trials and tribulations. They are also barred from participating
in various occasions. Thus, while widows can be seen as a symbol of unfulfilled desires, they can
also be seen as a symbol of overcoming the materialistic hunger of mundane life.
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In “Taste for Tomorrow”, the poet begins with an imagery of crows and links it to Puri, the
description similar to the one shown in “Dawn at Puri”-

“At Puri, the crows.
The one wide street
lolls out like a giant tongue”

The street which is described as a giant tongue is given a highly monstrous description- as if
the street would devour everything- both the imageries of the crows and the tongue symbolize the
underlying hunger that lurks in the corners and streets of the city- the birds are crawing for food and
the poverty is rendering the people hungry. At the same time, a temple is placed at the end of the
wide street which again symbolizes a center of spirituality and worship. However, the path leading
to the temple is laden with hunger and disease and poverty. Mahapatra, by juxtaposing the images of
disease, crows, poverty with the image of a temple, something holy and religious is again showing
the aspect of society where even when the rich and the poor live together yet their worlds are wide
apart. The author is mocking the sordid aspects of the town by showing that a city which flourishes
in religion pays no heed to the poor and the diseased, even the priests of the temple avoid the
shadow of those people. Thus, here, hunger becomes the metaphor of representing a poor and diseased
society coexisting amid the grandiose and the grand.

In “The Whorehouse in a Calcutta Street”, the speaker of the poem incites the customer to
think of all the women whom he had desired to have but could not have- “Think of the women/ you
wished to know and haven’t” (Mahapatra 3-4). In these lines we can see how the speaker is inciting
the hunger of the customer. The speaker goes on inciting him by urging him to go forward in satisfying
his physical desire and the speaker justifies it by citing the example of another hunger, that of the
‘dream children’- women who are childless try to try to satisfy their longings by imagining that they
have children. However, the customer is disappointed in his desire of knowing the heart of the
prostitute. Thus, Mahapatra plays with the idea of the hunger to aggravate the male-female interaction
in a ‘whorehouse’. The brothel thus becomes symbolic of a place of gratification of physical hunger;
however the emotional desire of an intimacy may not be achieved.

In the poem “Slum” the poet describes the misery of the people living in poor living conditions.
In that area, the atmosphere of which can be described as being that of pain and despair, he comes
across a prostitute who is looking for customers and she, finding him to be a suitable customer, tries
to persuade and attract him. Seeing her open display for need of customers in order to gain some
money makes the speaker of the feel disgusted. Thus, in a way, her hunger repeals him. However,
when the poet sees a poor girl with a sorrowful face resorting to prostitution because she has no
other means of earning her livelihood, he feels pity to hire her for his sexual gratification. Thus, the
hunger of the poor helpless girl is painted with a connotation of misery and hopelessness seeing
which the poet decides to hire her so as to help her with some money. Thus, hunger in this poem is
associated with the means that destitute women need to adopt for the sake of monetary gain for
survival.
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Analysis

Mahapatra is uses a number of imageries when it comes to depicting the condition of the
society. One of his widely used imagery is that of crows, as one can find in the poems, “Dawn at
Puri” and “Taste for Tomorrow”. Mahapatra, by associating the idea of huger with crows, shows
how destitute the living conditions are, even in quite developed paces. Here, the bird symbolizes
scavenging for food, much like the poor people who have to hunt for food. Again, the idea of hunger
has been linked to the hunger for sexual gratification. Mahapatra often places the hunger for food
with the sexual hunger side by side in an attempt to represent the image of the society and the sordid
conditions of the people. Hunger thus, plays a metaphor for desire and necessity. Mahapatra shows
both the types of hunger- for survival and for pleasure, the physical and the mental, necessity and
desire.

One can also assert that Mahapatra, with the metaphor of hunger, tries to analyse the man-
woman relationship. Out of destitution, women get engaged in prostitution to be able to survive
whereas men most of the time, see women as mere objects, a child’s plaything. The male ego is hurt
when the emotional attraction is not reciprocated by the female. The discourse of a man-woman
relationship as shown in the poems of Mahapatra is often shaped by the power of necessity and
desire- the necessity of the poverty stricken people and the desire of the people, especially the men.
At the same time, in the poem, “Hunger” it is the father who tries to persuade the speaker to hire his
daughter for the need of money. Hunger thus is a metaphor conjoining the various relationships and
interactions that take place in a society.

Conclusion or Findings

Thus, one can see how Jayanta Mahapatra has used the theme of hunger to show the poverty
and the social ills which pertain in the society. More than often, it is the hunger, the need of quenching
the thirst, of alleviating the poverty that makes people resort to heinous acts. Many women had to
resort to prostitution so that they could find a means to exist. Hunger has also been linked to the
physical gratification which often times makes a male voyeur strip a woman of her subjectivity and
renders her merely as an object of pleasure. At the same time, hunger also stands for the urge to
fulfill the unfulfilled desires of the men and women and their yearning to satisfy them. This study
also paves the way of further introspection of how the idea of hunger can be further linked to the
idea of disease and how hunger, as a form of desire and poverty has diseased the society. Thus,
hunger plays a very crucial part in the poetry of Mahapatra. By assimilating the ideas of poverty and
prostitution, of fish and flesh, of need and desire, the theme of hunger has painted the society of his
times.
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Abstract

Udaipur, long hailed as the aesthetic heartland of the Mewar school of miniature painting, is
often celebrated for its intricate details, refined brushwork and vibrant visual storytelling. But in the
21st century, its miniature artists are doing more than simply preserving a decorative legacy - they
are engaging with the pulse of the present, pushing the form beyond its ornamental past into the
realm of critical narrative, personal reflection and cultural dialogue.

This paper examines the practices of a group of contemporary artists from Udaipur, including
Shail Choyal, Lalit Sharma, Chhotu Lal, Yugal Sharma and Mandeep Sharma whose works move
deliberately beyond aesthetic replication. Each artist brings a unique lens: P N Choyal Ji plays with
spatial dualities and Krishna motifs to reflect on longing and memory; Lalit Ji subtly experiments
with chromatic restraint and emotional atmosphere; Yugal Ji infuses traditional formats with modern
allegories and Mandeep Ji, through global collaborations, blends technical mastery with layered
conceptualism.

Using visual analysis, artist interviews and field documentation, the paper explores how these
painters sustain the technical rigour of miniature painting while responding to contemporary concerns
- from urban solitude and environmental loss to cultural hybridity and postmodern identity. It argues
that their art is not merely decorative, but deeply expressive, anchored in tradition yet resonant with
today’s complexities.

By tracing this evolution, the paper repositions Udaipur not just as a heritage centre, but as a
dynamic artistic ecosystem, where miniature painting becomes a living language of introspection,
resistance, and renewal.

Keywords: Udaipur, Miniature Painting, Contemporary Indian Art, Mewar School, Tradition
and Modernity, Visual Storytelling.
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Introduction

Miniature painting in Udaipur is often associated with royal patronage, temple art and decorative
tradition - but today, it speaks with a quieter, more introspective voice. This paper explores how
contemporary artists from Udaipur - including Shail Choyal, Chhotu Lal, Lalit Sharma, Yugal Kishore
Sharma, Kiran Murdia and Mandeep Sharma are reimagining the miniature form without breaking
from its roots. Their work blends traditional materials and techniques - wasli paper, natural pigments,
fine brushwork with modern materials — canvas, pigments, brushes, themes like memory, solitude,
urban rhythm and spiritual longing. These painters do not treat miniature art as a museum object -
they treat it as a living language, capable of holding personal narratives and present-day concerns.
Through close visual analysis and field interactions, this study reflects on how Udaipur’s miniature
tradition is not fading, it is evolving, quietly but deliberately, into a relevant voice of contemporary
Indian art.

I. Shail Choyal

“A painting begins when words end, and silence asks to
be seen.” These words stayed with me after meeting Shail
Choyal, whose quiet presence carries the weight of someone
who has lived inside art - not just practiced it. Born in 1945 in
Udaipur into the Choyal Ji artistic lineage, he carries forward
not only a style but an ethos shaped by Rajasthan’s havelis and
the stillness of miniature storytelling. Shail Ji doesn’t separate
past and present - he weaves them. His works, rooted in
traditional miniature grammar, are not nostalgic but intimate
visual metaphors of memory and modern life. “I do not invent
forms,” he told, “I recall them.” His father, the late P.N. Choyal,
left him more than technique; a temperament grounded in
realism, abstraction and love for the Rajasthani landscape.
Where the father embraced modernist formalism, the son distills
it into quiet, personal gestures. In his paintings, Krishna peers

’ . . - Plate I: Researcher with Artist
through foliage, gopis lean into vegetal rhythms, and restraint Shail Choyal. Self-Clicked

creates emotional geometry. His wife, Surjeet Choyal, often

paints beside him, preserving this shared vision. As Gaatha notes, artists like Shail Ji don’t replicate
miniature art - they reinhabit it, letting it become a mirror of the contemporary self. Shail Ji is not
just an inheritor; he is an interpreter, giving the past a voice that speaks softly yet powerfully to the
present.

