
Indian Institute of Advanced Study 

Rashtrapati Nivas, Shimla-171005 

… 

Two days National Seminar 

on 

 

India’s Cultural and Creative Economy:  

Redefining Value in India’s Performing and Stylised Traditions 

(25th to 27th November 2026) 

 

Cultural and creative economy is an interface between culture, creativity, economics and 

sustainability. Cultural and creative industries are culture-based tourism, cultural events like 

festivals, fine and performing arts, traditional crafts, films and food industries, India’s cultural 

and creative economy, frequently described as the “Orange Economy, “has transitioned from 

a legacy of tradition into a dynamic pillar of national wealth. As of 2025, this sector is valued 

at roughly $35 billion, contributing over 3% to India’s GDP and sustaining 8% of the country’s 

workforce. Report of OCED (2021) as part of G-20 meeting states the contribution creative 

sector to GDP of India is 2 per cent. The cultural and creative industries are defined by 

UNESCO as sectors of organised activity that prioritize the production, promotion, and 

distribution of services and goods with cultural, artistic, or heritage foundations (Raufast et al., 

2015). India’s artistic landscape has evolved from localized cultural expression into a 

formidable economic pillar by offering unique level of job security that often outpaces the 

stability of conventional manufacturing during economic shifts. Central to this growth is the 

transition from “manufacture” to “mindfacture,” a strategic pivot where financial value is 

generated through intellectual property and creative innovation. By leveraging unique 

storytelling and indigenous narratives, Indian creators are no longer just preserving heritage; 

they are actively competing on the global stage through the monetization of imagination.  

The creative and cultural economy is deeply rooted I the dynamic interplay between 

performance and stylised are forms, both of which shape how human expression is experienced, 

valued, valued, and sustained. The relationship between the two is inherently interdependent: 

performances draw strength from visual and stylistic elements to enhance their impact, while 

stylized arts often derive inspiration from the rhythm and energy of live expression. Together, 

they ensure that culture remains both a living practice and a material presence, capable of being 

preserved, adapted, and shared. In this way, performance and styling are not separate 

component but interconnected forces that drive the cultural economy, transforming creativity 

into meaningful social and economic value. 

The performing arts sector, spanning classical traditions such as Kathak and Bharatanatyam to 

fold (Lok Kala) theatre forms has become a significant driver of India’s experience economy. 

Recent industry reports highlight that the organized live events segment alone surpassed Rs. 

12,000 crore in 2024 and continues to grow rapidly, reflecting increasing consumer demand 



for immersive cultural experiences. Additionally, the sector recorded measurable year-on-year 

growth, with organized live events expanding by about 15% in 2024 and generating in 

additional Rs. 13 billion in revenue. Importantly, this growth extends beyond metropolitan 

centres. Traditional forms such as Yakshagana continue to function as regional economic 

ecosystems, supporting livelihoods for artists within local communities. In this way, the 

performing arts not only contribute to large scale commercial entertainment but also act as vital 

engines of cultural continuity and decentralized economic development  

Parallel to the live stage, stylized art forms play a significant role in shaping India’s creative 

economy, encompassing visual arts, traditional crafts, and contemporary design practices. 

These forms translate complex cultural narratives into recognizable visual languages and 

decorative motifs, giving cultural expression a tangible and marketable form. Tradition as such 

as Madhubani painting and Pashmina have move beyond localized production and are now 

integrated into global value chains, influencing industries such as fashion, textiles, and interior 

design. This transformation is supported by policy frameworks like the National Education 

Policy 2020, which emphasizes art-integrated learning to foster creativity, critical thinking, and 

interdisciplinary skills. By linking traditional knowledge systems with modern education and 

entrepreneurship, such initiatives are nurturing a new generation of creative practitioners 

capable of converting cultural assets into marketable products and intellectual property. At a 

broader level, India’s economic strategy increasingly recognizes the creative sector as a driver 

of innovation, cultural diplomacy, and global competitiveness. Investment in cultural heritage 

not only preserves traditional practices but also stimulates local economies by generating 

employment and supporting small-scale industries. In, addition, arts-based tourism-centred 

around crafts, festivals, and regional identities-provides a relatively sustainable source f 

income, strengthening community resilience while enhancing India’s cultural visibility on the 

global stage.  

