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INTRODUCTION 

      Art is something that can entice a person to perceive or view due to its beauty and its 

presentable look. The art also must be a work that can communicate and useful between a 

viewer and the artist. But of all the beauty in the planet, the works of beauty by the mighty 

God is the fragility and with his consent the human being can fabricate a beautiful art. To 

manifest the need in art, an artist should spectator through his art as the means of 

communication. The communications that generated by the artist have made the art useful 

and sometimes purposeful for human. Craft is art, art done by the artist that so beautiful and 

useful to the need of its spectator. Craft did have all the notion mention as an art work. In the 

word from Wikipedia, the tree encyclopedia (2003) was one of it definitions about art are: 

“Art is a Craft, but not just any sort of craft. It is a craft of expression – of someone’s feelings 

or thoughts, and it can take many forms depending on a chosen medium.” 1 

      Sub- Himalayan   Darjeeling is traditionally known as the “Queen of the Hills” and is one 

of the most beautiful hill stations of India. The cool and pleasurable climates embellish a 

delightfully divergent involvement from most of other parts of India.  At approximately 2,130 

meters, the Darjeeling town itself nestled on the lap of the mighty Kanchanjunga Mountain is 

a mixture of venerable charm and contemporary urbanization.  

     This Hill area is unique from eco appreciation.  The relief varies from 100 meters above 

sea level to mighty kanchanjunga.  There are different atmospheric zones with individual 

characteristic with imperiled exceptional plant species along with innumerable orchids and 

expensive medicinal plants obtainable in this hilly area. From the modest developing in the 

early 1800s, Darjeeling has renovated itself into one of the India’s foremost hill stations 

regular visited by tourists across India and the various part of the world.  The town itself has 

become over peopled merely coping with the flourishing of the population and the inrush of 
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tourists but still evolve of contemporary hotels, restaurant cinema halls and shopping 

galleries. However, till today just a few kilometers, from the main town one can acquaintance 

with prolific green tea gardens, terraced farms and slower motion of life. 

           Dr. Campbell had delineated that the population of Darjeeling Himalayas was 1900 in 

1850 and 2200 in 1869.  But subsequently the years that followed saw the sharped develop of 

population in the Sub- Himalayan Darjeeling region. Since last few decades, people 

belonging to diverse castes, tribes, religions and speaking different languages have migrated 

from the adjoining places in this Sub-Himalayan Darjeeling or “queen of the hills.”  Today 

one can find Darjeeling hill region as an ethnological museum and a cultural gathering point.  

Darjeeling Hill Area is a magnificent example of develop of population arise mainly from 

migration from outside. The formation of high calibre schools in the towns like Darjeeling, 

Kurseong and Kalimpong had brought the Sub-Himalayan Darjeeling Hill Area in the 

education map of the country. Apart from the establishment of schools, the missionaries also 

played foremost roles in the construction of welfare centres and enlargement of other basic 

convenience. 

          The Sub-Himalayan Darjeeling region is the mosaic of numerous ethnic groups.  

Owing to its geomorphologic individualities, these groups were less manifested prior to the 

British possession. Hinduism, Buddhism, Christianity and to some expansion of Islam, 

endure the preponderant religions and Nepali Hindi, Bengali, Tibetan, Bhutia or English are 

the governing languages.  However, with the passage of time and due to historical and socio-

cultural reasons, Nepali language has appeared as common dialect or the medium of 

instruction of all. The region has now populated by lacks of people belonging to different 

faiths and ethnic diversification but there were not more than thousand inhabitants when the 

East India Company first came into exposure with the place.  It was reported by them that the 

indigenous populace of the Sub-Himalayan Darjeeling hills are the Lepchas. The ethnic and 
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social plurality is may be the strongest demonstration of the Darjeeling Himalayan region. 

The social groups of various ethnic and linguistic backgrounds create a cultural diversity with 

ethnic disparateness. Different ethnic groups mostly of mongoloids comprise the social 

profile of the region. Majority of them are of Nepali speaking caste and tribe groups along 

with some Lepchas, Bhutias and Tibetans. Apart from this many communities from plains 

like the Bengali, Bihari and some Marwari families are also adopted within the social profile 

of the hills. 

