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FROM

INCIPAL’S DESK

To say that publishing a magazine requires a massive amount of work would be
an understatement. The laborious process of creation entails choosing like-
minded people, deliberating with them to make complex decisions, repeatedly
drafting, revising, amending and altering. This hardly scratches the surface of the
effort put in by the Verbos Incendium editing staff.

PROF. (DR)

HARPREET KAUR The thirteenth issue of Verbos Incendium, is a
testament to this dedication and passion. With the
theme of Indigenous Culture and Folklore, this
issue seeks to illuminate the rich oral traditions,
myths, and histories that have shaped
communities for generations. The editorial team
has meticulously curated poetry, prose, essays,
and artwork that celebrate Indigenous voices,
offering readers a glimpse into narratives that are
often overlooked or misrepresented.

Countless hours have been spent ensuring that
each piece respects and honors the cultures it
represents, balancing authenticity with creative o
expression. From the initial brainstorming sessions
to the final layout adjustments, the process has
been one of learning, collaboration, and a deep
commitment to storytelling.
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. | extend my heartiest congratulations to the editorial

. critical conversations. This edition’s focus on Indigenous

team of Verbos Incendium for their unwavering
commitment to academic and literary excellence. Each
issue of this magazine stands as a testament to rigorous
inquiry, intellectual curiosity, and the power of the written
word. It is a pleasure to see Verbos evolve into a space
that not only showcases scholarship but also fosters

literatures is both timely and necessary. In an era of rapid
globalization, where dominant narratives  often
overshadow marginalized voices, indigenous literatures
serve as a crucial counterpoint.

They remind us that storytelling is not merely an artistic pursuit but a means of cultural survival,
resistance, and self-definition. Indigenous narratives, whether oral or written, carry the histories,
cosmologies, and epistemologies of their people, offering perspectives that challenge
conventional literary frameworks.

Furthermore, indigenous storytelling defies rigid literary classifications. Oral traditions, song
cycles, petroglyphs, performance, all merge to form a dynamic, evolving body of work. This
adaptability underscores the resilience of indigenous cultures, which have endured centuries of
colonial oppression yet continue to thrive through their storytelling traditions. The resurgence of
indigenous authors in global literary spaces is a testament to this resilience, as they reclaim their
narratives and assert their identities in languages that were once weaponized against them.

The study of Indigenous Literatures also compels us to rethink the ethics of representation. Who
gets to tell these stories? How do we engage with them without appropriating or distorting their
essence? As scholars and readers, our role is not just to consume these texts but to approach
them with sensitivity, respect, and an awareness of historical contexts. It is imperative that we
listen to indigenous voices on their own terms, acknowledging their authority over their own
narratives.

In academic spaces, Indigenous Literatures challenge the Eurocentric canon and demand a
more inclusive curriculum. Recognizing these literatures is not an act of tokenism but an essential
step toward decolonizing knowledge systems. By engaging with indigenous texts, we move
beyond mere acknowledgment of diversity to an actual appreciation of different ways of
knowing and being.

Verbos Incendium has taken a commendable step in foregrounding this discourse, offering a
platform for voices that have long been relegated to the margins. As readers, let us approach
this edition with an open mind and a willingness to learn—not just about Indigenous Literatures,
but from them. Their stories are not relics of the past; they are vibrant, living testimonies to
cultural endurance, creative brilliance, and the unyielding spirit of resistance.

Once again, congratulations to the editorial team for this remarkable endeavor. May this issue
inspire thoughtful engagement, critical inquiry, and, most importantly, a renewed respect for the
power of indigenous storytelling.
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The current issue of Verbos Incendium was
conceived more like a project than a
magazine. While working on this edition,
during multiple brainstorming sessions, we
| collectively decided to go back to our roots,
| dig deeper into the stories, legends that have
passed down to us through various cultural
and familial mediations.
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It became an exercise in developing a curious ear to openly absorb and analyze the many
tales that surround us, whether in the form of folk songs, the art of wood carving, a tattoo
on our bodies, a beloved fabric that we wear or a place we frequented in childhood.
Stories are the lifeblood of culture, passed down through generations, shaping identities
and preserving histories to delve into the rich and vibrant world of Indigenous culture and
folklore—an enduring testament to the wisdom, resilience and artistic brilliance of
communities whose voices have long echoed through time.

Indigenous folklore is more than myth and legend; it is a bridge to ancestral knowledge, a
reflection of deep spiritual connections with the land and a repository of moral and
philosophical truths. From trickster tales and creation stories to songs of resistance and
survival, these narratives invite us to listen, learn and honor the traditions that continue to
thrive despite centuries of change.

As editors and storytellers, our role is not just to document but to amplify these voices with
respect and authenticity. This edition is a celebration of cultural heritage and a call to
recognize the significance of Indigenous perspectives in shaping our collective human
experience. It was a challenge that | gave to my team, hoping to inculcate a genuine
reciprocity, curiosity and most importantly, to have plagiarism and Al free content. To my
satisfaction and utmost delight, the tireless effort and enthusiasm of students resulted in
the 13th edition of Verbos Incendium.

May these pages inspire you to seek wisdom in old stories, to acknowledge the guardians
of these traditions and to carry forward the fire of storytelling with reverence and
responsibility.

Happy Reading!

EDITOR-IN-CHIEF, FACULTY
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STUDENT EDITOR

AMITOZ KAUR

Cathartic. That's the first word that lingers on
my mind when | think of this journey—a
journey that began with uncertainty and
grew into something deeply transformative.

. When | first embraced the role of Editor-in-

. Chief of Verbos Incendium, | was caught
between the thrill of the unknown and the
weight of responsibility.

To call it enthralling yet terrifying would barely scratch the surface. But, like all things that
demand your soul, this magazine became more than a project—it became a part of me, a
creation | am proud to have nurtured like a child finding its first steps in the world.

The vision began with a simple, aimost fragile idea: to resurrect the silenced voices of
forgotten stories, to cradle repressed narratives in a world often too loud to listen.
Growing up, | was surrounded by stories—spoken, whispered, imagined—and they left
imprints on my soul. This issue is my humble attempt to take your hand and lead you
down the same memory lane that shaped me. Because storytelling is an act of
universality—it binds us together—but it is also deeply personal, each tale etched in its
own, distinct way.

Of course, no story is told alone. While | could attempt to list the names of those who
stood beside me, who gave their time, their hearts, and their dreams to this magazine,
words might fail to do justice to their contributions. They know who they are, and they
know what they mean to me. To them, | offer not just my gratitude but a part of this
journey itself—a shared triumph born from a shared vision.

As you turn these pages, | hope you feel the warmth of familiarity, the gentle tug of
memory, and perhaps even the spark of discovery. May this issue remind you of your
roots, your home, and the stories that built you. Because, in the end, there is no better way
to define home than through the tales we hold close to our hearts—our own stories, retold
and relived.

EDITOR- IN- CHIEF, STUDENT
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Kashmiri wood carving has its orig
in the 16th century during the Mugha
era, when the rulers introduce
various art forms to tl& ion. The
Mughals, who were pa
arts, played a crucial
development of wood
Kashmir. The craft reached
during the 18th and 19th ce
when Kashmiri artisans bega
produce intricate \"ele)
masterpieces. They developed
distinct style that combined Persian,

II Mughal, -and indigenous Kashmiri
influences.
The region’s abundant forests

provided an ample supply of high-
quality wood, especially walnut, which
became the preferred material for

N carving. Walnut wood, prized for its
durability, rich texture, and natural
" colour, allowed artisans to carve

exquisite designs. that were both

~functional and oiestheticéﬂlry pleasing.
. = i = '
‘Kashmiri wood  ~.canving is

fine detailing, dﬁdﬁelq_bor‘gte‘ motifs.