Economically, this sector is characterized by its high labor intensity and its unique ability to 

generate a “multiplier effect” across the national value chain. Unlike traditional manufacturing, 

the creative industries-encompassing theatre, dance, music, and fashion styling- thrive on 

intellectual capital, which currently accounts for nearly 8% of India’s total employment. This 

economic significance is validated by the market valuation of India’s media and entertainment 

industry, which reached approximately Rs. 2.5 trillion in 2024, with the organized live events 

segment alone surpassing the Rupees 100 billion marks, Furthermore, as the economy becomes 

increasingly knowledge-driven, creative roles-particularly n design, media, and performance-

are gaining enhanced market value and offering more competitive compensation. This reflects 

a broader shift in which specialized creative skills are increasingly recognized as key drivers 

of innovation and economic differentiation. The economic vitality of this sector is further 

reinforced by its deep integration with tourism and hospitality. Major cultural hubs such as 

Mumbai and Chennai actively leverage performing and visual arts t stimulate urban growth, 

attract investment, and enhance cultural tourism. At the same time, rural craft and performance 

clusters play a crucial role in sustaining local economies by supporting small-scale 

entrepreneurship, generating employment through seasonal festivals, and facilitating access to 

national and global markets for traditional products.  

 This economic evolution is anchored in a robust global policy framework, most notably the 

Kashi Culture Pathway, which was adopted during India’s G20 Presidency. The pathway 

serves as a comprehensive blueprint for nations to formalize their creative sector, urging them 



to integrate cultural labor into national accounting systems and to treat the protection of living 

heritage as an economic necessity. This vision is bolstered by data-driven insight from the 

OECD, which highlight that India’s creative exports are currently growing at an annual rate of 

20%. According to OECD –aligned metrics, creative occupations in India contribute 

nearly20% to the overall Gross Value Added (GVA) of the economy, proving that creative 

talent is one of the most productive segments of the national workforce. Translating these high-

level policies into market reality is the primary objective of high-impact platforms like the 

WAVES Summit (World Audio Visual and Entertainment Summit) 2025. This summit has 

become the commercial engine of India’s Orange Economy, specifically designed to bridge the 

gap between traditional performers and global venture capitalists, with a goal of unlocking a 

$50 billion market by 2029. By creating an institutional framework for the arts, the summit 

helps transition stylized art forms- such as the complex rhythmic structures of Kathak or the 

intricate geometric motifs of Warli painting-into scalable global brands. Modernizing 

Intellectual Property (IP) is vital for the global survival of these arts. India is proactively using 

Geographical Indication(GI) tags to legally shield regional crafts – like kalamkari and 

Madhubani-against counterfeiting. Simultaneously, the WAVES Declaration established new 

standards for digital rights to counter AI –driven threats. By forming an Inter-Ministerial 

Committee, the government is tackling piracy to ensure original creators receive fair royalties 

from global streaming. The creative economy faces critical bottlenecks., beginning with a stark 

digital divide where urban performers build global brands while rural folk artists lack the 

infrastructure to access streaming markets. This is compounded by an infrastructure deficit in 

stylized arts, where a lack of standardized supply chains forces artisans to rely on predatory 

middlemen to reach international buyers. Furthermore, performing arts suffer from inherent IP 

vulnerability because they are often viewed as public heritage rather than private property 

leading to digital piracy and the mass production of counterfeit traditional goods. These 

challenges are now intensified by threat of AI displacement, as generative technologies mimic 

intricate pattern like Madubani in seconds, devaluing human craftsmanship and threatening the 

livelihoods of master artisans.   

The creative economy faces a sharp disparity in visibility, where a small fraction of mainstream 

creators dominates public attention while a vast talent pool remains unrecognized. This gap is 

widened by the digital divide, as rural fold performers often lack the high-speed interned 

required to access global markets, and an infrastructure deficit that forces stylized artisans to 

rely on predatory middlemen. Furthermore, performing arts are often perceived as public 

heritage rather than private property, leaving them vulnerable to digital piracy and AI 

displacement, where generative tools can mimic intricate patterns in seconds. Ultimately, when 

4% of artists receive nearly half of all museum recognition, it is clear that institutional backing 

and marketing access, rather than purely artistic merit, dictate who succeeds in the modem 

cultural landscape.  