        The Hill areas of Darjeeling region are situated within the lesser and Sub-Himalayan 

belts of the Eastern Himalayas. The region is demarcated by the Sikkim Himalaya to the 

north, the Bhutan Himalaya to the east and Nepal Himalaya to the west. The southern foothill 

belt is demarcated by a highly dissipated platform of terrace deposits extending along the east 

west axle. The interior belt is elucidated by a ridgeline extending from the Darjeeling Hill to 

the west and Kalimpong Hill to the east, overlooking the southerly blowing Tista valley in 

between.  Prominent rivulets contributing to the Rammam – Rangit basin, dissipate the 

northern slope bevel of Darjeeling Hill. The southern bevels of the Darjeeling Hill are 

dissoluted by several southeasterly flowing streams, which contribute to the Balason – 

Mahananda structure. 

    Sub-Himalayan Darjeeling region is the northern most district of the state of West Bengal 

in eastern India in the foothills of the Himalayas and lies between 26 degree 31 feet and 27 

degree 13 feet North latitude and between 87 degree 59 feet and 88 degree 53 feet East 

longitude.  It is a perimeter district, running up in between Nepal and Bhutan and extending 

from the plains of North Bengal on the south to the state of Sikkim in the north.  It surrounds 

an area of 3149sq.km and the home of about 18.42 lakh of people. 2  
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Generally speaking, there are no detachment between work of art and craft; it is true because 

in craft the beauty and the purpose for human attentiveness are already originated.  Art have 

so many role, back in the former arts was more to the practice of human venture and 

documentation. The motive is to past information to the present generation about their 

involvement and venture. The practice can be seen in all metallic art form, sculpture, 

painting, building architecture etc. of Sub-Himalayan Darjeeling. In Sub-Himalayan 

Darjeeling region we can see how the medium, several components an importance role in 

presenting arts, the arts either can just be perceive as the collection of its praiser or as a work 

that can be useful and serve its obvious practical needs to others and it also have an aesthetic 

value.  The people of Sub-Himalayan region created the process in all aspect of harmony and 

temperance – on a proportionate co-ordination and co-operation between the form, the artist 

and their tradition thought and material. The role of artist is not just for his for art’s sake but 

also involves the whole idea of community in their portion or believes. The art that yield 

from tradition is the type of art that been past though generation to generation such as the 

work of art from wood carving, weaving and other sculptural work.  It also, the type of art 

that been past due to the religion needs such as the work of art for the God images of 

Hinduism and Buddhism. In facts, the word tradition is related etymologically to 

communication and contains within the scope of its meaning the idea of the transmission of 

knowledge, practice techniques laws, forms and many other elopements of both an oral and 

written nature. 3 The attachment of nature is an important component of traditional art and 

craft of Sub-Himalayan region. The artists and workers of traditional art and craft of Sub-

Himalayan Darjeeling see their work, like themselves, as being part of nature, sharing its 

dynamics, and its textures. The Sub-Himalayan thought nature is not only something separate 

or an unattainable ideal, but it is also the governing principle. 
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           The artistic efforts of traditional art and craft of Sub-Himalayan region are connection 

with the general history of art. The religious character, so deeply rooted in the daily life of 

Sub-Himalayan people, has also continued the guiding principle in their art. In a critical 

examination of the various monasteries, terracotta, buildings of Sub-Himalayan region, 

therefore it is the antiquarian interest, connected with the history of religion and civilization 

that is the most prominent. 4 The art of ancient India especially Sub-Himalayan area has 

always been a purely religious one; its architecture as well as the sculpture, which has always 

been intimately connected therewith, was never and nowhere employed for secular purposes.  

It owed its origin to the growth of a religion which has been called Buddhism from the 

honorary little of its founder – ‘the Buddha’ – the enlightened one. 

     The traditional art and craft of Sub-Himalayan Darjeeling region, originating as it did 

religious tendencies and ascertained to serve religious aspiration, could only follow its own 

instant reason in sacred representation. Otherwise it was, and remained, simply decorative 

and always connected with the artistic thought. In accordance with the Indian character, the 

sacred representations themselves were not so much the outset of the development as its end.  

According to the view of life prevailing among the people of Sub-Himalayan region, purely 

artistic accomplishment never found scope in the presence of schools, but only in sporadic 

instances. The sacred figures themselves even came to be employed again decoratively. 5 

Since the history of Indian civilization became better known in Europe, our previous ideas 

respecting the antiquity of Hindu art as well as the Buddhist art have been found to be much 

extensive.   