Common 'themes in?*these. carvings:

b %

include | floral designs, = arabesques,
geometric patterns, and depictions of
nature, 'such as birds, animals, and
trees. These carvings serve as a living
record of‘gﬂ_}é culture and beliefs of the

] i

%

*

display _thei?i-ibve-for nature, devotion

to.religion and embody the spirit-and
Y B : . .
possr@nwﬂbi&h‘gwdes artists.

a
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characterised by its,intricate patterns;

.

inhabitants- of that region.  They

The craftsmanship can also be seen
in d wide range ‘of objects, from
furniture | like tables, chairs, and
cabinets to -everyday itt?"m’:; such as
trays,boxes, '_tir)d doo s..The earvings
process jt’é'@if is ‘a labour-intensive
one. Artisains use chisels dnd g'qgg%s e
‘to meticulously carve the wood, often
spending w_ee_k"s or :e__venh‘mpﬁ”clj_:s ona .
' single piece. The sJ\<iIIIEequif_ed- for this

craft _.is, pﬁqssed'-.k 'down "=blh_'r§ugh
"geneﬁqtior}'sf "3 with’  apprentices

Iéaining_;t_he téehniques from master
~carvers. This painstaking :process
“brings tg-{r@ition the most unld'tf? and

.mesmerising--, qu_l§s. The carver
_breathes their life and soul into their
work gk S ' ¥ o
S P
oy . ;-L‘L"!-"' b

aloE




The glolqol |mpa<f"-f Kashmiri woc
carving is also" sgmlcqnt
intricate. designs  and u
artistry have mGdg‘qushmiri Wele}
products highly ‘sought afte
International markets. Duri
colonial period, Kashmiri
carvings were
uropean coIIectorff ¢
art community,
the prestige f
tmese carvm@’
popular omehg collec
enthusm s world .-‘ e
One of the reasons | chose to focus on Kashmiri wood carvi 91H _

an article about Ghulam Nabi Dar, a wood ,ver from Jam ind Kashmi

who was recently awarded the Padma Shri his life- Iong wor s le n;ly,

passion and exquisite art style is inspiring; ecially in a world here
\ traditional arts are not as recognised as they L!J d to be. Wood cg_rvmg is a.

timeless craft that reflects the artistic richness and c%furd? heritage of India.
% _Its impact on Indian culture is profound, serving as a reminder. of the

T, croftsmonshlp, beauty, and diversity that define the'nation’s artlsti%gqcy Asr

IIIL’trcmlltlon elle thé creative splrlt of ortlsts o s 2

w

*:the craft contlnqes to evolve, it remains a tes Fﬂt te he %ﬂ‘mg pankr of o
Tk . =

'-?'_-' 5
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The Artwork showcases a vibrant representation of a Kathakali costume, a traditional dance
from Keralg, India. This art form is known for it's elaborate makeup, colourful costumes, and
expressive facial movements. The green face symbolises a heroic character, often portraying
gods or noble figures in the performance. The headgear and intricate patterns reflect the
grandeur and attention to detail typical of Kathakali. Bright colours and symmetrical designs
are prominent features, symbolising different emotions and roles.
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VOICES OF WOMEN IN PUNJABI FOLKLORE

Music and literature have long served as
tools to express . societal {themes and
challenges, often addressing issues that
society hesitates to openly discuss. 'In
Punjab, one of the most compelling forms
of this expression is boliyaan—traditional
folk couplets that act ‘as an outlet for

emotions ranging from sorrow and
celebration, to happiness and socidl
critique. Through ' these  vivid and

evocative verses, Punjabi folklore gives
individuals, = particularly women, = a
powerful means to articulate collective
struggles, express cultural values, and
share personal stories in ways that are
Poth poignant and humerous.
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(Fig 1: This image captures a lively and

vibrant cultural celebration, where women v

dressed in colourful traditional attire

joyfully dance together in an outdoor
setting)

o

Boliyaan occupy @ central place in Punjabi cultural celebrations—whether at !
weddings, harvest festivals, or other social gatherings. At theselevents, people come
together to sing, dance,.and share their stories, emotions, and sometimes I
frustrations. The beauty of boliyaan, lies.in their versatility: they bring lifesto joyous
occasions while also offering solace and togetherness during times of misfortune.
Through the power of storytelling, boliyaan create a shared experience that builds

understanding and unity.

In a culture where . communal life and
shared experiencess are paramount,
boliyaan foster ‘a’ sense of belonging.
When people come together to sing and
dance, they. create an inclusive
environment that invites individuals to
express feelings ithey. might otherwise
suppress. By bringing collective
hardships into the ‘open, these couplets
enable thoseswith similar experiences—
often young brides or daughters-in-law—
to find commeon ground and support.

Boliyaan and other forms of folk music
help Punjabi culture preserve its oral
traditions across generations. These
folk songs convey shared values, -
morals, and wisdom @ while offering
insight into the lived experiences of
women in traditional Punjabi society.
This oral tradition ensures that each ]
generation inherits not only cultural

customs but also a nuanced
understanding of resilience, family
dynamics, and survival, within a

patriarchal context. Each rendition of a
boli reaffirms cultural values, creates
bonds, and revitalizes tradition.
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VOICES OF WOMEN IN PUNJABI FOLKLORE
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(Fig 2: “Dhokli or Dholak” used as an
irrepressible instrument used to create a
tune that further enhance the impact of

boli)

In these lines, the singer playfully: refers

Despite’ their often upbeat rhythms
and celebratory settings, boliyaan
frequently explore complex themes,
including  familial ~ conflict | and
domestic violence. For instance, d
popular boli sung during weddings
humorously depicts a daughter-in-
law's strained relationship with - her
mother-in-law by likening -it = to
preparing a cup of tea:

"Tusi ki piyoge? Ik cup chaa.

Tusi ki piyoge? Ik cup chaa .

Chaa vich paaya paani, meri sass
badi siyani.

Tusi ki piyoge? Ik cup chaa.

Chaa vich payi patti, meri sass badi
kapatti.

Tusi ki piyoge? Ik cup chaa.”

to her mother-in-laow as clever and

deceitful, using humor to convey her frustrations. This indirect critique, presented
through a humorous lens in a commmunal setting, allows the performer to.address
personal grievances subtly, without risking direct confrontation. The juxtaposition
of light-hearted performance with challenging content epitomizes the dual
function of boliyaanias both entertainment and social commentary.

Historically, ~ when. favenues for ;vocal
protest were limited, Punjabi women used
songs like ‘these 'to. communicate their
frustrations withisocietal expectations and
family dynamics. In'doing so, they fostered
a sense of  collective struggle and
resilience, particularly among daughters-
in-law, who found solidarity in shared
grievances: Singing about these
experiences allowed women to release
pent-up Semotions < and laugh about
diffieult ' Situations in a supportive
communalspace.

The themes of boliyaan often reflect
the patriarchal structures of Punjabi
society, where women are expected
to endure hardship and remain silent.
Many of these couplets serve as
coded critiques of gender inequality
and marital challenges. A well-known
lokgeet sung by Surinder Kaur Ji, “Ik
Meri Akh Kashni,”", and originally
written by Shiv Kumar. Batalvi Ji,
reveals themes of domestic strife,
hinting at the trauma of a broken
marriage through subtle metaphor
and poetic language:

TENE W/
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VIOLENCE AND BANTIEER:

VOICES OF WOMEN IN PUNJABI FOLKLORE

“Ik meri akh kaashni, Dooja raat de

oh neendre ne mareya,

Sheeshe nu tarred pe gayi, Waal

waundi ne dhyan jadon mareya...”

= ,

The singer laments her wearied,
slecpless eyes as she notices a

" crack ‘in ‘the mifror—a powerful
symbol of a fractured household.
She also reflects on  her strained
relationshipswith her_mother-in-law,
who disparages her family, and her
brother-in-law’s inappropriate gaze,
underscoring her vulnerability within
the household, further in the song.

In another verse, éhe portrays her
husband as a weak figure, easily
influenced by his mother’s control:

“Teeja mera kantt jiwein,

Raat chann-ni ch dudh'da katora.
Fikar Sandoori Rang da,

Ohde naina ch gulaabi dora.

Ni ikko gall maadi osdi,

Layi lag nu hai maa he vigadiya.”

This verse ', subtly ~highlights her
husband's character flaws, describing
him as both'physically attractive and
emotionally volatile, but ultimately
‘tainted” by his ‘mother’'s influence.
These lines illustrate the singer's
iselation and despair, hinting at the
domestic abuse she endures.

-_—
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(Fig 3: Boliyan are passed down orally
through generations, with each generation ¢
refining and adding to them. They express &
emotions and situations, typically sung by l
women in a chorus with a lead singer) .