In both Whispers in Bloom (Plate 2) and The Scent of Solitude (Plate 3), the artist constructs
a surreal yet emotionally intimate dialogue between the feminine form and nature. Plate 2 shows a
dreamlike interaction between a mermaid-like figure suspended in a crescent arc and a reclining
blue-skinned figure amidst blooming lotuses - the two engaged in a quiet, almost sacred exchange.
The background softly merges yellow and black fields, with pink lotuses blooming across both
figures and space, blurring the boundaries between body and landscape. Plate 3, in contrast, offers
a more upright encounter - a fairy-like figure leans toward a sensuous blue woman dressed in a
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Plate 2: Whispers in Bloom: Artist Courtesy Plate 3: The Scent of Solitude: Artist Courtesy

lotus-covered gown, standing confidently against a sharply divided backdrop of bright pink and a
textured pond of floating flowers. The contrast of flat colour and detailed pattern, of gaze and
gesture, evokes themes of duality - fantasy and reality, solitude and connection, rootedness and
flight. Both paintings use lotus imagery as more than decoration - it becomes a metaphor for inner
bloom, feminine grace, and spiritual longing. The absence of traditional architecture or narrative
framing pushes these works toward a poetic abstraction, where emotional tension is conveyed through
posture, palette and silence.

2. Chhotu Lal

Plate 4: Researcher with Artist Chhotu Lal, Self-clicked

Chhotu Lal occupies a quiet yet distinct space in contemporary miniature painting. Trained
under Nathdwara masters, he gradually moved beyond replication to develop a style that is minimalist,
metaphor-rich, and deeply personal. His palette, dusty oranges, pastel blues, soft pinks, is subtle yet
expressive, often arranged around circular forms that echo mandalas, halos, or orbits. Cultural
narrative figures like Krishna, Radha, and Buddha-like monks appear not as deities but as emotional
archetypes - inward gazing Radhas, yearning mermaids, silent monks. His spaces are flat yet charged
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with symbolism - swans, paper boats, trees, and birds become markers of memory, longing, and
stillness. The linework is crisp and rooted in tradition, but the composition leans toward abstraction
and introspection. He works entirely by hand - wasli paper, squirrel-hair brushes, natural pigments
- preserving the tactile discipline of miniature art while renewing its thematic reach. Costumes are
minimal, jewellery scarce, allowing gestures and body language to carry the narrative. His art doesn’t
shout rather listens. It doesn’t depict events; it evokes states of being. As Paul Klee wrote, “Art does
not reproduce the visible; rather, it makes visible.” In Chhotu Ji’s work, what becomes visible are
the inner weathers of the mind-silence, emotion, and timeless presence extending the soul of
Rajasthani miniature into a quieter, deeper present.

Plate 5: Echoes of Consciousness, Artist Courtesy Plate 6: Music of the Herd, Artist Courtesy

In Echoes of Consciousness (Plate 5) and Music of the Herd (Plate 6), the artist constructs
allegorical landscapes where animal-human hybrids and symbolic motifs converge to explore deeper
states of awareness and identity. Plate 5 centers on a large, meditative face - possibly divine -
flanked by figures in dynamic motion: a woman walking alongside a sacred cow adorned with red
hand motifs and a male figure bowing or floating in reverence. The circular swirl patterns, deep
ochres and stylized composition create a rhythmic visual field that blurs myth with memory. In Plate
6, a centaur-like woman with a tiger-striped front and bovine hindquarters strides forward, torch in
hand, cutting through a surreal landscape filled with watching eyes and floating hands. Her dual
animal nature suggests a powerful fusion of wild instinct and domestic resilience, while the torch
and fluttering hair evoke urgency, movement, and feminine agency. The eyes on the yellow
background imply surveillance or heightened awareness, contrasting with the floral blue side that
suggests inner calm. Both works play with fragmented forms and hybrid beings, not to confuse but
to symbolically convey the layered complexities of human consciousness - divine, instinctual,
observed and evolving. The use of miniature-style detailing alongside bold contemporary symbolism
places these paintings at the threshold of tradition and radical re-imagining.

3. Late Kiran Murdia

“The landscape does not end - it breathes, shifts, and waits to be felt rather than seen.” Kiran
Murdia’s Ji captures this idea through a quiet storm of earthy tones and layered textures that evoke
Udaipur’s spiritual stillness. Avoiding literal depiction, she builds an emotional geography using
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Plate 7: https://kiranmurdia.com/
?page_id=64
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warm pigments - ochre, burnt sienna, umber, charcoal grey -
and rhythmic brushwork that blurs boundaries between
foreground and background. The result is a seamless space
where earth and sky merge, form dissolves into formlessness.
Likely using acrylic and mixed-media washes, the surface feels
tactile - pigment clings and recedes like breath. Vertical lines
rise faintly, almost like whispers or wind, giving the painting
its pulse. There are no figures, yet memory lingers - the
landscape holds presence. Murdia Ji doesn't reject miniature
tradition - she distils it, shifting from narrative to atmosphere.
Her work echoes the devotional quietude of Nathdwara but
speaks in a modern language of abstraction and silence. The
painting becomes meditative - not a view of Udaipur, but a felt
memory of its essence.

In Night Raga of the City (Plate 8) and Ruptured Archives (Plate 9), Kiran Murdia blends
architectural memory with emotional abstraction - layering city fragments into dreamlike
compositions. Plate 8 is composed in deep blues and greens, where arches, rooftops, and jharokhas
seem to float - not as fixed structures but as drifting echoes. The city unfolds without linear logic -
spaces bleed into one another, forming a raga-like rhythm of mood and memory. It feels less like a
map and more like a song - fluid, layered, and inward-looking. Plate 9 shifts tone - its palette is
softer but more fractured, filled with faded whites, rust and muted blues. Broken staircases, crumbling
facades, and scattered objects suggest a city caught between preservation and loss. The strong blue
border holds this chaos in place - like a frame around a disappearing manuscript. Murdia’s ji technique
draws from the precision of miniature painting but expands into a contemporary language - one that

Plate 8: Night Raga of the City Plate 9: Ruptured Archives

https://www.artchill.com/works.php?artist_id=91



Beyond Ornament: Udaipur’s Miniature Artists and The Pulse of the Present 65

explores silence, erosion and remembrance. These works don’t recreate the city - they reflect how it
lingers in the mind, pieced together from light, loss and lived experience.

4. Lalit Sharma

o A . A -0 x
Plate 10: Researcher with Artist Lalit Sharma, Self clicked

Lalit Sharma, born in 1959 in Nathdwara, Rajasthan, is a renowned contemporary miniature
artist whose practice bridges tradition and modernity. He grew up surrounded by art and was
introduced to the Pichwai style at an early age. Trained under his father and grandfather - both
accomplished painters - he inherited a strong artistic legacy from his father, Ghanshyam Sharma, a
master of miniature painting. He later earned a Master’s degree in Drawing and Painting from the
University of Udaipur, strengthening his traditional foundation with academic training. His work is
deeply inspired by Rajasthan’s architectural beauty - palaces, temples, winding alleys, lakes, and
hills - especially those of Udaipur. These elements often appear in his compositions, intertwined
with spiritual and scriptural themes. While grounded in the classical grammar of Pichwai and Rajput
miniature painting, Lalit Sharma explores scale and medium - working on large canvases and using
watercolour, tempera and oil. His strength lies in balancing precision with experimentation, blending
traditional linework and symbolic imagery with multiple perspectives to create layered contemporary
expressions. Lalit Ji stands as one of Udaipur’s significant artistic voices - a custodian of heritage
and a practitioner who keeps miniature painting alive in a modern idiom.

In Lakeview Lens (Plate 10), Lalit Sharma turns a car sunshade into a vibrant storytelling
surface - painting a curved view of Udaipur’s Fatehsagar Lake with miniature-style precision and
modern hues. Tourists chatting, cars parked along the railing, boats drifting on the water, and a
pinwheel seller animate the scene. The central cut-out acts like a lens - framing the city as it’s seen
through passing eyes. Sharma Ji blends everyday urban imagery with cultural memory, transforming
a functional object into a layered visual narrative that captures both movement and belonging. The
Artist Within (Plate 11) shifts the gaze inward. Rendered in soft sepia tones, the painting shows a
solitary figure at an easel inside a jharokha of a Rajasthani haveli. The architecture is quiet and
precise - its empty windows and gentle shading evoke reflection and stillness. Unlike the bustling
energy of Lakeview Lens, this work carries the weight of silence, focusing on the intimate act of
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Plate |1: Lakeview Lens, Artist Courtesy Plate 12: The Artist Within, Artist Courtesy

creation. Together, the two plates reveal Sharma’s sensitivity to both public and private worlds - the
exterior landscape of a living city and the interior space where art is born.

5. Yugal Kishore Sharma

Yugal Kishore Sharma, a master miniature painter from Udaipur, Rajasthan, stands at the
intersection of tradition and innovation within the Mewar school. Deeply rooted in Rajputana
===1 aesthetics, his work honours centuries-old techniques -
mineral pigments, wasli paper, squirrel-hair brushes - while
infusing them with subtle modern sensibilities. Raised amidst
Udaipur’s palaces, temples, and frescoes, Sharma absorbed
the visual richness of Mewar as a living classroom. His early
inspirations drew from epic narratives, royal life, devotional
themes, and nature - all rendered with a quiet spiritual
intensity (Neeraj 45; Shukla 212). What sets him apart is
not replication but reinterpretation. A palace scene may
conceal a contemporary metaphor - an environmental or
social undercurrent woven seamlessly into classical structure
(Joshi 168—70). His visual language balances grandeur with
restraint, mythology with emotion, past with present. For
Sharma, painting is “a meditation with a brush” - an ethical,
spiritual, and cultural act. He champions the guru-shishya

Plate 13: Researcher with Yugal tradition, conducting workshops and exhibitions to sustain
Kishore Sharma, Self- Clicked miniature painting in a world increasingly distracted by
digital noise (Verma 131). In his hands, the Mewar tradition is not static - it breathes, teaches, and
transforms. Sharma is not just preserving an art form - he is evolving it, ensuring its relevance for
the present and its resonance into the future.