          In fact Indian art especially sub Himalayan Darjeeling region art is the most modern of 

all oriental artistic efforts.  In Asiatic countries, outside India, which subsequently embraced 

the doctrine of Buddha, ecclesiastical art is developed on the basis of Indian types until the 

middle ages (13th to 14th Century). Till then the sculptures are accomplished in stone and 
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frequently on a large scale, but gradually the Buddhist sculpture becomes a miniature 

construct in different materials – wood and clay in place of stone, and later, in metal casts – 

carried on as a trade. 6  Indian art borrowed from two artistic schools, the ancient oriental and 

the Greco-Roman; and the components thus acquired it utilized for national themes. In India 

itself, Buddhism has been extinct for centuries. The remains of the first golden age, beneath 

king Ashoka, have for the most part devastated: single monumental groups – cannibalistic 

heaps of rubbish, still testify to the time when Central India was quit covered with Buddhist 

building.  This theme we can see in Sub-Himalayan region. But in the traditional forms of the 

temples still in extant outside India, we find highly important materials for an elucidation of 

the old representations. Buddhist archaeology must therefore begin with the examination of 

the modern divinity, especially of the northern school, i.e. of the religious forms of Tibet, 

China and Japan, so as to recognize the different artistic types, and trying to recognize them 

with the ancient Indian.  The solution of many obstacles will be reached when the history of 

the dissimilar variety of Buddhas and Bodhisattvas, Gods and demons is traced. 

Unfortunately, however the raw materials demanded for this task not yet, to any expanse, 

been made approachable. 7  

   The art of India constitutes a unique chapter in the history of human endeavor.  It reveals 

the deepest recesses of the human mind and offer a mirror to the Indian soul as perhaps 

nothing else does.  The spiritual and religious content of India’s creative genius has found full 

and perfect expression in her aesthetic creations. In this attachment the Sub-Himalayan 

traditional art and craft by its nature is a visual commentary on or a concrete manifestation of 

thought which is abstract and invisible.  Objects of art are like documentaries of a thought 

world that has departed.  These creations have preserved the thought forms of bygone ages, 

with all the vitality and inspiration of the consciousness that brought them into existence. 8  

Traditional art therefore, is a very precious heritage in the culture of a people of Sub-
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Himalayan Darjeeling. It is more so in India as well as the Sub-Himalaya, where the story of 

traditional art is as old as the history of the race – a panorama of five thousand years.  In 

India especially Sub-Himalayan Darjeeling region has had her own style of traditional arts 

and crafts, mode of town planning and homes with provisions for amenities according to the 

prevailing conditions through the ages.  It is time we looked back, took radix of thing and 

aligned our life if need be, in the light of modern conditions.  In this process, even though 

radical changes may seem inexorable, it is worth while retaining all that is beautiful and 

simple, or which has been achieved through the centuries by selection, refinement, and 

traditional culture by our ancestors, and accepted as an exclusive national pattern of living 

and progressing upon it to the greatest expanse able to be done. 9 

     For an average Indian it is very easy to understand and admire Indian art since everything 

is both old and contemporaneous; everyday he lives with it. For foreigners also it is not 

stubborn to appreciate it provided he or she devotes just a little time to know the background 

of the Indian tradition as well as the tradition of Sub-Himalayan Darjeeling also.  To begin 

with, what goes in the name of Indian traditional art and Sub-Himalayan region art of pre-

modern period has been part and parcel of the concept of dharma and all religions born in 

India or came from other than India but following several belief systems and mode of 

worship. Many of the basic ideas underlying these religions (Hindu, Buddhism, Christian, 

Muslim) developed though various literary works of the succeeding periods. It is through 

them that we come to know about the socio-cultural life of the people and its foundation. 10   

The traditional works of art and craft were a parts of some belief system, written or unwritten 

and some religious or secular with religious faiths associated to it. It was also spiritual, the 

ultimate goal of all Indian regions. That is why “art” was always manifested in temples, 

monasteries, of one kind or the other in the form of images, icons, idols, votive objects, 

symbols etc. Its motive was to intensification one’s theological awareness.11  We never deny 
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that the without the symbol the art is worth less each and every objects of the traditional art 

and craft must have symbolic meaning. Because symbol is something else by association, 

resemblance or manner, especially a material object used to represent something 

inconsiderable. Every society lives with symbol and allegory which it makes for the language 

of its ethos. Virtually a symbol is the shortest form for a whole set of ideas and feelings.  