India’s creative economy is no longer a peripheral sector but a technology-driven engine of 

growth aligned with Viksit Bharat 2047. By integrating traditional performing arts with strong 

legal protection, fair remuneration systems, and digital marketplaces, the country can scale its 

cultural assets globally. Strategic investment in skills, infrastructure, and innovation will 

further strengthen this ecosystem. In doing so, India s well positioned to lead the Orange 

Economy, transforming cultural heritage into sustainable economic and global influence. The 

choice of developing a vibrant creative economy in the county is basically an economic choice 



and strategy. The opening of local culture to the outside world opens up further opportunities 

for creating global linkages.  

Considering the above issues and importance of cultural and creative economy for a Viksit 

Bharat in 2047, the proposed national seminal on the topic, “India’s cultural and creative 

economy: Redefining Value in India’s Performing and Stylized Traditions” seems very 

important to generate ideas and action plan with clarity on the area. We plan to invite 

professional artists with good academic background and proven research experience in the 

field. We also plan to invite policy makers and reputed creative entrepreneurs.  

  

Issues to addressed: 

1. How can India’s education policy under Viksit Bharat 2047 move beyond generic 

vocational training to integrate “digital-entrepreneurial literacy” for rural artisans, 

effectively dismantling the systemic dependency on intermediaries. 

2. What regulatory frameworks are required to mitigate the “commodification of the 

sacred,” ensuring that the global scaling of traditional art forms does not erode their 

inherent spiritual and ethical ontologies? 

3.  Viewing culture as an economic and social investment of strategic choice of 

civilizational importance? 

4.  Whether do we have improved and internationally comparable statistics to establish 

that this sector plays the role of driver of economic growth and also well-being, social 

cohesion and sustainability? 

5. Do current Geographical Indication (GI) and Copyright regimes possess the legal 

elasticity to protect “community authorship” and traditional knowledge against the 

algorithmic extraction and style-mimicry of generative AI? 

6. Within the framework of international trade law, how can we transition from a private-

property IP model to a “shared resource” model that prevents the corporate 

appropriation of community-owned cultural heritage? 

7. To what extent does the “virtualization” of cultural experiences democratize market 

access for grassroots performers versus reinforcing a digital divide that devalues the 

socio-cultural authenticity of live, site-specific performances? 

8. In the pursuit of Viksit Bharat, how can the principles of traditional Indian architecture 

be systematically integrated into modern urban planning to create climate-resilient, 

neutral “smart cities”? 

9. What specific fiscal and policy mechanisms are necessary to extend robust social 

security and “creative basic income” to the informal creative workforce without 

compromising their artistic autonomy? 

10.  How can India’s cultural “recognition systems” (e.g., Padma/Sahitya Academi 

Awards) be structurally reformed to replace urban-centric networking with 

decentralized, peer-validated mechanisms that honor rural mastery? 

11.  Beyond GDP, what multi-dimensional indices can India develop to rigorously assess 

the “social ROI” of the performing arts – specifically regarding community mental 

health, social cohesion, and soft power? 



12. How can the Indian legal framework be re-engineered to provide “grassroots-

accessible” dispute resolution, effectively protecting semi-urban artists from predatory 

contracts and intellectual theft? 

 

Significance of the seminar and Expected Outcome: 

This seminar is on an emerging area and its potentiality is identified by the government of India 

especially in the context of G-20 meeting hosted by India. Creative economy is expected to 

contribute more than 10 per cent of India’s GDP in the coming years as our mother land is a 

land of celebration considering its diversity, rituals, festivals, traditions and its diverse cultural 

practices. Arts both performing and stylized forms and also popular arts forms (Lok Kala) have 

its economy and entrepreneurship and this seminar is an attempt to identify its scope and 

importance. This proposal is on the firm understanding that arts and creative economy have its 

role in making India a developed nation (Vikasit Bharath) by 2047. 