In Uttar-Megh (Plate 14) and Purva-Megh (Plate 15), Yugal Kishore creates a metaphysical
dialogue between the human body and nature - using abstracted figures marked with swirling cloud
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Plate 14: Uttar -Megh, Self Clicked Plate 15: Purva- Megh, Self Clicked

motifs that become both form and metaphor. In Uttar-Megh, a pale grey figure floats upside down,
its limbs stretching across the frame as if suspended in thought or inversion. Behind it, a subtle
landscape of hills, trees, and temple architecture unfolds in delicate miniature style. The posture is
meditative yet dynamic - suggesting stillness in movement, or an internal turning. In contrast, Purva-
Megh is more assertive - the figure, darker in tone and facing upright, raises a lotus in one hand
while surrounded by birds in flight. The red background intensifies the emotional temperature of
the composition, while the landscape behind remains soft and detailed, with flowing fields and
subtle roads. Both figures are faceless yet deeply expressive - becoming vessels for elemental moods.
Yugal Ji use of cloud patterns across the bodies alludes to seasonal transitions, inner weather, and
the merging of body with cosmos. These works transcend narrative and lean into visual poetry -
offering a contemporary spiritual expression rooted in the miniature tradition but expanded through
abstraction, symbol and silence.

6. Mandeep Sharma

“In his lines one sees inheritance, in his colours one
senses continuity, and in his vision, one feels the urgency of
today.” Mandeep Sharma, born on 21 August 1982 in Udaipur,
is a leading voice in contemporary Rajasthani miniature art -
committed to both tradition and evolution. With over two
decades of practice and a Master’s in Drawing and Painting
from Mohanlal Sukhadia University, he merges classical
miniature grammar - fine linework, natural pigments, narrative
division - with modern experimentation. His journey reflects
both academic depth and cultural outreach. From international
platforms like the “Spring Udaipur” Symposium (2019) and EE= :

VIBGYOR National Art Camp (2018), to consistent  Plate 16: Researcher with Artist
engagement with West Zone Cultural Centre (2016-2020), Mandeep Sharma, Self-clicked
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Sharma has built a bridge between scholarly practice
and grassroots art education. He resists elitism -
regularly participating in Shilpgram Festivals, Rupam
Exhibitions, and public programs across institutions
like AMU and Kalidas Academy. His recognitions -
from early awards by Bharat Vikas Parishad and ICICI
Bank to the Kalidas National Award (2018) - validate
his unique voice. Today, his works are housed in
collections of Rajasthan Tourism, Jawahar Kala
Kendra, and Secure Meters Ltd., marking his role in
shaping India’s cultural narrative. For Sharma,
miniature art is not just preservation - it’s translation.
His work reimagines inherited forms for a generation
caught between legacy and change, ensuring the
tradition remains vital, reflective, and alive.

In Plate 17 Meera’s Moonlit Ride of Love,
Mandeep Sharma reimagines devotional longing
through a tender, contemporary lens - blending Bhakti-
era mysticism with modern storytelling. The painting
depicts Krishna and Meera on a bicycle, gliding down
a moonlit forest path, wrapped in intimacy and poetic stillness. Meera leans into Krishna with
closed eyes, her expression one of surrender and bliss, while Krishna pedals gently, his gaze serene
and protective. The forest is lush and dreamlike - trees softly glowing under the full moon, foliage
rendered with the delicate detailing of miniature art. The bicycle, an unexpected yet symbolic choice,
becomes a metaphor for timeless love moving forward - quietly, effortlessly, outside the frame of
time. Sharma’s technique marries the layered finesse of traditional miniature painting with a modern
narrative twist - allowing divinity and devotion to coexist with human softness. The oval frame,
golden-edged, evokes a vintage portrait style - making the moment feel preserved, sacred, and eternal.
Through this intimate visual poem, Sharma invites the viewer to experience Meera’s love not as
distant mythology, but as a living, breathing emotion - still unfolding under the same moon.

Plate No. 17 : Meera’s Moonlit Ride of Love,
Artist Courtesy

Assessment of the Findings

This research has shown that Udaipur’s miniature artists are not simply protectors of a
decorative tradition - they are active participants in reshaping its future. Through the works of Shail
Choyal, Chhotu Lal, Lalit Sharma, Yugal Kishore Sharma, Kiran Murdia and Mandeep Sharma, we
observe a thoughtful transformation of miniature painting from a courtly art of narration to a
contemporary medium of emotional, symbolic, and philosophical reflection. Each artist, while
grounded in traditional grammar - wasli paper, squirrel-hair brushes, natural pigments, and narrative
structuring - infuses their practice with personal memory, cultural critique and quiet innovation.

Their themes range from metaphysical longing, spiritual solitude, ecological memory, to social
commentary, all woven through visual metaphors and reimagined settings. The traditional Nayika
becomes a contemporary woman navigating solitude; Krishna is no longer mythic but emotionally
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human; architecture becomes memory; landscape becomes consciousness. These artists do not break
from tradition - they stretch it, revoice it, and most importantly, keep it alive. Udaipur thus emerges
not as a static museum of miniature art, but as a living, evolving centre of artistic thought - where
heritage is not merely preserved, but continually reinterpreted through the eyes and hands of artists
who dare to question, feel, and renew.
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TR0 ST § o 20 yeioIenss ue’ @ ST dee U +ifed Wy § fafdd & gt 81

AHfEeh HAT T AW STEATH - HEA 3T FE hl hadl AR STgHa] qo6 HIHd Tal
T, e ST AMfesk Tgfaal o) Arifse Horgamd «ft wnfaer et § | wifdT g wiger (2024, Gog
TRIHT) - TEH Afeel HRRl 7 T eI i Hn § R | gw gk | fewren & oA s
ﬂwmqﬁ,mﬁﬁ—aﬂﬂﬁﬁ?mﬁﬁmﬁmﬁﬁ’ﬁ%ﬁﬂ?ﬁwaﬁ%ﬁ@‘Green
with Envy ' THRTCH T&-hell sl THT SaTedvl § o wuw iR snyfaskar o1 sifgdia g femr <o
%120 x 56 39 MHR FI Fg =1 fafay W @ ffHa T iR ggeht I1-gaem 3=t St Sifeqt e
T T TII-FY TG H ¢ | TR gfie § @ @t 2SI 1 Jot Wed - shi T R, S
I 3R enfier Heodf § TTeel Ud FurcAs JSH 9T o | fhg STt 39 WO i shaa ey 9
T 7 TERL 3/ FHSA S A H wuiaia wd § 1R I w6 Tl geyfh st 6 e gt
g, 59 W dier 3R ol T STHAIY 37 SThTHehdl sl T4 Tod © | 9@l Aot 3T The {01 ki Sufeufa
T TGl o o Qi TR Tger whi @Il ohT ST It 1 TSt 3R i shi 70 e $9 9Hi&h
3STTe AR oI SIFEeRdl o1 d &9 It & 59 wsal o e A1 hfed gl € | 36 YR I8 Hfd

TWRATA 1S %1 SMER SR T TH gvd- 911 Toat © Frad ol gare &1 wreqd o+a 8 1 39 fag
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Tt 7 Shael AehiIehl hITTel oh1 ST § Sk I8 SH A9 shellcHd: giee ol off Tides § o a&-
el hl TG IR SRt fomet & Sirer 7 ¥1 39 WhR UL < Siem iR wEe &t °iA
FHEITET T YISO H 98 <l B

‘T Tt W 3R FHeHTEEd o " HaTg ol T T IZE 7 | R Ht JAE faer d
i =g T v ok fafya dgeii & wesfds il g/ eifered 1 T8 ©1 F-T Wgad Heag shad
Feheiten! SYHLOT Tl <, Sifeeh T, eta srqeral iR amfes Redl st Ted el o1 Hoiteh o ST
%139 3fie 9, 97 Ffa diwfieT w1 & ¥ I g8 § 3R a0 sherncrsh yarEfH s off o st
T heTia H Tedhd gU W R AR & T VIS T WIel T THG Sied H 3 TR 3T,
ST TR STHYUTAT o1 ekt I ¥ | & ohT STad H e IR WAl b1 Wiifed S wrfeshan, seH
3R 3TER &I AR Tohd X © | I8 el Tod 781 © o THfesh Tewiftar & weaw § " iR
e Hehel bl X fohan S Tehell ¥

‘e W13 g’ U AT A1 STANT ok W SR FHRICHAA T Sioid 3SR T HIt
B faf= eRraefi= 7ol @ o & 1 STEN Y AFE =e R Ydihich 9 § A1 1 F9 O
Fadt g Wicd S WEF | WA gU, A AHEe SToRiel SR Jreiel bt guitar € | o, e, AR
3R freT S TR T FHAHR hi TIEHHSE AT T FEw SHAR S0 Rl AT Bt Hoeed ¥ sired
T 1 9% Hfd 2SI *) IR Teheieh ! STMHR A T HHRTE STeafa ot 3T Hohd Yt © 1 9at
St STeR} SRt SR T o1 farenT ad TR e € foh Aremd et Syt o feer 6 @ieff, afeer
T FRE agad Bd W@d 1 98 I ol HET shi SH hellcish giee Sl T hid ¢ o foreq
3R el & o= w1 G e g T T8 GHHe Afqeafad w1 ® 9 o ol §1