Symbols also designate the well being in all human ventures.  

       Symbolism has played an eventual role in the traditional art and craft of Sub-Himalayan 

Darjeeling region for it became a universal communicable medium through its vivid 

visualization. A symbol can contain several shades and level of ideas. The world of 

symbolism is too vast for elucidation here.  One may briefly describe a few important ones, 

for it belongs to all time, not to be dated.  So the ancients devised this method to preserve the 

truths, important lessons for us.  Temple, Monasteries is also a symbol of the human body.  

The sanctuary in the centre represents the soul, while the concentric quadrangles around – 

prakaras – stand for the five sheaths of the soul.  Many of our epic tales are also symbolical.  

The symbolism is mostly of Hindu and Buddhism origin. The objects held in the hands of the 

deities, their sitting and standing position, their garments and ornaments, and even the 

animals on which they sit – all have their meaning. These symbols have often been changed 

by the migration into other countries and the absorption of indigenous notion into the religion 

12 as well as customs.  The objects and their symbolism are too multitudinous to cite 

individually.  We can culmination the few examples are the lotus flower on which the deities 

sit, a symbol of seraphic origin; the sword in the hand in of God Manjushri, the God of 

wisdom, a symbol which ascertain the clouds of opaqueness, the skull cup filled with blood is 

a mnemonic of the susceptible of human subsistence.  The postures were originally based on 

the yoga doctrines. The adamant posture called the lotus posture is the one presumed for 

meditation. The posture of the future Buddha, who sits in what is called Bhadrasana, which 
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symbolizes that, the Buddha is prepare to come to earth to preach the doctrine. The pretty 

ornaments usually persuade the calm, blonde deities, the skull crowns and snake ornaments, 

the fierce and enraged types. All these forms however are but different articulation of the 

boundless superiority of the supreme Buddha, the first self-creative and almighty author of 

the universe. 13 Culture is a distinctive formation of its creators and practitioners; hence the art 

that a culture produces has necessarily to be judged within the framework of its own 

intellectual norms. Once this was realized, things became easy for the serious scholars of 

Indian art all over the world.  In became clear to all of them that for the Hindu or the Buddha 

the image or murti is not God at all, it is just a bimba or reflection of the real, hence unreal, 

the image has a very small and limited purpose to serve – to concentrate on the Godhead 

behind the idol.  It is, thus, temporary.  It is impermanent. And, therefore, an image when 

judged aesthetically is an utterly different matter; it has to be completely alienated from the 

religious aspects which the images are inferenced to be portraying. 14 

           The traditional art and craft of Sub-Himalayan Darjeeling has been the product of 

Indian culture and specially influenced by the Tibetan, Chinese, and Nepal as well.  

Traditional art and craft of Sub-Himalayan Darjeeling has been the product of two streams of 

thoughts and cultural practices, one, the folk tradition of the region which is belonging to the 

oral tradition of this region and it also operating at the folk level in the hill section, and the 

other, classical, which is belonging to the enlightened literary traditions, the former is 

sometimes called lower tradition and the later Higher tradition.  Now the question easily arise 

how the two traditions are interact with each other?  Here we can say that the two types of 

traditions are not absolute to each other; the essence or the basis of the higher tradition lay in 

the lower tradition or little tradition, as anthropologists name it.  In other words the 

symbolized worship like tree, snake, water, spirit, mother goddess etc., which usually feature 

the lower tradition, are picked up by the specialists of the higher tradition and integrated in 
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their own belief systems by inventing the traditional mythological concepts.  Thus, Yaksas 

and Yaksis characterize all religions from Vedic times.  A snake was called “Mucalinda” and 

incorporated in the life history of Buddha as his savior against heavy rains.  Another snake 

was called “Sesanaga” on whose coils Vishnu was shown reclining “Parsvanath” the 23 

tirthankara, had the snake with open hoods at his back.  There was thus and heavenwards 

dynamism in the case of gods and goddesses of the lower tradition.  The two traditions were 

thus, complementary to each other. 15  In this way the religious assimilation has also been 

found in the Sub-Himalayan Darjeeling region. 