(Fig 4: Boliyan are a testament to the rich e
cultural heritage of Punjab, and their
continued popularity ensures that this
tradition will be passed on to future
generations)
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VIOLENCE AND BANTLER:

VOICES OF WOMEN IN PUNJABI FOLKLORE

Songs like these provide arare glimpse.intothe struggles Punjabi women face
within traditional gender roles. Through these verses, they share their
challenges and call attention to systemic oppression, exposing the emotional
tellof forced obedienceand silence.

Despite the difficult themes often present in boliyaan and folk music, their
lively performance style serves as @ source of communal resilience and
healing. By exaggerating their hardships and presenting them through songs,
women reframe their struggles, sharing wisdom in ways that younger
generations can appreciate and learn from. Songs like these help individuals
cope by normalizing. discussions of personal challenges and offering a

therapeutic release for those who may not have the means to speak openly.
A

In their cultural ‘and - histerical
context, Lokgeet fulfill a powerful
dual role. It celebrates life while
acknowledging hardship, allowing
women to express their strength, ?
share collective struggles, and /
build solidarity with one another. —E /

This resilient spirit iS woven into k{}
the fabric of Punjabi‘folk culture,
demonstrating .that even in the
face of adversity, joy and humor
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(Fig 5: festivals, weddings, and other
celebrations, creating a lively and festive
endure. atmosphere, these are the occasions on
which bolis are sung)

Through LokGeet, wemen continue to carry forward the stories, wisdom, and
resilience of previous-generations. As artifacts of a deeply rooted oral tradition,
these songs are as,essential to Punjabi culture today as they have been for
centuries. Through laughter, song, and solidarity, boliyaan and folk music
essentially remind us of the strength and spirit embedded within the fabric of
Punjabi folklore.

—
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SAMSH AWASTT

\ ® ~
VIEAIR )
Exquisite mehendi art on silver showcasing Indian splendour. Intricate designs,
delicate patterns and elegant lines. Inspired by traditional attire, this piece
embodies beauty. Crafted with precision, passion, and dedication. A testament

of Indian craftsmanship and artistry. A fusion of traditional and modernity. A true
masterpiece, adorned with love. Forever treasured, forever cherished.



THE SHADOWS OF SUSPICION:

UNCOVERING THE DARK TRUTH OF WITCH
BRANDING IN INDIA'S INDIGENOUS COMMUNITIES

PRABNOOR CHANDOK (YEAR 2)

In remote villages tucked away from the
eyes of modern India, a dark legacy
lingers. When sickness strikes or crops
fail, whispers rise, and a victim
emerges, a woman, often alone and
vulnerable, accused of harbouring dark
powers. Branded as a ‘witch’, she
becomes the target of fear, resentment,
and violence. This is not a tale from
ancient history but a grim reality for
many Indigenous women;  where (Fig I: India’s witches' victims of
centuries-old Superstitions cross with superstition, po\/erty)
deep-seated social injustices. The

recent report by ActionAid India sheds jthin these communities, a ‘witch’ is
light on this haunting practice, revealing often blamed for unexplained
the cultural and systemic forces driving misfortunes and is scapegoated as d
witch branding across rural India means to explain hardship. The report
highlights that for Indigenous societies,
the accusation of witchcraft is not

Witch  branding, falsely —accusing merely a superstition but a symptom of
someone, often a woman, of practicing larger societal forces. It is a means of
harmful magic is a global phenomenon 9sserting power, often used by more
that has continues within specific influential members of the community
cultural settings. In India, this practice t© eliminate or .morglnollze those. who
has historically thrived in rural, challenge  social  norms.  Typically,
Indigenous societies where poverty, accusations target women, particularly

limited access to healthcare, and Widows or single women who have
superstitions intersect. limited social support. They become

easy prey for such branding.

Witch branding in India is inseparable from the patriarchal structures that define
much of rural society. In many cases, accusations of witchcraft serve as a tool for
social control, punishing women who dare to deviate from expected gender roles.
For Indigenous communities, patriarchal expectations are reinforced through local
customs, making it challenging for women to break free from these accusations.

15
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THLE SHADOWS OF SUSPICION:

PRABNOOR CHANDOK (YEAR 2)

UNCOVERING THE DARK TRUTH OF WITCH BRANDING
IN INDIA'S INDIGENOUS COMMUNITIES

Furthermore, when women are branded as witches, they often face extreme
violence, from beatings and torture to being driven from their homes or even
killed. The report documents cases where women have endured brutal
attacks from their own families and neighbors. In one instance, @ woman was
brutally beaten and ostracized after being blamed for misfortunes in her
village, while another was driven from her community based solely on
suspicion. These cases illustrate the fear and stigma surrounding accusations
of witchcraft, often resulting in severe abuse or exile for those targeted.
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(Fig 2: Mainly women are made scapegoats for all the evils of society such as famine,
drought, or lack of water in the wells)

Witch branding is not only a gender issue but also one deeply tied to poverty
and caste. In Indigenous communities where resources dre scarce, jealousy
or disputes over land and property are often the root cause behind witchcraft
accusations. Wealthier or more powerful individuals sometimes use witch
branding as a weapon to forcibly seize land or belongings from women who
live alone or lack social power. This practice traps these women in cycles of
poverty and social exclusion, as they are either forced out of their
communities or denied access to support networks.

The study also highlights the role of healthcare access in sustaining witch
branding. In communities with little to no access to modern medicine,
illnesses are often attributed to supernatural causes. A death or sudden
illness without an obvious explanation can quickly be pinned on an individual
who then becomes the community’'s sCapegoat. Without proper medical
interventions or education, these beliefs perpetuate fear and mistrust, further
isolating vulnerable individuals.
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THI SHADOWS OF SUSPICION:

UNCOVERING THE DARK TRUTH OF WITCH BRANDING

IN INDIA'S INDIGENOUS COMMUNITIES
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(Fig 3: In Jharkhand, Poor Healthcare Drives 'Witch-hunting, Killings)

The report by ActionAid India
stresses that to stop witch
branding, societal change is

essential. Law enforcement plays a
crucial  role;  however, legal
measures alone are not sufficient
to address the deeply rooted
cultural beliefs that perpetuate
these accusations. The report
advocates for community-based
interventions, such as educational
programs that challenge
superstitions, provide healthcare
access, and empower Indigenous
women through social support
networks. Furthermore, the report
calls for greater collaboration with
Indigenous leaders to create
culturally respectful programs that
can dismantle these harmful
practices. Community workshops,
awareness campaigns, and
storytelling can play powerful roles
in changing public opinion and
reducing stigma.

The cruel practice of branding women
as witches has cast a long shadow
over rural and Indigenous communities
in India for centuries. This report
underscores the urgent need for a
multifaceted approach to combat this
deeply rooted issue. Beyond legal
intervention, addressing the socio-
economic and cultural factors that fuel
witch branding is essential. By raising
awareness, providing education, and
empowering Indigenous women, we
can dismantle the systemic biases that
perpetuate this harmful practice. Only
then can we hope to break the cycle of
violence and ensure a safer future for
generations to come. The resilience of
Indigenous women, who defy the
forces of superstition and patriarchy, is
a testament to their unwavering
strength. Ending the brutal practice of
witch branding is not just an act of
justice; it's a step towards creating a
society that truly values and empowers
all its members.

PRABNOOR CHANDOK (YEAR 2)
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THE SHADOWS OF SUSPICION:
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UNCOVERING THE DARK TRUTH OF WITCH BRANDING
IN INDIA'S INDIGENOUS COMMUNITIES

Beneath the surface of these tragic accusations lies a complex tapestry of
Indigenous beliefs and practices. While many of these traditions are rooted in
harmony with nature and community, a darker side often emerges in times of
fear and uncertainty. Myths and legends of powerful witches, capable of both
healing and harm, have persisted for centuries. These tales, while often
exaggerated, reflect a deep-seated belief in the supernatural.

However, it's important to distinguish
between these ancient beliefs and the |
harmful practice of witch branding. §
True witchcraft, as understood by § |
Indigenous cultures, is a sacred art, | - \
often passed down through | -
generations. It is a tool for
understanding the natural world and
connecting with spiritual forces; it is
not a weapon to be wielded against
the innocent.
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(Fig 4: Witch-hunts: Atrocities from past
and present-day India)

The perversion of these beliefs, fueled
by ignorance and fear, has led to the
persecution of countless women. By
exposing the darkness that lies
behind witch branding, we can
reclaim the true spirit of Indigenous
wisdom and ensure that these
ancient practices are honored, not
feared.