T ol TSI hl BUUITT &8

oAl I i HeAlcHsh AN I8 Ut & o fohd TR 30 WRETd d1-am & ST age)
THHTCH ST~ FHUTHRAT T HIEAT o STl § | STeh! et b @i+ fafire w)i = fawfea w2 gaen
T Gehdl © ¢ G (Materiality), o (Sensibility), BT (Transformation) |

| (Materiality) — ST 3T Sh1el H GA-a-Th01 €T, Therdl o STfafer Teich qef Tt gaehdl
T T g8 TR T TN R | SHH TR hell W 7 ket Higdweh T ST €, sfeeh 98 waiaRviy
T 3T HAAAT (Sustainability) ST+ TR S § | STRIUREEY, WifelT Y HEeR FeiH § T
ﬁmmW@W(Recycled) o, Wﬁmﬁ@mﬁww
¥ g fean

HAGT (Sensibility) — I &t I Sheel G99 ®Uh (Visual Motif) S deh Hifia =& 8, sifeen
o Sl SIHE! SR S-Hereat w1 sfyeafarm off ¥ 1 arii § R 7 wgfael, wienfies sfiery ok
t-Sfio ot HIF heIf-1al STeh! shetl hi T Y0 € | W o HIgsR (2024) FEIHT SHHT TR SSTE0T
&, ST8T Tfgen ARl 7 AU SiaF o STTA! H B H qE W IR, TA-S(Ta shi GogTeieransii
F S w9 § gq fohan P

T TR SR (Transformation) <hl ¥ T é’ﬁ'&ﬁ & T IR TEHn W M deleh
T Hell SR TelThIcashadl 1 AIETH S § | ST i Roeiaw™ 317 g =oieh T (2023) THH
TG I T | TEH U ht W kol Felerel AT el €, afeeh o Suer, wfa $iX stenfedd
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el e ST € | FET I (YA higdl’ 1 ¥ o ol 7 3R IRUfh -9 Uk T HeTsh
e | A & S g P

T YRR el T ohi hRISEl 98 T il § foF S0 o790 ket qI-S1 i AifAeR Ufsha
T, afesh I, HaeT oI TRy & i e ¥ gv- TRl %1 e el ¢ | 98 W
3 eegforehan, SURATT SR YefieRTerehar, den SAfsmTd SR |rfeeh STYal & o= Teh W 1 e Hidt
gl

Frreeret

T T W I8 W BT § o UL hadl Uk wwee 9% a1 f¥ew ae difaa T8 W@, afew
I & Y I8 Th qI-HATHS W % &9 H fashfad g8 ¢ am AR o o160 w1 dq T, afeeh
T &R wraistl & Udish 99 9o §, S foereh Ut g9 T T € St W) o o oft T Hare
FH T | Ueriass gfie & <@ S Ot 9% el SeFarst o Hihias R g Staw w1 gfafse &
T 1 ZR9 T AR ST 3 SRl g5, Toid 31X enfies sensii o1 <ot fovan, of Ra # 9% enfifs
ST, Tlehehelel SR WM e i Seid il Wl | Saa § S 43 A G TRaR 39
RO ¥ 2 g R, S 3/ hael Fhelcde &t 7 aifedh TTfSieh-3Teeh T off g id § MHeRTel
e H U 3 st i iR fawqa foran B 1 o1 218 safaaa wyfael, St Siam st sfectarsti, waferoi=
Hehe IR Tmfech STYal i AT HTH 1 HEAT T Sel HETA ST HeATwRI 3 56 g9 Hferr’
1 ®Y H I% Fg foman o 1 o1at Sharer ot fomtor =it wishen =1, sifees o, wyfa R weltentcrshan
I ATEH Hell § | 37a: FTeheid: Hg1 ST Hehell § fo U W TR emyfehan, ST=fTAT oTR Weliehrerahan,
qo AT AR Tfesh Syal % s T Soid Ug o9 Yeh! & | & YN 376 Teh I8 ! @8 §, &
3TMHTA Th a1 @E, R T 20 Uk T e § S g9 wd g o T oI Heha i el
T ISR FLA 2|

T
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WRA WaH : ATMCaTHl Shell ohl WigTeh 3T g

ST THIT = Hium
erae =14, faaehet], TSI FHeill FellFeners, Fiel (T.)

Jiver |9

IR 9o, IUTe, HEAURY i Hihide et § feud T fafire wen ufer ¥, et s
13 TREL 1982 I UG o iR foame oTiieh arsiuelt o qReheuHTcHs Aqc H g8 off | I8 Heen
T Sharet MY 3R TRURes Fetlstl & 1Y 1 14 T, afceh STfeardt shefl 3R Gihid & GR&fvl, GaeH
T TR H sHR! Tt iR W R

IRA 9o o 3iaia wenfud ‘ id 9ae eTifeart oiieh el TS STfeard when ugerd’ snfeardt
FHATRRI T AL 3 FATAE He FSH AT § | el TeAqy & s, ofied, s, ShRepy, Fafan, ik
U foral T § | I8 HURIO had ST TS TEl |, Sfceh Siad @ieh-3TIa I TEfA I hx off
B, el eIk T SURted SRt Sholl ! Ufeha ol <3ieh] o THeT ThR hid ¢ |

IR I 7 STICATHT el il et faaet § o =1 1 fovan © | SIS Sreites S whanfe!
q i fashel & SR Sie fig Yam i @i 3R Wicfed fomean, foed o = e fesenen
I Ay qea fiel | gt afer # gu e TR fUIfer, el srEiemend qen yewifEr snfeard
arfireaferal =1 U @M <t €

TET T T hellcHsh, ToNcHe o Ufqeiiden-faversoncaes: wy wfafy w emenfia €1 9Ra 9=
U greifyg wufaes &ia, T 21fyere 1§ yeifad 9 o1 faversor feen Stemm | @y &, Sufsa
FARGAl Td FHETEd Hfsfcaeh Sidl ol Jorce ST -fageru o feht ura ford S |

fTshtid:, YRA 9o 7 AT el sl 7 shadl Ufed fohan, dfcew U Teh Siiad, HagHe, 3T
wfafted sl w9 § uftafda fhan ¥ 1 o5 Sueem snfeard gur @t siam gfte, dicdsny ok gienfas
T T AfGA U TR ARATT Hell-TAT § T ST ANEH <l 7

oSt Vg : oTIfeaTH Shell, GURe, Y, Hieday, Tichehall, Hithiash = |
| Ui
TR STHRTEY h! Fieephiash T fafaemrsti SR wawrst 1 T TH sl qer-o &, foes
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STfEATEt el T Tewqul ont i Jifd I g8 T 1 I8 el 7 haa dicdsry w1 Tk fafime e g,
Sfeh T HYUl Siam-gfie &1 wares gfafse ot T1 eTfearst THerEl &1 hell § HaY haa Heee!
o1 Hicd ek el B, Sifeh 98 S enfiien favard!, qmfsss Afa-ifqal, i ¥ Jed, Tg=mt iR
gmfes wgfadl w1 Sieiq stfusafaasio 2 T 1 s1a: STfeardt el o7 THgH], YRAE Hispias o=y
I STl T TEE ST B

IRA ¥ Tifs, ofier, T, Sk, Herret, aRetl, Hom, S S8 e7eh SS9 Ted ©, foment
1ot farferse Fetere W § | 37 Fhenstt § faseran, gfdehan, e, am-fmi, oo g, deR
femich, Tier-fmtor st fafas foend e §19 Fomd 0 @ G Hifes it gva et %
TTEPH § TG eIl T €, FSTeh1 h1g sfioniss wireror =1 g, 31fug emyfa 3R o/ € weleR
o1 T¥1eren 21 €1 5 shenedl S SIS SH WL = | Bl ¥, Sl e’ 3 quie’ o ofte g
faursH =&l g

Sfrufaferes srel | eTfeardt et = e’ a1 ' S Thgsht JEAERT st YR hell ¥ 37T
T T, A1 S0 Tk ¢ STURShd ' Shell-%q o &9 | @1 771 | URUTHRa®y 3 el e TH aeh hetla,
SaRTEeRI SR Gear o fomst & afewrd Wi | STeiis Wi & a1e IR Sifeish IR Hithfash el
H g wHemstl it Iuffd ¢, AR ST AIH - Yol IR YXfd w1 SUYe W9 9gd 999 I
SIS TaT |

TS Ifigva H YR 99, HI97et shi T Teh ARG 21 Fa5 g2 | a9 1982 H HEAqes TR
BRI LA 9% e T ' sig-ohell IR’ & &9 H ffHq foren man, gt 9o wifecrer st
YTEeh 3TeMh STeyt gRT st T8 o | RY | & 30 IR 1S9 YR shell &1 fafay amush =i
T W WA S @ g, e snfeardt shen w1 fo¥iy wewa ueM fhan wan) uRd 9o # smyfeR
fesehan, e, i AR e & Wg-w9 otk Ua eTfeardt sett i off a5 & wfassr < €, S
forelt emefieh hol-®d 1 & S ¥ | T8 Sfekiv 9 9w o Wipfaw faasl & fag ww T o,
o} anfeardt shenm =1 ensft oft W Hiffq, feer o ‘W’ shife § Siee <@ S |