      Generally we accept that the India has been known as a land of crafts and craftsmen.  

Similarly Sub-Himalayan Darjeeling has also been familiar with her traditional art and craft 

concept.  The skill is seen in metals, pottery, terracotta, various wooden objects, woolen 

objects and embroidery works, an eminence attained by these creative communities’ ages and 

ages ago and still practicing them.  Traditional craftsmanship in the Sub-Himalayan 

Darjeeling region has meant for more than skill with materials, more than manual efficiency 

in manipulating tools.  It has mean a total operation involving the emotions, traditional 

concept as well as mind, body, and the vibrant rhythm that such a co-ordination generates. 16 

     Traditional craftsmanship has always been a basic activity in the society of Sub-

Himalayan Darjeeling region. In fact it is think about more connectives and pervading in 

human relationship then even language, for it can encroaches the normal barriers to 

communication.  Strikingly has this been true of the older societies such as those in Tibet, 

China, Nepal, Japan and the other part of Asia where certain aspects of the ancient handed 

down cultures still continue to produce powerful suspicion that are almost ageless. 17 

     The development of traditional art and craft in the society of Sub-Himalayan Darjeeling 

was the sign of the cultivation of responsiveness and the passionate and maturing of 
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humanism.  It stood for man’s endeavor to bring elegance and fineness into an otherwise 

harsh and colourless human existence.  The most primordial people began to ornament their 

articles of everyday use, later weapons, then their garments and their own person and 

surroundings.  Here we see the transformation of the mere functional into works of aesthetic 

value, the common becoming the cherished, the joy giving.  The convenience is the necessary 

part in the absoluteness of life.  Through aesthetic in utility, beauty is brought into out 

intimate life.  Each and every community of Sub-Himalayan Darjeeling region lived non-

discriminatory pattern of life that responded to the joys and burdens of life, taking them in its 

flow. There was a natural acceptance of the human cycle like embracing the air and the 

sunlight, with no resort to escapism.  Craftsmanship was thus conceived and nurtured in an 

embryo of fullness generated by an unrushed rhythm of life.  Such products naturally had 

vitality and character for they were the direct expression of artisan’s creativity, but with a 

purposeful emphasis on the functional, endowing it with beauty.  Craftsmanship is therefore 

an indigenous creation of the ordinary people to meet their direct human needs.  This theme 

also proved an intuitive sense of going with, rather than against, the gain of daily existence.  

Craftsmanship became an activity that involved the entire person, closely relating the mind 

and the material to a certain function for a specific purpose.  There was no professional caste 

or class of craftsmen or women.  Each was a maker and creator. 18 The fast developing Sub-

Himalayan Darjeeling region is traditionally strongly coloured by Tibetan culture; Nepali 

influence has recently very strong.  The life of the Sub-Himalayan Darjeeling region reflects 

a colourful spectrum of variety and richness of culture.  All ethnic and linguistic variations 

get converted into the economy of the tea garden and traditional art and craft where the hill 

men like the Nepalese, the Lepchas and the Bhutias; and the plains men like the Bengalis, the 

Biharis, the Marwaris, the Punjabis, etc. all work together to earn their living. 19 



12 
 

 
 

        The mediation of customs or beliefs reliance from generation to generation may be 

called the tradition.  On the basis of the theme traditional arts and crafts are an integral part of 

the life in Sub-Himalayan Darjeeling region.  In spite of rapid social and technological 

changes taking place. 20  On the traditional point of view handicrafts can be defined simply as 

objects made by the skill of the hand and which carry a part of the creator but in the 

developing countries or regions response about the handicrafts are as a luxury items.  Indeed 

traditional art and craft objects created by the people as well as artisans to answer their ritual, 

customs, and personal needs, as well as the luxurious objects created by specialized 

craftsmen for a select group’s sophisticated requirements and the commercial crafts created to 

answer everyday needs or as a form of trade – which constitute handicrafts.  They bring grace 

to every home, be it the home of the rich or the poor.  There is a timeless quality in these 

objects, for they have been progressed over past times and continue to be made even today 

with the same attitude, the same faith, and are a part of living tradition of Sub-Himalayan 

Darjeeling region.   