(Fig 5: Witchcraft in INDIA: An Alarming Reality)
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This artwork is inspired by the traditional Punjabi tragedy folklore of Mirza Sahiba which was written by a
17th century poet Pilu and Heer Ranjha which was first written by Damodar Gulati. Both the stories have
a common reason that led them to their death which was the opposition by family, both the lovers
faced this and at the end had a tragic death. The artwork | have made is inspired by the inner feelings
of the couple, you can see in the centre of the artwork we have a male and female figure who are
crying and they depict the feelings of both the couple and around them we have the inner feelings of
leaving everything behind and just being with the love of their life.
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Tattoos speak without. words, marking
the body with the language of memories,
dreams, and identity. They remind us that
our bodies are more than. flesh—they're
canvases for art, memory, and meaning,
connecting us to a deeper self and telling
tales that are unique yet universally
human.

As | grew older, | found myself
increasingly fascinated by tattoos, drawn
to how cool they looked. By the time |
turned 18, | got my first tattoo as a
symbol of my newfound freedom.
Coming from a traditional household,
tattoos were viewed as a Western
concept and an act of defiance. But
when | entered college and connected
with others, | discovered that many
shared this fascination with tattoos,
though most were forbidden from getting
one.

Before long, | felt the urge to elevate my
look and embraced a "badass persona,”
adding piercings to enhance  my style.
Not long after, | got a second tattoo,

which became a way for me to cope with .

stress and anxiety—and, of course, | was
ready to welcome the compliments!

With roots in social, spiritual, and even
tribal traditions, tattoos have been a part
of our culture for thousands of years. In
ancient societies like Egypt, Japan, and
Polynesiaq, tattoos served as symbols for
ideljltity, social status, and life transitions.

o

MARKED BY CULTURE AS A SYMBOL OF IDENTITY,
EXPRESSION AND AESTHETICS

AVNI NEGI (YEAR 3)

(Fig 1: Traditional Japanese and
Egyptian tattoos)

Over centuries, tattoos
underwent taboo cultural shifts
and were often associated with
sailors or marginalized
individuals, especially in Western
societies. However, the 20th-
century tattoo resurgence was
influenced by mainstream
media, countercultural groups,
and famous individuals. Today,
tattoos have transcended past
stigmas to gain global
acceptance as wearable art and
a form of self-expression.

In Indiq, tattoos serve as a bridge
between traditional and modern
identities by symbolizing both
personal stories and cultural
heritage.
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™ MARKED BY CULTURE AS A SYMBOL OF IDENTITY,
EXPRESSION AND AESTHETICS

AVNI NEGI (YEAR 3)

In Indig, traditional tattooing termed “Godna” holds a significant place in
the cultural fabric of India, particularly among tribal communities and rural
societies. Unlike * modern tattooing, which often focuses on personal
aesthetics orsindividual identity, Godna is deeply rooted in cultural heritage,
tribal identity, and social customs. Traditional designs are chosen, usually
symbolic oftribal identity, protection, or milestones. Natural ink is prepared
using soot, ash, or plant extracts mixed with water or oil. A sharp tool, often
a needle or thorn, punctures the skin in a patterning process frequently
accompanied by rituals and songs, reflecting cultural and spiritual
meanings. For instance, the Baiga tribe of Madhya Pradesh are renowned
for their elaborate and symbolic tattoos, which perfectly capture who they
are.

The first tattoo is made at the age of
7-8, which corresponds to the girl's
i specific age and is symbolic of her

becoming eligible to marry and have
children. Baiga women are proud of
their extensive tattoos. A Santhal
woman's (tribe from Bangladesh)
tattoo is a treasure she carries into
the afterlife. Those tattoos are
thought to help a person survive in
heaven after death. No one knows
exactly how or why this tradition

(Fig 2: Traditions of skin: women and

21

started. However, the meaning and
procedure of tattooing evolved.
Furthermore, it is currently in style!

In the community | belong to, a
profound belief exists in the spiritual
power of tattoos, especially when
placed on the right hand. In Hindu
culture, tattoos carry a deep-rooted
spiritual  significance, intertwining
faith with the physical self in a unique
form of devotion and symbolism.

their tattoos)

Traditionally, Hindus believed that
tattooing sacred symbols or the
image of a deity on the right
hand, customarily used for giving
and receiving, could serve as a
channel for positive energy and
blessings. This practice was not
merely decorative; it was a
meaningful ritual grounded in the
concept of punya, or spiritual
merit, which is believed to be
accumulated  through good
deeds and acts of charity.
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MARKED BY CULTURE AS A SYMBOL OF IDENTITY,
EXPRESSION AND AESTHETICS

AVNI NEGI (YEAR 3)

My grondmother ‘hasi a meaningful
o]gle] cultumlly S|gn|f|ccmt set of tattoos
on her body. Among them are five
lines, each representing one of her five
children, symbolizing.. her® love and
devotion as a mother. ‘Additionally,
she has a tattoo that embodies a
symbol of marriage, reflecting the
deep-rooted traditions and values of
her culture. These tattoos not only
hold personal significance for her but
also serve as a testament to the
heritage and identity she cherishes.

(Fig 3: Tattoos as a way express their
heritage and identity)

In the contemporary world, tattoos have transformed from being emblems of
custom, religion, and social identity to potent representations of
individualism and self-expression. Even though tattoos have a lengthy history
that links them to tribal, spiritual, and cultural roots, they have overcome their
taboo status to become a popular art form. For many people, including
myself, tattoos serve as a link between the past and present, tying self-
expression and ancestry together in distinctive ways. They provide a way to
deal with emotions, mark significant occasions, and question social
conventions in addition to providing a platform for creativity and
individuality. In the end, tattoos serve as a reminder of the enduring human
desire to make a lasting impression on the world, our society, and ourselves.

22



- "r'._.

o
o

ARANA PURANAMCTHE LEGEND OF RED
TAILED SKINK)Y AND OTHER STORIES
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DEVIKA. S. PILLAI ( YEAR 3)
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The animation facility Studio Eeksaurus, based in Kerala, incorporated folktales and
myths that are told to us by Mr. Pazhu Madathil Narayana Panicker, commmonly
referred to as Keshava Panicker, who is over 90 years old. A kind elderly gentleman

with a knack for storytelling is Mr. P.N.R. Panicker. He delivers the tale in Malayalam,

which happens to be his mother tongue. The motion picture may be streamed
online via Studio Eeksaurus’ YouTube account.

According to legend, God once
commanded the Red-Tailed Skink and
Chameleon to collect water. As
opposed to gathering water, the
chameleon collected his urine and
presented it to God. On the other hand,
the skink collected a tiny bow! of water
from rivers and rain. In the course of
events, the chameleon was declared
cursed and punished, and Skink
received a boon from God that he
may request.

‘I want poison in me so.that whenever |
bite someone, they get killed" he
replied when asked what boon*he
desired. God surprised and granted
him that pleasure. His body therefore
contained poison.

As a result, individuals were poisoned and murdered quickly. On Earth, the beast
started to cause chaos: As the scenario worsened daily, God called forth the Skink.
"Why am | here again?” He.said, ‘I bought you water as you asked me to, and you
granted me the boon in returh.” "l am'so pleased withy yousforsproviding-me the

(Fig 1: Mr.P.N.K Panicker)

[

water, ‘God remarked with a smile. kbelieve | ought to bestow=upon+you-even
another blessing. He-blessed the skink.with small bursts ‘ofsmemory loss after
drawing him nearby. e AR J
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Fromathat, point on, the /Skink “will ¥ run
swiftly - tobite“at dany disturbance, but
once he getssclose .o, it, .he will: forget
what he was meant to accomplish. For
this reason, albeit the Red Tailed Skink is
fatal, it is safe since it does not bite, even
when it is quite close to you. '

Great fables like this one have been
credited to P.N.R. Panicker, and Studio
Eeksaurus employ his expertise  to
generate remarkable short animation
movies that give us a taste of those
historical legends and folktales.