ORG 9o o Aaia Lfud ‘ clieherell TR 9 hadl Teh hellcdeh Ye3iH-2d €, sfosh I8
et THemEl i Sfed Wi, Hispfas Harg oK sifieafa 1 #g ot 7 1 781 WRrm i fesere,
JEt HicatcTs a¥gsil ol 7 had Hiaa foRan 7o T, dfce 3¢ Stifod SR Tfqeiiel wen-wdi o €9 H
wed e e

30 GURerd 1 fauiodr g% § fF 7=l wolR Shaot Yewish Tl B, dfesh o o shi ik
Heqrht off B1d € | YR wa | st Femfinfer, srvmenedt iR Garel # snfeardt sheferl = Hia
e ST ©, SRl 3 7 Shael STUHT Shell TId F3d €, dfcsh guichl SR THtetshi & @1 Garg off &
T 1 3HY STHR! KN H Tk A1 SATHAOYAE, Wipid iR S g=4fd wa gt §1

IR Yo & WY & 9fag femer ST @Hied &1 9reH fasiy Seoie g 81 3= Tl
FHARR ST g v ®t gfa & Temr SR 3% U w9 foam § weed w9 § ol o,
T &E, SeTet S5k S 3T hellhRI ! 38T H9 ¥ Tga el | 3 Tff el = shaet 3791 qrafeh
Jiferal § wrEid w®, dfcer S=RiH AT Stfieafed 1 T Tl § ot eren, f5ed snfeardt swen
T Tifaeiel e STeAfTsR sherl-¥9 & &9 § S |
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IR WA A 8 FAIUE feran o enfeamdt sen shae ‘wreifaes W' 6 €, dfesws o =t
I GoHTcTehd! TR Fithfaes STeTiyeafad 1 v meay of §1 38 98 off T fRan & 37 wonedt
I HURTerEl Fi sig ARt B e T fhan i =ifen, oiftg 3= 99 % @iy Sidd gare H o d
o T 7

37 T ST YRA 99, 1976l g STICaTt shell & TeTol, Hae, wegfa oik deemm wfawsr
H foRT T YIS Y RHES TEET A € | THH I favers fRen e § fF fRR YR vRa 9o ww
HiEhiae % & &9 § At sHemhil o folu 7 shaet Teh w4 o1, dfesh 39 oM bl TgaH, T
31 e <9ieh ot oft g ferann | 71 e1ee 59 gfie @ off Hewqul € for o8 Aoehrei d H srifeardt
en ot feafa, el ok gHifadl W gEfER &1 STaE IO ¥

WA Ha" i IO 31T 3299

IR Yo shi T YRAE Fiehias sfaer i T fafire Syafsr & w1 § 3@ ot 21 I8
IE FHT o1 & IR, TAd o F Sk I, 7O Hikhiae AT sl U STRIM 9 ol WATd &Y
T 1| YR H TH TR SR SRRt 3R TRdeiol i o 9 W e, 9 gEdt 3T W
FHeArel, vTeIe MR Afveafaadl sl IUfad BF 1 7 o1 | UH 9T § RA Yo 1 Yohe ST Hihiaeh
TEATT H! AT T Tk WK FATH T S TRl ¢ |

IR I I ITHTEA 13 THEE 1982 Tl deehiei FEMHS At $faq el gr feran T | g&ht
T HEAYRYT THR o HEhicsh fIUNT i T8a W g8, fohq 39kl IRehea IR aTeqehen 1 99
T TR ATl hl STl §—HERR T8k TSTut SR areqfarg ared shifian | arsret st sheqmmia
giehfaen gfte 3R HIfEn S argfed Hifethd! ¥ 9Rd o i Shoel Teh UL a1, fceh Teh steid
el TRER % B9 H 3|

YR o <1 faior siaret =t e W feera vammen feeq W fhan T, <iel A o9l drefsl 1 7AE
T fomrE <1 % | 9% T waiaR, dicd o) wifd ot gfte | Suge o | SHent argehen STefeRar 3R
IR I T T T i e— T8l Goit o, T, Hifead, 79, iR Sa-a< et wet
% WTh{deh STaTeRl S STHfd wa )

IRA I ! TIAT & o Ievd TgTAH &1 | I8 shael Ueh GIRTer A1 SuHT Tore &1 o, aifeen
T U1 Wik e iR o Sl fesehan, gfdean, T, e, wiad), e, $iR S Fell i
UM Hed T 71| 39es Siaia fafiy= Sushs wenfud fRT e, SIR—wdiaR (399 Fell %R), S
(TTTa 3R J7 &%), THed (g &%), amd (wfaar iR wfec &%), digs A (wfeen wemwri
& o H=), 3R ik hell GUed |

e el GUererd faviy ®9 4 anfeard) ek cehehanetl o Taon, S1fieres 3R a3 & fou
gufifd ¥ | 39 Guerer § e, i, el sikes, S onfe Sfadl st sehfaal S Uehs foRar T
RoTrTd fosil, A, st asgedt, fufafesl ok e ST i swgsil & A | S
SeM-gfte &l whallcdes &9 H UK fohan T |

YRA 9 I T 3T FeqayYl 3e99 ol R S & e Hl U I FH HAT o911 36h
forT yeeit Torel Wi 39 W fesed fan a1 foh Suieh shatmepfa & W19 Yodel Hush § T Weh | /19T &,
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SR, hen-ffe, don wsia yeqfaal o Aead | HeehRi ol ol ot UfshaT i | & h1
ST e |

AR 9o 7 fo9e &9 9 Aifeard! sherehil 1 79 <4 ol ® foran, 5% 31e do didid 7 @
TR o7 | SIRIST W S holhRl sl 9ed T T fersiehett sl Tmra qrar faeh ik simen fig
v, i 9, g WE, T Igoh ST HATRRT bl T SR ST e W WM I g |

Heyq o el ST Hehdl & o TR o i T Uk gfted Hiehias g of, fSgeh Seva yRda
el it fafgy et =1 T 99ad 99 YoM e of | faivet enfeard) shemst ol S 9vqH, deeTo
31X HaTe o1 STaER I8l fiell, 98 39 T &1 god Seoiaa fasivd] €1 WRd o | 7 s qihias
Sgerdl i TR foran, dfesh S8 T iR eifieafaa 1 ot ot foan, @ g goerel= vra 8
HIEH{deh FHEYH I SEY ISR o T |

aTfaardt el T WUE AT Ugeia

qRA Yo & T e | AICamt shefl 1 GURUl, G0 Te Y Weh she 19 T TEdl §
R ! TR TR TfeehTe ¥ sgwia W e, 5 sfeeme sweneil st drem 7 o g
%, 31ftg oTia Siieia wel wifetsh ot | 91 el SHe g TR o6t Siamsiet, e favary, mitfefant
=T, SR FrEISTeR T i areiien sTfieafadal § | Yd Woid 3 39 shenedl ol A e 3 yrafies
I AL TSId T ol Y 9 TRl 3% Ueh Hishd halHsh doedl o &9 H yfafea fewan|

IR vor o i wenfud ‘elish e G’ § Tiie, ofid, S, wRep, Tela, aRel, Her
3nfe SHfaal st Shehfadl 1 GUg fFa1 T ¥ 1 98 9Ug 7 Shad TeAueyl dicsh SuIaTe, HeNI,
IRGE TR TSI I ot YT heTlesh TUQT ohl THIET el § | @l fFofenetl, Tehet iR fagh =t gfth,
g

s fastehan, S adae | o 31feh =l S arelt enfeardt fassiferdl § 3w €, YRd v
i el 1 TR STRHT ¥ | 39 St § s Jmnsl, fSiget o wdieht & wewm ¥ e, Sa-wigait
3R faereta wmenstl o1 e foman STan €1 SiTel fog v, oft 9, gt o o, Hewre Seeh S
FATRI i Hiaal el 1 Faet Ui el €, e STeh g1 aened ®y § fafa =t s €, f5ed <9
AR i o FIhal 1 Tcdel @ Fehell T |

ofiet femrhen | foidier ¥ e oIk SAgfaat W enenfiia Tdishrcqendr fosis gt € | 38 Jhr s
i § senfaed garsH, Sfqen Siem o) wifa ofiR smeanferes Hehdl o1 FHE BT ® 1 39 Geft ettt
1 TIE TH YR T TN ¥ R 9% hee USHE U A B, T Wikhfaeh STNE YR I 7

IRd 9o § U 3R Ye¥E i Ufehan shaal aggeil ae Gifaa & §, afceh 98 HelhR i ST
3R HEpfa i e sufeafa 1 «ff wfge wdt T 1 28T 999-99a W ‘@i oA R, foeer
FEAT, 3T el Gl 1 ST fhan S €, Sl Nfeardt shehR e Sufeerd €ies Shetlshid
o1 fmior v € SR e Ufee, faenfef=i qen sirenfof=l @ dae wwd €1 I8 wegfa wfwan 1 et
3R wg-fewmees st B

39 Sidd Tgfd A ¥k SR AR & i % ST=fies 9 I g™ T | 37e T¥ieh Aot Shellhid
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T T, sfesh STt 3Afa, Uk, e iR ey =7 off SEar iR wHeran § | 98 uRulie SR
gficiv ¥ T Hecyut foeeH §, ST 9Rd 9o 1 U * Wik JENTe’ &1 WEY WS I ¢ |