An analysis of the contents of traditional art acquaints us with its decorative elements and the 

theme depicted. From the very outset artists of sub- Himalayan Darjeeling took delight in 

decorative designs and formal elements both taken from nature and invented by men. I have 

take care to raise and discuss about various traditional art and craft of sub- Himalayan 

Darjeeling and pay attention to their historical analysis through the traditional concept. 

In chapter –I, Introductory, I have stated about the origin of traditional art and craft of sub 

Himalayan Darjeeling from its womb. This traditional art of this region has a long history and 

is a subject of great importance as expressing the soul of the people of Sub- Himalayan 

Darjeeling. Its value is equal to that of religion, philosophy and literature, which are all to be 

tapped as perennial sources for the understanding of traditional art and craft of Sub- 

Himalayan Darjeeling. In chapter–II, making an attempt to understand the artistic sensibilities 
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of the people on sculptural art in Sub- Himalayan Darjeeling region. In chapter –III, growth 

and development of metallic art will assess the metalic art itself in detail. In chapter- IV, 

Thangka art and its transformation- would analysis the detail of thangka art and various 

modern elements which affected on thangka traditional art of sub Himalayan Darjeeling. In 

chapter- V, decorative art of sub-Himalayan Darjeeling will assess the various design and 

changes of wooden craft art and also assess the village simplicity reflects on traditional 

terracotta art and their changes. In the Chapter VI, globalization and traditional art and craft 

of Sub- Himalayan Darjeeling will attempts to put the comparative study of globalization 

processes of change in contemporary traditional art and craft of Sub- Himalayan Darjeeling. 

REVIEW OF LITERATURE:-   

Bhupendra Heera’s Impact of Buddhism on socio-Religious life of the Asian 

people:with special reference to sri lanka, china and tibet (`Decent books, New Delhi,2007) 

stresses on the social and cultural transformation of the people of Asia.  The work captures 

the effect of Buddhism on Tibetian religious thinking and social life.  It also discusses the 

later socio-cultural transformation of people.  Throughout the work refers to numerous 

legends and accounts for detailing the contribution of monks, missionaries and royal 

personages.  The book will prove immensely valuable to Buddhist scholars keen on studying 

the evolution and impact of Buddhism in Asia.  But this book has not directly deal with the 

peoples’ creativity behind the growth of traditional art and craft. 

Introduction of Buddhism and Tantric meditation by H.H. Dalai Lama (Palijor 

publication, Himachal Pradesh, 1965) presents a simple and lucid introduction to the study of 

Buddhism and the tantric meditation.  The teaching of Buddha and its application in our daily 

life has been dwelt upon.  But is has not direct connect the traditional art and craft and 

present Panorama adopted by people. 

Mowsume Bose Roy (Dutta) in her book “Women in Handicrafts Industry a study of 

Sikkim” (Mittal publication, New Delhi, 2012) has discussed the situation of Sikkimese 

Women in terms of their role and status with reference to some empowerment issues sub-

Himalayan region.  Besides, it also reflects the handicraft production as well as in the 

commercialization including the role of women in it. Though this book may become as very 
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useful source but it is not discussed the metallic and terracotta art in sub-Himalayan track 

where women are played vital role to grow this art form. 

Ronald M. Bernier in his book Himalayan Architecture (Fairleigh Dickinson 

university press, Medison, 1997) would provide valuable information about architecture 

specially building style and vernacular architecture of Himalayan mountain region.  But the 

metallic art and thangka art which are related to the traditional thought of sub-Himalayan 

region are not discussed here properly.  

Himalayan art by Swati Chopra (Lustre press, UK, 2012) discuss the all sides of 

cultural aspect of Himalayan architecture, crafts, cuisine and so on. But she has not assessed 

the changes of traditional art due to modern times. 

Himalayan: An aesthetic adventure by Pratapaditya Pal (University of California 

press, USA, 2003) is the survey of the artistic achievements of Himalayan culture. This book 

explores the particular beauty that evolved from the spiritual traditions unique to the 

Himalayas. Though this book is provide valuable information about art but it has not mention 

the aesthetic value of Himalayan art. 

Amy Heller, in her book Tibetian art: tracing the development of spirituals ideals, 

(Antique collectors club, UK, 1999) places the art work within its historic, social and 

religious context. She incorporates the latest research material and features works of 

international renown as well as those that have never been published. The author approaches 

tibetian art through the religious anthropology of Tibetian Buddhism. But this book has not 

mention the community and ritual art of sub Himalayan region. 