He also obtained a collection of folklore
referred to as "Kandittund” (&emlsen),
which corresponds to “Seen It." It includes
a number of additional folktales within
this short video, which Panicker recounts
in an engaging and fascinating manner.
His other collection, "Appuppan” (@alal ),
which translates to "Grandpaq,” is also on
the horizon.

Small episodes and accounts of intriguing
creatures that are believed to be prowling
in the darkness around us can-be found in
"Kandittund.” Among them is "Eenam-Pechi’
(e0mmasalalall; a pangolin
monster/creature). It is alleged that the
wicked soul of a pregnant woman.is turned
into Eenam-=Pechi when she died in an
unforeseen manner. It is easily recognised
from a distance as it runs, by itself and
emits the sound "Thonni Pa}," which is its
way of counting cashew nuts™and
mangoes, which are generally preferred by
mothers-to-be.

i
?i

(Fig 2: “THE LEGEND OF ARANA” BY
ADITHI KRISHNADAS)

It arrives at 2:30 am and. waits for
its prey, which are pregnant
women, by tossing the cashew
nuts and mangoes it has
gathered. They believe that it slits
their stomachs open and confines
them. Nevertheless, it is terrified of
men; the mere mention of a man
causes it to vanish and turn away.
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(Fig 3: ”PANICKER” has seen 1,228 full -
moons and has had as many or more — jf-'
encounters with the unreal, or so he a a'qm- :
will make you believe) 'n
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He additionally. pointed out thé’massive beast known as “Arukola’ (@reoexe-0el),
which: floats‘behind. you. You ate able to feelits presence, following you during
the night, and scream and how! at you until you turn to face it at that point it;
will attack you. Men who are slain are deemed to become Arukolas. No living
human has ever seen its face, and it has been said to be enormous. People thus
advise against turning around if one hears or perceives something like this
wailing or screaming at them. Still, if you do spin around, be sure to do it with
both arms on your waist and peer from the gap between them. This will give
him the impression that you are going to put him in an armlock and, afraid of
strangling, it will vanish.
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(Fig 4: Short film “KANDITTUND" )

"Kuttichathan® (&-Slata@ ) is your ally when you seek to defeat your rivals.
Through fervent devotion, prayer, and worship, you may draw them to your
service. When they ‘are pleased and .in front of you, they will follow your
commands like a servant. They will continue to harass your adversaries until
they are at their wits’ end and are either destroyed or despondent, just as you
intended. Some isolated locations adore“them and even idolize them by
creating idols of them, maybe as a result of the service-oriented assistance
they offer.

A harmless‘creature is "Anna-Marutha” (@M ae®). It is claimed to be 1.5 feet
tall and to appear-at midday or midnight.lt seems like a newborn elephant
that seems to have an iron chain around its ankles. It rattles because of the
shackles and walks like' a little elephant. When it detects a.human.presence, it

disappears and is totally harmiless. -
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The other creature Panicker
has discussed is called "Neet-
Arukola” (aflo@rose:oel), a
malevolent and terrible entity
believed to be the ghosts of

F . . . ""-f
individuals. It h been stated
- that Panicker = encountered

from shopping at 8 p.m. When
he saw the thing emerge from
the water, he was attempting
to follow a canal back home.

When humans are alone and
close*:to “ bodies of water, -
N B Neet-Arukola “follows them,
= h\éﬁg/; a‘ traps them, and drowns them.

drowned and deceased

" this malignant demon. He
q Nl
once got lost on his way back

_— o < It chased him till he came to a
Nl P P e well and proceeded to touch i
N = the iron bucket around itThe

e o only way to get rid of this

(Fig 6: illustrious Mr. Panicker and his wonderfully creature 'Ond que. One?’ life is
charming tall tales! - Aanamaratha ) to touch iron, as it is anxious of

iron.
Panicker also encounters an entity called "Thendan” (m@em ). It is a giant, six-
foot-tall, blood-eyed phantom that is worshiped and doesn't hurt humans
since it is a divinity. At 4:30 am, Panicker met "Thendan® on his way to the
temple to worship. It was massive, sitting near the entrance. When he prayed
to it, it vanished.lt was his first and final experience with it. Studio Eeksaurus
has skillfully‘adapted these folktales and short stories about these mysterious
animals into-an animated picture that narrates an intriguing narrative of the
paranormal. Fans of fantasy, horror, and animation should not miss it. “In
addition to winning other accolades, including the National Picture Award for
Best Animation Film, 'Kandittund' picture was well-reyviewedsby=eritics. It was
also commended for its distinct aesthetic and tense;=ominous=mood.The
animation and narrative of the 'Ar(;ho Puranam'’ film hayvegalse*won praise

from critics. Among the many honors it has received is the National Filry =i
AT R R G G H i N

Award for Best Animation Film.




A stillness atoned in the courts

« The debate - discussion found no initiation;
‘Saviour - Came voice of GARGI

Enthralling the halls of Ancient India.

Where pqndits withdrew,
Competition in doldrums,
Gargi - A Woman - stood by her goals

Janak was saved; Aﬂ
Yajnavalakya got slayed : 1

By the thunders of women's knowledge -
And the depth of HER state L \ .:.

Brihadaranyak Upnishad bolds down it straight;
How a WOMAN crushed the arrogant, wisdomful sage
Accumulating the unified thinking of the AGE.

Broken ego, frustration rising,
Yajnavalkya’'s wisdom funds its demise.
Politeness of HER proved a dissociation -
That knowledge and control

Have different origin of creation

The question of Immortality stood against the Sage,
Women's empowerment tasting the salty rage

of MALE AUTHORITY'’S blinding Cave.

Attained the real win Gargi’s heads on with the cape.
Exemplary embodiment of WOMEN IN RAGE.
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A CANVAS OF RESISTANCE, HOPE AND TRAGEDY:

TTIE POST COLONIAL MODERNIST, -

ARTMOVEMENT

Every aspect of Indian culture,
society and identity e[S
reconstructed in the aftermath of
India’s independence. While we were
free of colonial rule, there was a
growing realization of the extent of
colonial influence. People struggled
to define themselves in a society
which was suffering from the
aftermath of the violent partition,
changing social hierarchies and a
growing nation. In the midst of this
traumatic and confusing time, artists
like Magbool Fida Husain, Francis
Newton Souza, and Nalini Malani
were projecting their emotional
turmoil, disillusionment and grief into
their canvas.

The modernist art movement in India
is most clearly understood through a
postcolonialism lens. Not only did
artists during this time draw
inspiration from art styles in Europe
and North America but they also
broke the boundaries of traditional
art work. They were not to be
contained within a particular art
style and preferred a more abstract
and _emotional one. Paintings in
post-colonial India expressed a
sense of helplessness and loss of
agency when faced with the realities
of this new world.

KAVYA DHAWAN (YEAR 3)

(Fig 1: Bombay Progressive Artists’ Group)

United in their rebellion from tradition and
the shackles of society, a group of
‘Progressives’ formed what came to be
known as the Bombay Progressive Artists’
Group (PAG), founded by FN Souza and SH
Raza. This group endeavoured to unite
different art styles as opposed to the
teaching of the Bombay School which
sought to revive the lost traditional Mughal-
style painting technique. PAG, formed just
months after the Partition of India, had
witnessed the brutal rioting and killings of
thousands of displaced people. This led
them to establish the group as a way of
encouraging artists to paint with absolute
freedom and with no rules or standards.
Their archaic and abstract style gave them
the freedom to express their emotions,
experience and current situation at a time
where words had failed them. The British
and Portuguese settlers had shaped their
language, religion and their identities. Thus,
painting provided artists with an unbiased,
untouched and unconfined tool of
expression.

28
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A CANVAS OF RESISTANCE, HOPE AND TRAGEDY:

THE POST COLONIAL
MODERNIST ARTMOVEMEN

KAVYA DHAWAN (YEAR 3)

While this group had vastly different artistic styles, European Modernism as
well as Indian imagery and landscapes were very influential to them. One of
the most influential “artists who used dynamic imagery to depict deities,
figures like Mother Teresa and even animals, was M. F. Husain. His work has
had an everlasting effect on the Indian Modernist movement and explores
topics such as Motherhood, Colonisation and even religious figures.