IRA o H STt Hefiell 1 Heheld Fd THT 39 910 61 Fo¥I9 &4 T T § for aeget
F ST Nftfen, Fithfasw SR aamTcHs Tl | T 7 e e SeeRvaey, Tie gen fesl o
had ‘AR’ e, afch 3Tk Hihiae AUl & W1 TRd foRan S § | SH YRR i wh1e & <o,
Teftn AR, iR 9 SR gaEie ot ot witpfas ufded # guer o ¥

g TUT Ulha shaet YR i gt & 72, afesr Fihfder GRe1 o <o @6 o Siavid
FTE ¥ | TfCATE TSN o WY G Y, Ik ARl bl STHITA o, 37X Sen! TRURTe shi A=
TP YR 9 7 7 hacd ‘el GUg' T §, dfcw ‘olih I 1 oft Swamesier fae ¥

38 Ty § 9% SeoleHTd ¢ o YIRG 9o &t Tgfd et y[dehtal ot Tfd =&l &, sfesh a8 adaH
I = AR e w6t gfte & w1y 2 g 7| ARl oTferHt swemwni i Uiedifed fRan s € R
ST TRRETA St § e sva ot fafia oY, {598 STt swen nfqeia iRy ot )

3T: YR 9o U STfeardl shell o1 §UE SR yevH U fitha gueeria oA T 8, dfen
g T Hithd, HaTewel SR Hikhiaeh ®UGROT i TR § | I STfCaTdr Sensii &l 7 Thae gva-ed
R A T, Sfch S AT, Withfae iR Fes famet & o5 § enfug #ar g

U@ TR 3T el Tger

IRA 9o, et gR1 STIfearet swhensii =1 fSu ¢ 99 3 7 shael 39 W &1 Tk 791 Hihias
IRded ye fora, aifesk 3o fiaX Tferar ems wfaamselt shemerl 1 off T 1R Iarsd ug=m
feets | =g wforan W wrfSeR-withfas TEaa o W, fros TR el Hi dhaet wifer @ foran
T, Sfesh 3T Y, oK 3R NN % STeET o] STt Seadl i IA: Widftsd far )

IRA 994 & T8t fewer iR aftss faser S mineq = 59 faen # tfaerfaes = fean
9 39 91 § HeHd Tel 9 TR myfendl shaa IRl aied § A B §1 Sk TR, ¢ eTifemt
FATRR off 3T STET, FeuTsil SR FaeAIeT & HIead 9 3t & Sfed R T9g el T € ST
g Sfreniier ®9 ¥ 9Rfa sheter 1! gt giteenion 3 YRA 9o i Teh TH HEI o Sel et
FATHRI ! 3Tk A1, el 3T’ T o |igd w&ga fowan )

IRA oA i 39 WiEhias a1 § Gad Tgat IS Hedprl ol 9= = 141, 378 sie T v
T A T Heq@YUl €1 3 HEAYRY & Heell S & qree e | & iR e W ¥ wey W
| 3! Fediett, St a1 | Sig St & 9 ¥ foemd g8, | i e @ T 7€ uewH < | 9
Enal, feigetl, safhde stpfaal iR Sfed T | s+ St Hidar wehfa, w9-uferl, Saarsi iR
TAheheNsTi 1 AfVeTa et of |

ST TATHIATA gRT WISl STH & 941d ST fHg &1 7 shael IRA 9o afcsh <u-focer o 3T
el STETSHT § 9T o o1 TR el | S9! Hiqar wRa wod, Sfex el Svme et B 12, 3R
IR o el # off yefifa g8 | gufees ad 2001 H 7 39 96 @ o1 H IR HEH & T, foheg
Ik gR1 faskfad Seft R gfiesion 3 wiie faseen =1 Aftasw Team feas |

Sig g & a1 3T FwehRl A 39 forrad i 31 wern, 5 wed yqE 9 ¥ - o =,
gt & =M, wifa o, Hedrer Sgeh, (A S, iR ogeret [ |
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oIt o7, offet TR @ € 2R 3R o1 it # foidieR Sieft i s1osren it offet festehett w1 qe=m™
B 1 SR W &l H enyfen forodi S - iy, SR, Yorme, el Sita o et o, fed st
el HHI-HIE S @ | IR 9o & Feafrferl o yeut smesHl # o1t ot &t e eTeq i
@ g

g =1 =AM, e WA Hi wfaty wemer € i ot ot § fagetg swensti, A dae
TR afeRulta <q 1 Tve 9 H wia foRan 71 IR Stret fig ot el | 9RO TRt ST TR
faf¥re feaam fasfaa =il

AT S3% SR TAfHE U S HelhRl H SHdE SIsSMI, Siae wsh, 3R ug-ueft fauat
R 01 X gT IRk Sigdsie i =8 a9 Ua whi | 37 Geft ShelehRl i Hidal WRd wo ot et
3R HuRl H 7 ot Hufed € afcswr o wrEvmene? i Hae o # wfrg g of fuma €

IRA a7 3§71 HABRI ! hadl U< Tal, Afceh Gepfasdt & &9 § gfaser &t ¥ 1 7 gftenrm
311 TeHT § fi= § STl enifeardt el i Shaet Hikhiae Afdrie a1 feqer & w9 | @1 S
T I8T 3% ST heAlceh TS k1 SAfYeaiad i, ST ATl hid, 3R TH A el I00 TR
T B B

3T YR, TNd Yo ! Fod Hewaqul Syaterdl B g% 9eF it € foh 38 snfeardt wemeRi
I AHE TR T hife | FehTerRt AT Tea, T TRHT SR Hellcdeh Tl U i |
T EEH o1e UL 3R afvesd e AHfE W W Y W @ S Fehdl B

THEAT FHEITAY 3R G
gfte 7 fafed ¥ 1 g% gfe TondRw yeeH o1 oRg-SUey ae Hiftd 6l €, Sfceh el i U Sied Uisha
% T H I R I <t 1 38 FIER & idid 9Ra wae 3 9Ha-u9g R fafay wen sEmenstt sk

HATE HIAHHAT 1 AN R €, fSHHT 39T 7 hadt HelehR 3R T & LA i G I I @l
%, dfceh WRET 3R FUehTel shell el & sie darg i Jomey o ffHd e @1 §

e AT Tofaki i WO YRA o =i Tod fafyre tea W@ ¥ 1 37 fafadl # fafu= smemd=
TUEET ¥ ST 916l Shellhil 1 ST fhan S 8, 56T o ua ffvea erafy 9 IR oaq afier
freme shtd € TR STot hell o1 oM hd § | I8 Yo fondlt T8 FwiifRa forereg &, afesh 33t
iepfask Wi, sTgva AR FHeRTe uRkfeafa ¥ 9Ra 2 §1 3 ffer warer o faw 7 shee s
TSI T STTE BN €, dfcsh 3% Th R I henl Ao § aRifaa 9 iR reafs darg wenfua
1 B TEH w4 S

3 HEwened ¥ T, i, Hefan, ®ReE, Hom, S S gUeEl % helwRi 7 9nT feEn €
ISR, g9 1987 H ARASd Weqepreid frfer & gt =€ =am, Heener Sgeh, R il 9 S|
HARRI = Tk Tl e fopan o, fored 3819 o-sha |, STa-aeern’, o ggemE ot |gia’ S fawa
R AHfew fo=fied sC ) 59 Ao Fidal Hl YSIH o8 § SR UL i Srefstl § foran
3R 37 R gt gi=i Smfea g8 |

IRA o shi FHEIMES &1 Tk o7 fafired 98 W@ ¢ fF 7 WRn enfeardt waeri &1
YHHTCAA It FHARRI, Hell FHieren], 3R el & WY Fawg S i ST oo 1 §1 389
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e T IMN— T AR It el ST evifearedt sifieafaaat i Sfeern iR dicdsiy ¥ ufkfaa gem,
TE SR SIS ARl i off ST el & Ui Th T8 qHe, Scnfovary $iR A s fhedt |

Y YhR i SRS H 9N O ol helehll 3 @i iR o & foh =8 samero s+9eh forg
I el G T &, sfeeh  HelRR S & SrE’ i UM T STTE @l T | G a1 S 3 Teh FIeTehR
T Fg a—

“aRd o § e H eelt 9R oTE, o g o § fod et €1 wifed Fel ot go o f
T FAHR T | I8 FAR {2 dran”

IRA Yo GRT AT hergars! 1 off faey 7o €1 7 Farel # HellhRi & -9 Heflfag,
SfaRTaehR, TSk Sefeh, 3T o sireneft ot vm wia €1 foroa agen shen =t dfer, snfeardt wdew
oo, $T-oARY, feente SeEetl ok Witkfae Ifed @S2 E ¥ 1 3HY enfeart el @l shad
‘oAreR-TeE’ T dr § e v gt g faelt ofi sues o fafea < e, wienfa
oo o syfehal o Ufd TR 1 9 Hl TR fHa |

T FERTENS SR HoR] i FTehE haet UReiT doh HITHA a1 Tad | g ok 3 STl ol SErarsit
w9 H gehIfr ot fohan o &, Si9—" fot iR =, s shen Harg ™, ¢ ofet foidt : weter o1 e’
anfe Ul | 57 Harel o1 GGl SUeiey ® | SHY sl 3y IR STl i off T T4 SR U
T 7

Jqd:, YA 9o ! HEAEN 3R GoE shael el i qeheieh! (el o1 119 7, sifesh
Yithfash STy, WIS T iR s foeR 1 qrem oA T8 €1 a8 Wishan srfeardt
HARRI 1 Teh Sidd THE™ & ®4 § ;. qR9Ifa dl 8, el 9 shael Wl o o8 e, sfesh
MY T & TS Saeem off €1