Ananda Kentish CoomaraSwamy’s “History of India and Indonesian art (Doover 

Publication, Delhi, 1927) is a book provides a valuable assessment of the art.  In this book he 

was concerned with in a traditional culture and with examining the religious and 

philosophical beliefs that determine the origin and evolution of a particular artistic style.  He 

also established an art historical framework for the study of the development of ancient 

Indian Art. This book did not properly discuss that how the formal structure of a temple or 

monestry makes concrete the idea of manifestation, of the transmutation of the eternal and 

infinite into the shifting multiplicity of existence, the reabsorption of all things into the 

limitless unity from which they have come. 
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S.P. Gupta, Sashi Prabha Asthana, Elements of Indian Art: Including Temple 

Architecture, Iconography and Iconometry (D.K. print world, New Delhi, 2009) would 

provide valuable data regarding ancient Indian art.  The book is a study of the fundamental 

principles, dealing with essentials of Hindu thinking and practice of art like the Hindu view 

of Godhead, iconography and Iconometry, and symbols and symbolism in Hindu art.  It 

undertakes a survey of Indian art and temple architecture from the 3rd Century B.C. through 

the medieval period.  It elaborately views the various terms and concepts associated with the 

field of art and iconography. But this study however fails to draw its attention towards the 

traditional art of sub – Himalayan track. 

            Vasudeva S. Agarwala, ‘Studies in Indian Art’ (Viswa Vidyalaya Prakashan, 

Varanasi, 1965) provides a clear analysis about Indian art and architecture.  This book 

surveys the major landmarks in Indian art history and traces the significant developments in 

the architectural, sculptural and paintings traditions from their early beginnings to the modern 

period.  This book made an analytical attempt to trace the roots of symbolism in the Indian 

Art. Though this book helps to construct my research design but thangka art of sub 

Himalayan region did not discuss here.  

N.L. Mathur in his book “Sculpture in India its History and Art’’ (Caxton press 

limited, Michigan, 1972) an attempt has been made to set forth in clear and comprehensible 

in the Indian Sculptural art from the third millennium B.C. to the Sixtteenth Century AD.  

Special emphasis has been laid on the critical appreciation of the art in its historical 

perspective. But community and ritual art did not discuss here properly. 

        Sachidanand Sahay in his book entitled “Indian Costume, Coiffure and ornaments” has 

discussed that how costume, coiffure and ornaments Munshiram Manoharlal pub, Delhi, 

1973) closely interlinked with the human life and society.  Further, he has been made an 

effort to show how far the psychological and the sociological factors have been responsible 

for the change in the fashion of dress and ornaments of the people during ancient time.  The 

changes in the fashion are very important phenomena of human life, and as such special care 

has been taken to show how the people adopted the fashion and influenced the Indian art. But 

this book did not discuss the traditional terracotta art. Yet, this book would assist in 

strengthening the framework of the study. 

          While assessing the existing literature on art two major streams of thought are found.  

One points out how the traditional art reflects on the various part of architecture that also took 
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place in human mind.  The other thought tries to narrate the nature’s appeal and religious 

participation that was involved in the traditional Indian art.  This study of both the streams 

will filter out the traditional art and craft of sub Himalayan track of Darjeeling and its impact 

on globalization. 

OBJECTIVES:- 

1. To study the distinct features of traditional style of art and modern art.  

2. To evaluate the stone sculpture survives for better than works of art in perishable 

materials and also understand the required skill to develop the metallic art in sub-

Himalayan region.   

3. To understand the nature and development of thangka art.  

4. To analyze the thangka art facing challenge in modern era.  

5. To understand the aesthetic beauty or value of thangka painting of sub-Himalayan region.  

6. To analyze and study the wooden art and craft flourished in sub-Himalayan region.   

7. To study the role of women to develop the traditional art and craft in sub-Himalayan track.  

8. To study the role of foreigner that helped to develop traditional art and craft.  

9. To analyze the role of religion and politics of sub-Himalayan region, these are the factor which 

affected the traditional art and craft. 

10. To understand the effect of globalization on sub Himalayan traditional art of Darjeeling. 

HYPOTHESIS:- 

1. Traditional art and craft improve the standard of living of the artisans and thereby contribute to 

the sustainability of the art form. 