 

 

Call for Papers 

A limited number of scholars of repute are invited for the IIAS owned Seminar. Those 

interested in participating should send (preferably by email) an abstract (300 words) of the 

proposed paper in English along with their C.V. (One page) directly to Convenors Dr. T. 

Rajesh Email: rajeshvjd@rediffmail.com and copy to the Academic Resource Officer, 

Indian institute of Advanced Study, Shimla  on his Email seminar@iias.ac.in   Tel: 0177-

2831385  

 

The abstract should clearly state the objectives, methodology, and relevance of the 

proposed paper including 4–6 keywords. The last date for submission of abstracts is 25th 

October 2026 by 05:00 PM. The Institute intends to send Invitation letters to selected 

participants by the 05th November, 2026. It is the policy of the Institute to publish the papers 

not proceedings of the seminars it organizes. Hence, all invited participants will be expected to 

submit complete papers (in English), hitherto unpublished and original, with citations in place, 

along with a reference section, to the Convener and copy to the Academic Resource Officer, 

Indian Institute of Advanced Study, Shimla– 171005 by 15th November, 2026. 

 

Guidelines for submission 

Font- Times New Roman 

Font Size- 12 

Paragraph spacing- 1.5 

Bibliographical References 

 Bibliographical references should be in a consistent style. For detailed instructions we refer 

to either of the following 3 books: The Chicago Manual of Style, Hart’s Rules, or Butcher’s 

Copy-editing. Please cross-check references to see that each reference makes sense and 

matches the relevant bit in the main text. 

Books 

 Single Author 

Chaudhuri, Amit, Afternoon Raag, London: Heinemann, 1993. p72. 

mailto:rajeshvjd@rediffmail.com
mailto:seminar@iias.ac.in


Surname, First name, Title of Book, Place of Publication: Publisher, (date) and page. 

 Multiple Authors 

Basu, Tapan, Pradip Datta, Sumit Sarkar, Tanika Sarkar, and Sambuddha Sen, Khaki 

Shorts Saffron Flags (Tracts for the Times/1), Hyderabad: Orient Longman, 1993 and 

page. 

Surname of first Author, First name of first Author and First name of second Author, 

Surname of second Author etc., Title of Book, Place of Publication: Publisher, (date) and 

page. 

 

Edited Volume 

 Single author 

George, K.M. (ed.), Modern Indian Literature: An Anthology, Plays and Prose, Delhi: 

Sahitya Akademi, 1994 and page. 

 Multiple authors 

Ashcroft, Bill, Gareth Griffiths and Helen Tiffin (eds), The Empire Writes Back [1989], 

London and New York: Routledge, 1995 and page. 

Translated Volume 

 Kemal, Yasher (trans. from Turkish by Thilda Kemal), The Wind form the Plain [1960], 

London: Harvill Press, 1989 and page. 

Paper in Edited Volume 

 Single Author and Single Editor 

Masselos, J.C., ‘The Khojas of Bombay: The Defining of Formal Membership Criteria 

During the Nineteenth Century’, in Caste and Social Stratification among the Muslims, 

Imtiaz Ahmad (ed.), Delhi: Manohar Book Service, 1973. 

Surname, First name of Author, ‘Title of Paper’, in Title of Book, First name of Editor 

Surname of Editor (ed.), Place of Publication: Publisher, (date) and page. 

 Single Authors and Multiple Editors 

Salomon, C., ‘The cosmogonic riddles of Lalan Faqir’, in Gender, Genre and Power in 

South Asian Expressive Traditions, A. Appadurai, F. Korom, and M. Mills (eds), 

Philadelphia: University of Pennsylvania Press, 1991 and page. 

Surname of Author, First name of Author, ‘Title of Paper’, in Title of Book, First name of 

first Editor Surname of first Editor and First name of second Editor Surname of second 

Editor (eds), Place of Publication: Publisher, (date) and page. 