ATt el ht T2 Uge

IR 9o, IuTel ot GiEhfdeh TRETSHT 1 Tk TRl 9919 9% @1 ¢ o 3897 IRdig sfeamt
el o1 ek 91 QAT STeh, HiedicHeh 31X Sk U&= Ye i | 98 hefl, ST od GHI qeh ' Sy’
a1 TR’ T GO H et JEAURT Shell 9 g AT ST @ ofl, 3Td Wd hen o % &9 H wenfyq
B Ten! | RG 9ad ! U8 Y SAfGardl el 7 haa T Siad W & &9 § YA yfdfted gg, afcw
I T iR Sfvasw wemsra § off T ure g |

YR et H TfCaTdt el sl shael Teh THITRe: (Javfamia) awg a1 fred & w9 & <@
S o1 | 3 HURTel § eI STered S o, foheg Teh Wisehiden HalTg 31efel YeTceh g | -8, afeeh
‘g5’ & B9 H, T ' T-GE WO % €9 H | 59 el 7 AEET HeAshRi sl U AHEH, THA
IR Huefag frafq & AT T

IR 9o 7 39 Feurfa o1 s 0t foen § foiae vee i | 59! ifa % W o srfeardt e
HI SHT YRR ShelicAs: TRET & ST & Yk a1 SYehiefier whonsdl 7 < St 1 giemeey,
SIS ShellshRl ohl 51 shaed Y 2R Jg=m fHeft, dfcsh = Tods ok & ®9 § iR of fehan
T | TRl AR h WIS T3fT I S1fesh STt Goricash HagT 3R gv- 9o <l WefHehar <
TE | I8 Sfeahivl YRd e fomst & fau emia aRadtert fag gem|
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IRA 9o & JATE § STicardt el 3 S 98 Ugd WIS i, ST Tk el sifireafama fasra
? 1 IRt snfeardt fedenen gd # sifashaR ST TaoH 9 &I Sl fi—S 9 %wael 3cdd, Tai-
T, TE-JA¥ a1 T 3TRM | e, YR 999 & Wedied § FHellhRl A 39 WA fas=ii & ang-
Ty sTt 31T, THeRTet AT, TR =T, Whfa Gene, iR enefTer o o faees Sig fom= =t
ot fafsa e ary feram)

IRERTEY, s 918 7 o797 il § Sioreng, 9iada 81k a9 here o1 fafyd fowan, o gt s
'St 3R TS Wt Sfd:Telgd 1 SwiAn | SiTelt fiE W | e adet % @Y-9Y 3o g9, 1Y,
3R e & gva fafd fru—-ir enfeard 9o & a9eTeli= el i 3% dicdary & «fiaw & gmfed
FW B

T T UEEM 1 THY U] HellcHeh T | 378 HeAThR hael TR Fciieh shi TR A
T 7L, Aok Teh ToAIcHe ek €, S o799 |IHTfSIh STYal sl Ueiehl, T SR Yw@net o Aream
Y I T T 3H TEE A ST el w Uk (9T e’ WEY YSM fHAT ], STl HeAhR
3T R T TR off e B

TG UfRAT § YRA a9 A HEANT g9 &% €9 § off i f9E—warert s Seiell § T,
FRTee H R, oY Temem, SR swenfderhl & @y Hae @t gfawn| a8 gqeH fed
WU gfteshivl ¥ -, dfesk Te-fmio ok we-=am & &0 # o1 399 onfeardt weerl i
SME AR FHISTh T T g |

IRA I i I Wieehiaeh TRATSHT STCATE el ! ‘aikfy’ § ‘w=' § @M o1 megd o | o18
Ig Tl holdl FIRIE a1 Hell H foeh aren f¥eq =&, dfceh VR STEfehdl o1 Ueh T famst
T e § | STCATH el i T8 U= 3 Fieahiaeh TIRITThR T Fleh &, ST TR sgerar 3T T
M gonfert st YR i feen # SRR ¥

37q: 9% T § o IRA wae o1 g5aad oTfears et o fore ur ush ST ued el @, dfew
Ig FiGhfash gfie 1 T ot el FelhR TR o1 e R e, dfesh 0T & Q1o Fag FHdl
B3 Teh = Hoih |

Frreeret

IR W9, I9Tel o HIETH § e el & &5 § S Hih{ad % g7 ¢, I8 ol hell-
TR A1 SR ki Gl H el wmifed fRar S Hehdl | U8 Tk e Withfas g&ard o, fe wRdE
FHer-gfte 1 SgrdEns!, FHE R Farewie S | 39 WY % HieAw ¥ 9% T goll fF vRa e
¥ sTfeardt wenstl o W i Tfd & IS guahret= fomeif & &g # ot Tenfud fran ok 5%
“ rereer R, safaaTd geEE !, SR ¢ HeamTa gfaser’’ eE &

T RA i iEh{aes ifqal § oqfeardt wemd wra: < fadieh yai o o= gor W—TF IR
IHT TRETOT TR GO TR STeh! Tfel | TRET0T ot o = he aR 3= woererl § ¢ feen’ &R weraym’
W % w9 H yeffa fhan, sefe vegfa &1 emyfae wed e 7o got Heuf ¥ et SuLieraTst
sty H Sifad & T IR 99 J 39 ST giERivl ¥ geR T A A6 ST —Hag Y
At 1 Ar, forod snfearsht welehR W& AU TEAierdl & "I § syfehdl o 91 Hag
AT R
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Wy B I off 9 o TR IRa e 3 7 Shad SN heeRl S yesie’ 9 CEsie’ @i
goft H wenfua fopan, afesh 3= 3t Teapfa, Wfa iR emaray &1 oft shen & wregw & A fdfted
foRa | TEATRRT o Sharel UYL el o fHidl & &9 § 61 <@ T, afeeh 3 gva-feaeiel dsieh,
FHATHN, 3R FIeaqeh fude & &9 U THzA1 T3 |

IR o i HEITensT, detel, iR Foa-ufEar! & meay ¥ uh U9 sen-59 faftfa gen
SRl ST SheATehR A shaet 79 HHSH whi U= bl oFed hidl 8, sifcsh THRIC FHTSieh, Tsi-ifash
3R gEieRig e W off fesreres gfasw® 2a1 1 39 YR enfeardl e, S U8l shddl (T hi
formaa’ A S o, o HHE Wt = 91 TE R

T% 91 & I8 off 9 <F 9 97 ¥ foh YRa o F 9% itk ias IREST U YRR i@
MY’ T Hehod 1 T ! T, el Wl IR Yfhdl, Tk 3R I, el 3R THS—Th
TEATCHE edey § s I § | 3HY R et foamel # %y’ o afify’ o e it gl wedt § iR
T ARdiTeh Hiedary 39l ¢

vy | =g frepd feperan € fF 9IRa wa 3 eTfeamdt el 1 7 Fhad 9w ®9 § H9 yeH R,
afeeh 3Tk WS & Sad-3gfte, Tehfa-=a, iR Aiewfaew famst &1 ff wom fon | 9 IR Far-
AT 1 fowR <4 gU W sifye SIS, ih-amiel SR TadeeTeiel o | 37d: 9% el ST ehdl
 foF WG W 1 Teet YRS Witk 3iaerd § Teh el sl Teer ©, S8l SATCare shelld, sheret Tferd
T g2, dfesh TA:Shfaa iR gdftefad o g2

weod et

ST ATSTUA, TR o1 STRAYTeh TRUH, TShRAA TehTeH, 2005

ST T, Tie fasehen SR SHUER{d, YRA 9o YehTEH, 1994

T Y, S el 3R Rt sefehar, 9 afsershed, 2011
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iRt 3T Higd oht WIW : S-S ahi 30T B

2. Wfd TS
91521, faenga e

U=

IR Tersrehen § e fdt T fo o7 SEeht wa-ifirn iR died & %ror ¢ Siefd sfaar’’ we
W, 1 o & foRITIE Y St-a | I8 Sheel Tk Toet e, wifesh Wrae, Wi ik died @ s
%IE@ et A e (Indian Mona Lisa) & 9 g oft S g
fererTe fomsiett =1 Squa

fRerTTg (Usee) i festenen et 170 wramest # faefad g8, T 9 W@ut I 1837 yrarset
T 3T 5o e \rad f9E (RS ) 1 IMEA o711 39 <R | femer e 9, fS=ie afed
3R U\ & vt = feEl | shea R

foRerTTe i fersteret TsTae o7 for Sielt i wmen §, S et iR Hare edt & fago 9 faewfad
kel
‘St- 9Teg ahT 3l 3R afw