2. Growing urbanization of the Indian society, people are searching for authentic cultural 

experiences in the form of fairs, festivals, rituals and customs still followed by rural society. 

3. The continuity of the traditional crafts still offers creative expression to the bulk mass of sub-

Himalayan track. 
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4. Sewing of the traditional art form in single stream may throw fresh light on our new 

understanding of its intrinsic beauty. 

5. Various colours of different intensity are the inner vitality of Indian culture which has 

been the result of intimate connection between nature and human inspiration. 

6. An analysis of the context of the thangka paintings would bring out the inner spirit and 

values and relationship between nature and human being as a whole. 

7. Religion remains to be an integral part of the traditional mindset of the people of Sub-

Himalayan region. 

 RESEARCH  QUESTION:-  

1. To what extent does investigating the diversity of sculptor’s practices challenge 

conventional critical hierarchies’ subject, medium and form? 

2. Does the concept of artistic intent apply to thangkas?  

3. How far nature involved in thangka and related art? Was Indian art developed and 

applied to every conceivable area related to the human? 

4. Is any new idea or method which influence upon the people of sub Himalayan region 

shift from their traditional thought to construct building style?  

5. Can external Indian consciousness evolve in various works of art in sub-Himalayan 

region? 

6. How far people of sub-Himalayan region respect the traditional art and craft?  

7. Which factors are helped to develop the terracotta art in sub Himalayan track?  

8. Was there any pre-conceived notion about the preservation of traditional thought about 

art and craft in sub-Himalayan region?   

9. Was any new idea shift from traditionally concept about wooden craft and art?  

10. How far community and ritual art influence upon people of sub-Himalayan track?  

11. Which factors influence or affect the foreign customer’s decision to purchase handicraft products? 
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12. What were the nature and form of natural colour used in the thangka art? 

 

RESEARCH  METHODOLOGY:- 

         The design of the present research has been formulated on the basis of the nature of the 

study.  The study areas, the people, the tools and techniques for data collection have been 

chosen as per– functional approach with liberal perspective.  It is purely an exploratory study 

the aims and objectives of the study.  The main purpose of this study is to gain insight and 

experience on traditional art and craft.  The study has been carried out primarily on the basis 

of structural. The approach of the study is descriptive with an analytical base. The 

comparative method, both synchronic as well as diachronic over time and space has been 

adopted for understanding the present situation of traditional art and craft of sub-Himalayan 

track of Darjeeling and changes there in.  The data for this research have been gathered both 

from primary as well as secondary sources.  The facts on the situation of traditional art and 

craft have been gathered through reviewing the secondary materials and collection of 

empirical facts through intensive field investigation. Both extensive and intensive approaches 

will be adopted in field study. The primary and secondary data pertaining to various aspects 

of traditional art and craft has been collected, analyzed and interpreted.   

This proposal includes an extensive study of relevant literature, research methods, and 

exemplars in the selected field of study as it relates to the discipline of architecture.  This 

study may begin to transform and take a different shape.  In addition, the data from different 

viewpoints to ensure a comprehensive approach to the research question. There is no one 

formula for developing a successful research study, but it is important to realize that the 

research process is cyclical and iterative.  Important data collect from field work will be 

consulted to develop a better research work and for the comprehensiveness of the study 

though the basic sources will be primary and secondary in nature. 
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 Important sources of information will be collected from the original sources available in 

various Buddhist Monastery like Dali gumpha, Ghoom Monastery, and other monastery in 

Kalimpong, Kurseong, Mirik, salugara, the national museum and library, New Delhi, West 

Bengal State Archieves, Kolkata, Akshay Kumar Maitreya Museum, University of North 

Bengal, the Buddhist association Gurung Basti and non-English narratives should also the 

consulted for proper understanding of the problem.  

However, it must be clearly understood that the traditional art and craft of Sub-Himalayan 

Darjeeling incorporated in its personality both the mind and the matter, that is ideas, concept, 

and forms consolidated into one, often supported by technical superiority.  That is why it is 

said that in traditional art and craft of Sub-Himalayan Darjeeling was just for art’s sake, the 

enjoin to carve or paint emerged from the deep perception of insubstantial combined happily 

with the severe inclination to live a life of accomplishment in terms of worldly enjoyments. 
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