His ‘British Raj’ series embraces his modernist style while capturing the past of
British India in vivid detail. Painted in the late 1980’s, this series is influenced by
not only the everyday lives of people under British rule but also encapsulates
the political and cultural changes taking place during this time.

(Fig 2: Credentials Of Gwalior, Nizam And Patiala; Princess Nisha Raje. Afternoon Tea
With Lady Mcbull) (left to right)

Husain used freehand drawings and vibrant colours, ‘land depicted Indian
subject matter in the style of contemporary European art movements,
particularly Cubism. This mixture of different art styles was a defining feature of
the modernist movement. This painting, ‘Princess Nisha Raje. Afternoon Tea
With Lady Mcbull’ uses these techniques to portray a very engaging scene. It
was also a part of the Raj series and depicts the princess as a poised and
powerful figure who is full of confidence. Her posture may signify India’s
independence and powerful spirit. The background is also a mix of the colours
of the Indian flag.

Paintings such as the ‘Credentials Of Gwalior, Nizam And Patiala!” show a very
problematic power dynamic between the British coloniser and the three rulers
which eventually led to complete British establishment. From the coloniser’s
relaxed and dominating position of authority to the distressingly meek postures
of the three kings, Husain paints a very ominous and menacing scene. It is
through paintings like these that artists were able to represent India’s long and

complex history with the British empire. E




A CANVAS OF RESISTANCE, HOPE AND TRAGEDY:

THE POST COLONIAL ;
MODERNIST ART MOVEMENT “

(Fig 3: Mother by M.F Husain)

Thus, the modernist art movement in India
helped not only artists but also India itself
assert its identity as a free and prosperous
nation. The movement emerged as a
response to the country's socio-political
landscape. Artists sought to break away
from traditional forms and embrace new
ideas, reflecting the complexities of a
rapidly changing society. This period
witnessed a blending of indigenous and
international influences, resulting in
diverse artistic expressions. It paved the
way for future generations of artists,
encouraging innovation and
experimentation,  while continuously
engaging with the evolving cultural
narrative of India. This dynamic legacy
remains influential in contemporary Indian
art.

0
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After watching the film Kantara, | found
myself deeply moved by the portrayal of
Bhoot Kola, a unique and ancient ritual
from the Tulu- speoklng, rl;gglons of
Karnataka, South India. ough I'am not a
part of the T Iu' e\ommunlty, the ritual’s
profound ’SpIrItUGllty ~Ieft’ci.| lasting

|mpre33|pﬂ on me, - W&tlﬂg Mlth my

sense of spiritualit e:;;t-lcan to

tradition. Here, Ihop 'e%cg}? tfi,gr

and significance of I§h6 4 . * —
has captured my- tn,tefest— h ) — «
reflection ond‘wrltmg 1 —

What is Bhoot Koja‘-‘ '

Bhoot Kola om ., splrlt worsh|p,
trodltlonol'rltuql practiced in the
and Malnad regions of Kar
especially among the Tulu-speaking
communities in Dakshina Kannada and
Udupi districts. It is_more than a ritual; it i .
a form of folks art,  spirituality, and feor of negatm?y
community bonding: ‘During a Bhoot Kolg, ittres, the Bhootas in
performers embady:the spirits, or Bhootas, Bhoot Kola™ are revered and
' es believed to Wworship eir benevolence

protect the land: o beople. Through and prote ese spirits are
dance, music, ate costumes, believec ces that govern
these performer 1 q%brote the and prot and, and they
presence of these s 2 ‘e‘-.seen ds are calle to guide, bless,
: and en: community’s

{ - -

la well-being:
I gkéo date back over @ thousand years. It

nimistic worshlp 2d by indigenous
- nturies, it has ewve O incorporate

s‘yst’ems while mai g its core as a
pirits of nature, ai , 1d local deities.

ers to spirits integral to
e’'s local deities and
Unlike spirits




Today, Bhoot Kola is recognised as an essential part of the region’s cultural
heritage. Despite the growing influence of modernity, it remains a living
tradition, with communities actively participating in the ritual year after year.
Local families take on the responsibility of organising the event, and it is not
uncommon for people to travel from afar to witness or participate in a Bhoot
Kola. 3s A
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AL T
~ Whydo I feel drawn to eabout
. Bhoot Kola? -s

Watching K nd seei Bhoc\

;P by

Kola being yed on “screen
L]
o brought about a strong emotional

spiritual response in me. The
“icted the inte’connection 7 i
ween people and*their land,
" spirits, and heritage. Though | don’
»me from the Tulu culture, | felt an
te sense of resonance with

s LM ritual's  spirituality  and
v A olis
A , '|
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P
e
o
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Bhoot Kola, as shown in
W eemed to embody
verso themes of  respect,
mility, a \ awareness of forces
greater t .,"'_ elves.

The experienc inded me of how rituals—regardless of their cultural
origins—can evoke ared sense of rev‘?l;énc connection. For me,
Bhoot Kola is éscinoting cultural artefac S d living, breathing
reminder of deep-seated need fo expression and
connection to w rt This inspiration has: e to explore and
write about thi " <kgonour its beauty'ai ance.
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The Spiritual Esser

Bhoot Kola is a
spectators. The

-
R

nce for both ol ers and the
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The spirituality of Bhoot Kola goes beyond the mere act of performance. It is
an acknowledgement of the sacredness of the land, the ancestors, and the
spirits. It is a moment when the boundary between the human and the divine
blurs, and the people believe they are in direct communion with their
protector spirits. This sacred experience is what gives Bhoot Kola its depth and
significance, and it is what | found so compelling in my exploration of this
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Symbolism and:ﬁ"ilversal Appeal of Bhoot Kola \

One reason Bhoq'q Kola resonates with me, and o€ ps with others who
encounter it, i embodies universal themes. 'he ritual’'s symbolism,
where humans to embody spirits, speok I collective desire to
connect with sater than ourselves. This specially relevant in
today’s world, rej often a disconnect people and the
natural world. '

Through Bhoot Kola, orrniunlty reaffirms
-. nce on the forces that ¢
This idea is something that many cultures and I re ound the world
share. Whether thro ugh re r nature, hono _ >estors, or invoking
deities, these pf% os  refle t--iﬁymanity’s search e meaning and
connection. Bho e, has a universal ‘that transcends
cultural and lingui

for nature and

) d sustain them.
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The Cultural and Heritage Significance of Bhoot Kola

Bhoot Kola serves as a link to the
past. It connects the people to their
ancestors, - who performed: the
same rituals, believed in the same
spirits, and = shared ﬂt‘l'fe' 'same
reverence for the’l nd. In a rapidly
modernising Wc}ld Bhoot KO|CI
stands 053 a remi
commhnltys roots
identity that contl
their lives. Writing obfo
feels like = an é'p,go . s
contribute, to th;a preservatior

this SCHIGNg hentdge : rrlng ola, | find a reminder of the
beauty .and |mportonc

4 e ‘ ' adition and the beauty Ol
Wi GUP“G”C‘? 4 ession. My hope is that by
it, | can contribute to its
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Conclusion: A Personal Journey

Through Bhoot Kola . > and preservation,

1 ‘enc Jing others to see it as a
For me, ertlng ut Bhoot Kola A 'I'. \ f human heritqge.
both an exploration of Tulu culture  groot Kola :\1? jist a ritual; it is a
and a reflection” my OWR - testament to the spiritual depth and

spirituality. Ther Nas given me cultural ric
a new perspe % deer’)Iy hur@cm beln
cultural practice
lives, even wher
from a communi
our own. In st

ot define us as
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A mesmerizing portrayal of the sacred ritual dance from Tulunadu, where vibrant colors,
intricate details, and dynamic expressions bring to life the deeply spiritual connection
between humanity and the divine. This traditional art form celebrates the ancestral spirits and

showcases the cultural richness of coastal Karnataka, blending mythology, folklore, and
devotion into a timeless spectacle of faith and heritage.
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INDIAN VILLAGLES AND T1HEIR
[LEGACY OF HUNDREDS OF YEARS :

OLD FOLK TALES
BHUMI DAHIYA (YEAR 1)
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(Fig 1 Childhood in Indian villages is a tapestry of dusty lanes, sprawling banyan trees with
hanging roots, endless fields to explore, and stories shared under starlit skies)

Have you ever heard of a folk tale associated with the name of your native village?
As of 2019, India had around 6,64,369 villages, with a considerable number of
people still living in villages, and most of these villages have a folk tale synonymous
with their names. Later generations of many native villagers that have been born
and brought up in cities hardly know anything about their villages and their folk
tales because they don't visit their villages enough to know about them, me being
one of them. But | recently revisited my native village and learnt many interesting
things about it, one of them being a folk tale associated with the village’s name.
This got me interested in researching and reading about other such villages, and
I'm going to talk about some of those villages in this article.