“orft-a ! S Rl | fHerRT o B

o ‘TGS T,

o ‘Tt W TS-Hadl gl

o e gor—' WS- orst, Wadt-dHadt A |

718 for=1 wea foig ot ot fagermer Sit (ar set-at) | W o, < SR i Swafast iR Hiftaa
of |
for =t tfcarfees goyfh

o1 wred fog wfa & TR =0 Ariera ! AW @ aetren § emes wfdaia W 1S @i i giigrsT

R - I WM & B9 H @ I | TH WeAeTes i ufed-e 99 &) e 3 S-S %
o # o w9 =
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fergrrTe Yot #t W fagroend
1. AR H IRl
o Tl SEEHR =AY
o T HHCHIA AW
o A T R YA B3
o Ml GEHH, S WS IR TGl T Uik §
2. {ETRA i hIHETdr
o fTEEE =t W@ 98e Udell, er=iell 3 o&rcHe it of |
o TR IR T H HEN gvEes fewrE @ 7
3. T A
o RGN SR 1 FAM
o T, T, B, G, T iR G T F1 Hger
o TSYM H Toh I 3R wrRfdw g9
4. SET TE 0T
o THI-BH YRUN TS SER-ed R el § femrE It €
o STh MUV WEH WA I T@ell | s M )
5. YeRfd ST WEART
o UYMW H 3w, i, WR, Hud, IEA IR gdd ST S L
o U fod wI ' FHreaTcHe ATAERY’’ Y HT
YeliehTeHehal (Symbolism)
- Haa St w1 o 7, afcer wem-wer 9w SfiR wied Wt SurEAT w1 A 7
o MY TT TF : AHYA I MeATfcHeh UH I Hohdl |
o TTHM : YA 3MHg 3 WHUUT & W4 |
o 3G : HERR T WA 1 Faileh |
GCRiCIRE
o HIEHH : SO (Watercolor) 3l WW
o ITHR : TY W TER foRam T st
o SUF : Wik FTeTelt & ATel W o ST
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FA-BT T qUTT 3T wfafs
o 20 IS H YR Tk faum ¥ S-S UfET UX oIk feehe S fwan|
o ¥ fa7 uRd IR foRwl & *2 kel GUEEEN § wRid ¥
o 3 ot fherTIg R H S-St it wfaspfaal T welRl gR1 S8 STt € |
o 7 e USRI wHed, urex, %YM, iR feste wmem # off vy A T
3 g fehyrrTe o
1. TH-H TR
2. o foeR g&
3. TH el
4. GrEq fiE oS- g e
el SR WER{deh e
TR ot at-at ST aheT, SMmeTe ST UTaHTel T WHa € | 98 o YR S i T4,
Gied R I1 it TR 1 U= A €1 9% o U UE AR 6 Ui § S ettt un i
neTHied ST 1§ T
fremd

forerTe st a-a ! e vRdE o famehen it T S Fid T I8 e T e e,
Sfeeh TWT-HoT Skt Wi, T Higd T i WISl &t ST FHEr T |

o ot =g e yrdia et & sfaeE H§ T FHe T o ®9 § 99 @R

T

. Teermfd, €. (1970). gfeam dfen. Tome 9% e, T fooei |

T, & T (1990). gfeEm wmie Ui Jeft g, 7 fowed |

Tt =L (1976). etk fafaer Ufen. afea wen s, 78 fooet |

FHREE, T, 3. (1916). TSI UET. AfFTHRIe Jafddr 4, de |

ST, SR, €. (1980). ISTEAT Thet 3Tt UTET. TR T, A1 T8 TEN Ho1erd, R SR |
Hererare, Fet 3R Gt =91, (1958). fafwer UfeT : o1 fexdt 2itwh Sfeam fufuer one. armaRaren
w9 U Hl., F |

7. o, UEAL (1998). TSR UfeT : gew fevra s famam. sifvma afsarsrew, 2 fooet |
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TSI TTet o <itel ToIe : Weh |WaaTuT
. TS5 e
JaFT, FHR1T e
AT : 3NTHT e

STEEt gdd Foit | Ry gt STSTHY TR 26°27" I ST TH 74°37 il JOMR W feerd T 1 geh
SRt 8281 o foh. T ¥ | 3o & | SRR o 2k ufeem H urelt, IR § AWK 9 <feror § ofiereren fsren
T 1 39 51 o1 ARt e qeArer SIS o AW TR g3 | TS TR 1 WTEH A1 ¢ SIS/’ ot | 5
SfaereR 123 It S =er ST ¢ ST’ R SIS TR oht TR0 fordl ST o hROT 39 R <l 14
TSR ST © | STSTHR o ol qRMT PR ARG g1 o 3Twax feerd o | 55k e st qeifedl 9 =mave],
STTETS, TFHUE, TAHIS TN FHaTs ATHH TSTS TN FFeherd! € | 39 STE-T9 ST, STHerErR
TN HEENR ek M 3ot § | 380 ol et St TR 1 g9 =gl gL T < §

T 1 T ¥ S YR 1 ol T9g T1REl # | T 21 39 5ot # Udig wewa & o1s
TR TaH W= HEd o 40 THNGRI ol T ShAST: RA WK Ta TF ThHR gNI fopanl e 21
TSR I H 1 el W A ovgd € e ?i’reirmgw T ﬁg@@?ﬁﬁaﬁm gl

1. HITS TERT—STER § T 13
fopeirHier X SWaell 9aid &t AT weieal &t
qeteel § fooq dieirs gom fegstl o1 wad =e
Tl 2 (Fom-1) IS ool A A gswqm [l b
Hef Tordl § g TE weft el @ g |
affecitel sheear €1
e g e ey THE 9T HeTHR,
T, A [, HHHTTER, A T, e
i, T<EAd, Jas, F At GeRe ud
Fde | off 39 e o1 auie gen faerr € 2
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TR % STHR Fel W S % g1 W HAe g0 IR 7 o1 | o7 7 el qeRt sheern | T
e | 39 fted 1 feafa o v g Sueey B 1 T 3 SRRy & fAftm geR F grg fen an) fa
MAETE W 3T fodl ¥R o1 fyue qdu foran | sTRTdems o6t s1afy | 9oeail 4 gud 1 geiaaren
% g9F FdIq a1 P HeRd § of IR 6t Afgm ore fEe e g

IohT ohl ST QY 1 Scard o Gl § Cqerqqor ' § weh hen ol ¥ 1 ot afvfa € fR sy
anaﬂﬂmaﬂﬁ%@wﬁﬂwﬁsﬁwm mq»la%*ummwmﬁm a%'w?»ra"'rﬁia-—r
T | SE o Y o ST 59 WA &l [T z :
¥ s fet %Ot 6 ofte @ s
3 ol a9 W Hehew fRa | amad
ST SIS, W Tl TS e [

S | ek SRS 1 T8 TN IR o S

8731 § Shifcich HIH i IO T T i

T &q; s shifcieh ot T el
3 = =1 fave 7ew ® 1 59 SRA
el faera #en s ®1 (fo-2)
fafq=1 quor wd wevRa efe § el
T § o O A T R o stfR
% qoF U i W Bt B 1 A9 A o
e T

HTfdent TsRY BTq: FeuTd: W= °

Jore FHu 7 oy faamg 1 fafu= delf =1 o= <9 g3 TR o gaifus 9fes e €1
‘g’ % ‘gfte @ue’ # et il o weft el ¥ 9reg s e v

geReAT faegt 1 faeras SR |

Tdar 9T WE UiRTUT TESr Te|

qEaEAE did=n wrg qeRT fasad ns i

3TIfE Hafe U1 TR ctel HeaH |

qU U= q@MIHE g @F @i 19
st vl § 519 yoR BE, il § e 9% ¥, SH YR gue ol § gd9s e §
TEIRA 9 9A9d | (1 8) | off e T & Wew 9 ufed W YR el T T

7 ek oF e el Ferera s |

e TR foreara Wt | fawia 120

YT HIfE HEEATOT el & wo= |

e qeRt YT frEer et 21
1 AT ©lieh | Set-Saansii 1 gt el el ekl B faera §1 e A dean § gt

H wf=ea 3 ], 38 <9 Hife geed delf 1 wree= o 2 1 e e © foR el WOy, g, e,
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3T F Tl A TN R T Wt e fRd 9 © Tot H Wk off faw Sl i e sl 9 Wellh
T gg=a &1 it &t g 7

TIIE T 80, 81 87 H YR shi AfeHT 1 fomR F fag=r foren §1 99 & ford T @iew
& & Y W R FAa &1 g0 I T § <h Sel 8 9a & Eid B 1 A & e S
‘Her’ 9 T gER hear | feeRt fmTor ot stem o g T T S3rs YeRR ok RadT SRS, e
& ooy 9w & o5 T

I TR O Wi W e F HITS TR 71 A A I B Hiel o R H ® 1 TR g
o 1egA W oft 39 qe ot gfie it ¥ 1 el afvla § o SO gt # ura:, Aeem 9 e ) u i e
T H O TE H 9T @ e i § 8

e i i A8 S T, T TE T § B e e g & e
F¥h TETeR AN (foeman w1 @ 9 e 9%) M W ISR § WM, TH, 91§ SN Fl Hife 0
T B ® 1 (Fea-3 ) TRRRvg § wehe wa ofe @ off Tk fow @l ieH R ¥ el faw
9IS T 1 el I B |

TR T TR TS o S T Helifte Hew § | IRl et i A W R § | 98 9 e
AT § STt © | G, HiwT, 9, T SR faenfernt | aarquer’ gfe wue & senEd 1 § TRt
T RIS T ST & TSI 1 TR ¥ el 9 TR | T 9 F Fehe S 1 IUH U SIell ¢ 1 39
HROT § A H FE R et Gl el S we Jr 2 ¢

TR St IOl afRA 7 foT 6t e I g 50 R @ B T gae A § e
3TREX TR TIGRAT L | TSTEH S9res, Heam, hfss IRz, e, shiuetisy, Tagvs, STTee 19,
STSTETER HeIed, W W&l 31fE Tal Y@ €I 314 |

fao® % TR TR | foRan T
15, ST, B1H, T 2187 BI1 & 9 I8l T4
A W AT e U Y g W S
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