Paper in Journal 

 Single Author 

Bouiller, V., ‘The Nepalese State and Gorakhnathi Yogis: The Case of the Former 

Kingdoms of Dang Valley, 18th-19th Centuries’, Contribution to Nepalese Studies, 20 (1), 

1993, pp. 29-52.  

Surname, first name, ‘Title of Paper’, Name of Journal, Volume number (Issue number), 

(date), pp. 000-0. 



 Multiple Authors 

Murty, M. N. and R. Ray, ‘A Computational Procedure for Calculating Optimal 

Commodity Taxes with Illustrative Evidence from Indian Budget Data’, Scandinavian 

Journal of Economics, 91(4), 1989, pp.655-70.  

Surname of first Author, First name of first Author and First name of second Author 

Surname of second Author, ‘Title of Paper’, Name of Journal, Volume number (Issue 

number), (date), pp. 000-0. 

Paper in Edited Journal 

 Single author 

Gaborieau, Marc, ‘Life-Cycle Ceremonies among Converted Muslims in Nepal and 

Northern India’, in Islam in Asia, Yohanan Friedmann (ed.), vol. I, South Asia, Jerusalem: 

Magnes Press, Hebrew University, 1984 and page. 

Unpublished Papers/Mimeographs/Discussion Papers/Working Papers 

 

Chander, P. and L. Wide, ‘Corruption and Tax Compliance’, mimeo, New Delhi: Indian 

Statistical Institute, 1989. 

Surname of first Author, First name of first Author and First name of second Author Surname 

of second Author (1991), ‘Title of Paper’, mimeo, Place: Organization, (date). 

Newspaper: Author's Last Name, First Name. "Title of Article." Name of Newspaper (City 

and Province/State of Publication, if not Included in Name), Date of Publication. 

https://doi.org/DOI Number or Name of Database. 

Website/URL:  

With author: 

 Author Last Name, First Name. “Page Title.” Website Name, Month Day, 

Year. URL. 

 Example: Schallhorn, Cathlyn. “Chicago.” Britannica, December 17, 2021. 

https://www.britannica.com/place/Chicago  

 Full Note: First Name Last Name, “Page Title,” Website Name, Month Day, 

Year, URL. 

o Example: 1. Jack Caulfield, “A Step-by-Step Guide to the Writing 

Process,” Scribbr, April 24, 2020, https://www.scribbr.com/academic-

writing/writing-process/ 

 

If there is no author or date: 

 Bibliography: “Title of Page.” Website Name, accessed Month Day, Year. URL. 

o Example: “About the UvA.” University of Amsterdam, accessed July 24, 

2018. http://www.uva.nl/en/about-the-uva  

 Full Note: “Title of Page,” Website Name, accessed Month Day, Year, URL. 

o Example: 1. “Catholic News Agency,” accessed March 25, 2025, 

https://www.catholicnewsagency.com/  

 

https://www.britannica.com/place/Chicago
https://www.scribbr.com/academic-writing/writing-process/
https://www.scribbr.com/academic-writing/writing-process/
http://www.uva.nl/en/about-the-uva
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Citing blog posts and blogs 

 Citing blog posts and blogs Blog posts are cited like—quotation marks; the title of 

the blog, in italics; the date of the post; and a URL. Blogs that are part of a larger...clear 

from the titles, the word blog may be added in parentheses after the title of 

the blog. Blog posts can often be cited in...2. William Germano, “Futurist Shock,” 

Lingua Franca (blog), Chronicle of Higher Education, February 15, 2017, 

https://www... 

 

News sites and blogs 

 News sites and blogs Titles of news websites and blogs, like the titles of newspapers 

and other...along with the title. Titles of articles and blog posts should be placed in 

quotation marks (untitled posts...Wasted Food; “Food Waste Stump Speech,” in Wasted 

Food, a blog by Jonathan Bloom Huff Post; “The Best and Worst... 

 

Titles for websites, blogs, and social media 

 Titles for websites, blogs, and social media Whether they are mentioned in the text 

or...quotation marks) may be used for generic or descriptive titles. Blogs are treated like 

periodicals, their titles set in italics...Merriam-Webster.com CMOS Shop Talk; the 

Shop Talk blog YouTube. 
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