Shani Shingnnapur

Shani Shingnapur is a small village in the Ahmednagar district of Maharashtrag,
where none of the buildings have any front doors or locks because of their immense
faith in Lord Shani, the god of Saturn, who is believed to be guarding the village from
any kind of theft. Legend has it that about 300 years ago, after a lot of rain and
flooding, a heavy black slab of rock was found washed up on the shores of the
Panasnala River, which once flowed through the village. A villager picked the black
slab of rock stick, and blood started oozing out of it. Later that night, Shani appeared
in the dreams of the village head, revealing that the slab was his own idol and
ordering for the slab to be kept in the village, where he would reside from here on.

36




-
P
¥

T ey

W

LTI R e
et
- -

S

s r{hllf": _:T‘_. T_L"'r

b1t
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Shani blessed the leader and promised to
protect the village, but on one condition: that
the black stone slab need not be sheltered so
that he can oversee the village without any
hindrance. Following that, the villagers placed
the black slab on a roofless platform in the heart
of the town. The temple in the village is
considered to be a “jagrut devasthan” or “alive
temple” with the deity "Swayambhu,” “self-born
god,” residing in it.

The villagers decided to discard all the doors
and locks from all houses as they had a
guardian protecting them from then on, and this
has continued for generations now. The villagers
are so relaxed that they leave their money and
jewelry in the house without any locks even
when they go out of town for holidays, as it is
believed that those who try to steal anything or
go against the rule of not locking their homes
will be punished by the god himself by either
getting blinded or getting into a mysterious

(Fig 2: Shani Shingnnapur is
; the only place that has
accident. houses with no doors)

This village has been crime-free for centuries now; a proof of that is the police
station of the village, which was opened in 2015 and has not registered a
single complaint ever since. Respecting the beliefs of the villagers, the police
station doesn't have any front doors or locks. Even the United Commercial
Bank—UCO Bank—has opened India’s first lockless branch and has a barely
visible lock in the village.

Naunangli

Naunangli is a small village about 120 kilometers from Delhi, in Muzaffarnagar
district of Uttar Pradesh, where no one belonging to that village ever dies of a
snake bite until and unless that person is taken out of the village boundary or
has been bitten by a snake outside the village boundary. My grandparents
belong to this small village as well and recently told me the legend of our
village, telling me how much they still believe in it even though they have not
lived in the village for decades now.
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It is said that many centuries ago, the area of our village that is the farmland
right now was a small village of nomads (banjaras), which had succumbed to
the earth, leaving a large portion of land unoccupied for years. This came in
notice of some people of Dahiya gotra living in Sisana Village in Haryana (also
pronounced as Susana by local people), and they decided to recce the place
to see if it was fit for their living. They didn’t think they would be able to live
there when they visited the place and decided to return, but met with nine
snakes (naag) on their way back. They took this as a sign from Naag Devta
and decided to live there only instead of going back to prevent any bad

omens.

The Naag Devta gave the people of the
village a blessing that no person in this
village will ever die of a snake bite until
and unless they go out of the village
boundary, and the people will coexist
peacefully with the snakes of this village.
This led more people to come and start
living there, expanding and making it a
vilage. The name of the Vvillage,
Naunangli, House of Nine Snakes, is also
based on this folk tale. Since then, there
have been no incidents of death by a
snakebite in the village, and the villagers
have immense faith in the Naag Devta.
Even though it has been opposed by
many others, the villagers living there
are still firm believers in this legend.
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(Fig 3: Naunangli: The village where snake
bites don't kill)

Miragpur

(Fig 4: Miragpur, a small village in the
Sahara pur district of Uttar Pradesh)

Miragpur is a small village in the
Saharanpur  district of  Uttar
Pradesh, known for the
commitment of its people to a
drug-free and vegetarian life due
to their dedication to Siddha
Sanyasi Guru Baba Fakira Das Ji. It
is said that around 500 years ago,
Siddha Sanyasi Guru Baba Fakira
Das Ji introduced the principles of
living a Satvik lifestyle to the
villagers. The villagers have since
then adapted this form of living
wholeheartedly, showing their faith
in the Guru.
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The people of this village have since
lived a very simple lifestyle devoid of
any kind of drug or non-vegetarian
food. They don’t even eat onions or
garlic, following a strict Satvik diet. The
people of this village are so dedicated
to this lifestyle that they don't eat any
non-vegetarian food or drink any
alcohol even when they go outside
their village. These people are
maintaining this strict diet in spite of
where or in what condition they are in.
This lifestyle of the villagers has also
earned it recognition in the India Book

of Records and the Asia Book of (Fig 5: Folktales strengthen community
Records. bonds, preserve traditions, teach values,
and inspire unity in village life)

To conclude, there is one thing that is common in all these cases, that is, the
strong faith and belief of the people in their local deities. This also tells us how
spiritual and divine India as a country is. Not just this, almost every small
village in our country has a story of their own, about the name of their village

(Fig 6: Folktales in Indian villages preserve cultural heritage, teach morals, and connect
communities through oral storytelling traditions)
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This collage beautifully captures the essence of South Asian heritage, blending vibrant
traditions, iconic architecture, intricate jewelry, and cultural motifs. The elements like Lahore's
historic mosque, floral garlands, and traditional ornaments symbolize timeless elegance, while
the imagery of Lucknow and vivid art pieces celebrate a harmonious fusion of history and
artistry.



THE MAGIC OF INDIAN STORYTELLING

.; SARGUN KAUR (YEAR 1)
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THE MAGIC OF INDIAN STORYTELLING
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, iR the heart of the dense Sal forests of Centrol Imdla there qu a small wllage
-:%1' “named Surajpur. To an outsider, it was an ordimary - cluster of mud_huts :
B ;nestled between towering trees. But for the people of Surajffur,, it was a-place
"% %of sacred stories, a land guarded by the spirits of ahcestors and the gods of
the forest.'They lived simply, as their forefdthers had growing mlllet

gathering honey, and honourlng the forest’s bounty with reverence.
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Aadi, a spirited young boy from, the Gond tribe, had grown up’learning the g
songs of the forest and the stories of his people. Every €vening, after the
day’'s work was done, he would sit by his grandmother, Amma Bai, and listen
to tales passed down through generations. Amma Bai’s voice, crackling and
“soft, carried the magic of old legends. She spoke of Jangli Ma, the spirit who
protected the forest, appearing only when the trees and cmrfnols were
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: (Fig 1: Sal forest of Central India)
= “It is'she who watches over the trees -and the rivers,” Amma Bai would say,
s her eyes gleaming. “Jangli Ma is our guardian, and she only reveals, herself to
= those with pure hearts.”
Aadi was captivated by these stories and spent hours imagining Jangli Ma— H,;

a figure made. of leaves and earth, her eyes as deep as the forest itself. He 4
dreamed.-of meeting her someday, hoping he might bepure heorted _,_=f'
enough. o : ¥
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L 17 ;yllfdgers watched - umaouslyqu the
”“‘ *'*~meEi eyed“ tha Mahuo trees. For the
?" ﬁqﬂd peaplé" the Mahua was. sacred.
-km Iﬁséblossﬁm%, usq,d in food drlnk and
- medicine, were symbols of life itself.
? THe erders trled to reas thh the |
Ioggers Fexplqmmg that these trees |
- had  been . there. for - centuries, .
standlng gué‘trél over the village. But
the Aogge.rs were only mterested
i proﬂts and saw the forest as jUSt .
tlmber wcntlng to be claimed.
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-“Protect our trees, our home.”
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s 7 Night fell, and Aadi, exhausted, curled up beneath a Mahua tree. H zed at
Z tr oonlit Ieaves,_feellng a strange comfort. Slowly, he-drifted to sleep, lulled

bﬁ"the sounds of the forest around him. In the stiliness of the night, a gentle
breeze brushed ﬁls face, stirring him awake. And there, bathed in S|Ivery
moontight, he saw her—a figure draped in leaves and vines, het skrr’rfhe ric
brown ﬁte earth;Aer hair adorned with Mahua blossoms. It W"s":long’f:]t h
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This artwork represents a young tribal girl in traditional attire, which includes a
feathered headgear. In northeastern Indiq, tribes such as the Naga, Mizo, Garo, and Adi
use such adornments primarily for festivals and dances. They hold cultural significance
and showcase the vibrant heritage of these communities. The type of headgear
anointed is symbolic to identity, strength, position in tribe and connection to nature.
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In the heart of Jammu,
that watches over Ri

stands the Bahu Fort, ¢
in histor afr'nd held sac

ple  of

and he hat has

> d it all. Rich nakes it up,
andits nds as a livi odiment of
legends, es. Among

t cherished stories is

es.

emories
figul ol spirit who
people ,:he e. When ti

d

the skies over Jammu amber
to o'I p indigo, whispé his spirit’s
presence fill the air. s tell that
when the wind m into the

passages of the fort, it feels as if her
breath lingers in the le evening
breeze, casting a quiet ssing upon
the city below.

Pilgrims who climb the winding path to
Bahu Fort often feel a sense of
protection, an inexplicable warmth.
Some say they have felt her gaze upon
them, a kind of invisible watchfulness
that is neither oppressive nor cold but
rather reassuring and warm. For it is

believed that this spirit remains bound ~
to her land, ever vigilant, her watchful &

eyes seeing beyond the limits of time,
keeping safe the people of this land.
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(Fig 1 Bahu Fort is the oldest Fort in
Jammu, India)
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On moonlit nights, the Tawi River
shimmers like silver, and the shadows
of the fort sFem to deepen. During
these nights, legend holds that the
spirit wanders the fortress, her spirit
roaming the walls, her footsteps light.
as the cool evening mist. She looks
over the rivers, the homes, the people
—and as;she does, it is as though she
is whispering to each soul, “You are
protected, you are loved.” |
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(Fig 2: The river Tawi divides the Jammu city into two parts-
old city and new city)
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SAPTAPADI

THE JOURNEY OF LOVE

Marriage in India is steeped in rich
cultural heritage, blending tradition and
rituals with love. From the earliest
scriptures of the Vedas to the vibrant
folklore passed down through
generations, marriage is portrayed as a
sacred bond, intertwined with myths,
oral traditions and symbolic customs
imbued with spiritual, emotional, and
social responsibilities. It is not only the

relationship between two individuals

but also the blending of two families.

In many indigenous cultures, marriage
is believed to align with cosmic forces.
India is a cultural heritage and every
religion has their own way to perform
different rituals but the most common
in all is ‘pheras’ (sacred rounds).

In Sanatan Dharma, a total seven

number of pheras (Saptapadi) are

taken around the fire (Agni) as it
signifies the purity, growth and eternal
light of knowledge. Each phera
describes one promise between the
bride and the groom throughout their
life.

Significance of the Seven Pheras

1. First Phera — Prayer for Nourishment.
'Om prathama rtuh prathamam karma
prathamam vayunam”

The groom asks the bride to take the,
first step towards the prosperity of their
household and the bride agrees to
share the responsibility with love and
respect.They vow to provide ,and
support each other throughout life.

ISHA WADHWA (YEAR 1)

(Fig : Mandap for Hera ceremony,
decorated in rich accents)

2. Second Phera -
Protection.

Strength and

"Om dvitiya rtuh dvitiyam karma

dvitiyam vayunam”

They seek strength and courage to
face life’'s challenges together. The
groom promises to protect his wife,
and she vows to stand by him.The
couple prays for mental, physical, and
spiritual well-being to lead a strong
and fulfilling life toget'k\ér.

3. Third  Phera - Wealth
Prosperity.

'Om trtiya rtuh, trtiyam karma trtiyam
vayunam”

They pray for financial stability,
success, wealth and ethical living.
They commit to working together to
build a secure future and pray for an
abundant life, free from financial
struggles, and for their bond to grow
in harmony and happiness.

and
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4. Fourth Phera -
Spiritual Growth.

"'Om caturtha rtuh caturtham karma
caturtham vayunam”

With this step, the groom thanks the
bride for bringing happiness and
sacredness into his life. The couple
prays for happiness, harmony, love,
and mutual respect. The couple
seeks blessings for a peaceful and
joyful family life, free from negativity.
5. Fifth Phera — Blessings for Children
and Generations.

‘Om pancama rtuh paricamam
karma paricamam vayunam”

This step signifies thé couple’s
commitment to their family as they
seek divine blessings of all loved

Family and

one's for healthy and virtuous
children. They promise to be
responsible parents and role
models.

6. Sixth Phera — Health and Long Life.

‘Om sastha rtuh sastham karma
sastham vayunam”

This step represents a prayer for a
long, healthy, and peaceful life
together.

They pray for good health and a
disease-free life. They promise to
stand by each other in times of joy
and sorrow, ensuring mutual
support and understanding.

7. Seventh Phera - Eternal Love and
Companionship. '
'Om saptama rtuh saptamam
karma saptamam vayunam”

This step symbolizes the couple’s
eternal bond, loyalty, and friendship.
The couple pledges lifelong loyalty,
love, and companionship.The couple
seeks divine blessings for a strong,
unbreakable bond, -full of trust and
commitment.

With this phera, the marriage is
considered complete, and the couple
IS united in a sacred and lifelong

relationship.
After completing the seven pheras,
‘the priest blesses the couple,

signifying the completion of their
sacred bond The saptapadi are the
most sacred part of a Hindu Wedding
ceremony, symbolizing spiritual and
emotional bond between the couple
with respect to their values towards
each other. The marriage s
considered sacred and official, and
the couple is now bound together for
seven lifetimes according to Hindu
traditions. As modernization changes
marital practices, it becomes even
more important to jpreserve these
indigenous traditions, folklore and
values to inspire future generations.

\.\:\ d

(Fig 2: Anand Karaj ceremony)



YEAR 2

This collage captures the essence of Kashmir, where nature and culture weave together like a
Pashmina shawl. It speaks of serene shikaras on calm lakes, vibrant flower markets, and misty
mountains guarding timeless beauty. Intricate woodwork, glowing chandeliers, and the proud
Changthangi goat reflect the region’s artistry and famed Pashmina wool. Bustling markets
and the aroma of spices tell tales of a paradise where every detail holds a story.
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Eagle feathers, which are earned through acts of bravery and wisdom. The headdresses are
deeply intertwined with the wearer’s identity, values, and connection to their community and
spirituality. Symmetrical patterns on her face, such as straight lines, dots, and chevron-like
shapes, symbolise cultural motifs. She has a calm yet confident expression, capturing a sense
of strength and individuality. Her hair is styled into thick, flowing strands with braided sections,
enhancing the cultural depth of the drawing. Then there sits a circular ornament resembling a
dreamcatcher.
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In the twilight of a nation’s birth

A moment of adversity, a time of dearth,
The partition of India, a wound so deep,
scars that even time could not reap.

Amidst the havoc, the cries of the displaced,
Families torn apart, their futures erased.

The streets that bustled with life and cheer,
now echoed with the sounds of sorrow and fear.

The trains that once carried dreams and hope,
now bore the weight of a nation’s elope.
Millions uprooted, their lives in disarray,
Forced to leave their homes, a fateful day.

Yet, in the midst of this darkest of nights,
glimmers of hope, like candles in lights.

Stories of courage, of kindness and care,

shone through the darkness, a beacon to share.

The Hindus, the Muslims, the Sikhs, and the rest
Bound by a common thread, a shared quest.
To rebuild, to heal, to find a new way

To forge a future brighter than the past’'s dismay.

The partition, a scar that will never fade,

A testament to the price that a nation once paid.

But from ashes, a phoenix shall rise.

A united India, where peace and harmony resides.

The rivers of blood flowing through the land,
bore withess to the violence, grim to withstand.
Neighbours turned foes, trust shattered; torn

A nation’s unity, forever forlorn.
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